MONSTROUS WIVES, MURDEROUS LOVERS, AND DEAD WET GIRLS:
EXAMINING THE FEMININE VENGEFUL GHOST IN JAPANESE TRADITIONAL
THEATRE AND HORROR CINEMA

A DISSERTATION SUBMITTED TO THE GRADUATE DIVISION OF THE UNIVERSITY
OFHAWAIA AT MUNOA I N PARTI AL FULFILLMENT OF THI
THE DEGREE OF
DOCTOR OF PHILOSOPHY
IN

THEATRE

May 2022

By:
Jennifer M. Yoo

DissertationCommittee:

Julie A. lezzi, Chairperson
Lurana Oo6Mall ey
Kirstin Pauka
Elizabeth WichmaniWalczak
Robert Huey



Dedication

To my parents, foalwaysdoing your utmost to support meven when you had no idea what |
was talking about.

To SKY, without whom | would not have made it.



Acknowledgements

| would like to take this moment to acknowledge all the financial, scholarly, as well as
emotional support | have received in the completing of my doctoral degree and dissertation.

The pursuit of my degree whil e amely t he Uni v
supported by the Asian Theatre Research Graduate Assistantship. | thank the faculty of the
Department of Theatre and Dance for selecting me for the position, not only for providing the
fiscal assistance to make it possible to continue my studitaldaufor the work experience. The
fieldwork research for my dissertation in KgpJapan was completed with the support of the
Crown Prince Akihito Scholarship and a Center for Japanese Studies Fellowship. My deepest
gratitude to Mr. Allen Uyeda, the babof the Crown Prince Akihito Scholarship Foundation,
the administrators of the Crown Prince Akihito Scholarship in Japan, and the Center of Japanese
Studies at the University of Hawai @i at MUnoa

| wish to acknowledge and thank my wonderful doctoralmdttee. | especially would
like to thank my advisor Dr. Julie lezzi for the support, encouragement, and advice throughout
this whole process. |l also would Iike to expr
Elizabeth WichmamWalczak for taking suta personal interest in my graduate studies when |
first started at the University of Hawai @i at
pursue a doctor al degree. Il would also I|Iike t
Suzuki of the Ritsumedn University Art Research Center for their assistance in my conducting
my fieldwork while in Kyoto.

As the world was turned on its head due to the COQ¥8pandemic, this past year or so
has been particularly emotionally trying. | wish to personally thiaekds as well as family for
helping me keep my spirits up as | struggled to complete my dissertation. | would also like to
thank (and maybe also apologize) to al/|l t hose
the dozens of stage performances apédase horror films for this project, and in so doing

helping to keep the nightmares at bay.
iii



Abstract

As in many cultures, woman is often portrayed as monstrous or eiebheer fact of
her being female. Today, no Japanese horror film is considered complete without its haunting
woman specter, thefemaden r,y @r fAvengeful ghosto archetype.
the Amonstrous feminineofilAiladdt mattgd dretiwerat
monster as fApotent threats to vulnerabl e mal e
referring to Western horror cinema, the same theories can be extended to Japanese media.

By analyzingelements oharrative style, vislaepresentation, and enactmstyle of
this archetype found in Japanese theatre forr@ndkabukicompared to Japanese horror films,
it becomes apparent that the female r rgflétts views of the feminine identity in Japanese
society Contrary tole portrayal of the male, ondftert hes e women have become
can they break free from sociocultural limitations and act on their vengeance. Their frightening
and grotesque forms, however, invoke more terror and horror than sympathy, trargstbamin
victims into the villains.

Despite the change in norms of Japanese society over time, the way thes®femalg &
are presented remains arguably consistent, po
than women. More significant is the tendency to associate these characters with feminine traits or
behavior, thereby transforming them into something grotesqtendirg the association of
horror to woman herself. In so doing, the fenmle r nyagphave helped serve as a means of
patriarchal control prescr i biheachetyp@centindesl behav

prevalenceén media
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Chapter I. Introduction of Research

.1 RESEARCH PURPOSE & OBJECTIVES

As in many other cultures, the feminine is often portrayed as having an affinity with the
supernatural, even the monstrous or evilth®sheer fact of being femalRather than simply
accept this affact0 however, lis dissertation wilexaminethe fenale ghost, specifically the
onry @, fven g e arahétypgithpoesaledc and its portrayal in the Japanese theatre
forms ofn @ndkabukias well as in Japanese horror filfrsso doing, | hope to show a
correlation between the development of fentale r chagacter$ in literature, on stage, and in
film 7 and changes in societal attitudes towards women in Japan over time.

The supernatural, especially ghosts or spirits, halerin significance in Japan, as
evident in the history dfaidan(w , f st r a fogghoststorieg and the tradition of
ghost storytelling. This in turcanexplainthe prevalence of the supernatural as a subject in
Japanese theatre and cineifiae prevalence, or one might even say popularity, of the
supernatural femalgpecificallyis apparent in Japan from as early as the Heian periogl (/&g
CE) and continued tbugh the Edo period (163867 CE) asevidentin Japanese folklore,
religious texts, literature amd @ndkabuki Over time this tendency has continued, even
increased in prominengc the extent that Japanese horror films today are rarely without a
haunting woman specter as the primary antagonist.

The literary traditions, most notably the oral storytelling and print publishikgidan
during the Edo period, have had a significant effect on this trend of the female ghost character, as

many early ghdsstory texts an#taidanare attributed as the source material or inspiration for

1 Japanese names and terms have been transliterated in accordance with the modified Hepburn system of
romanization.
2The termkaidanis often used to refer to Japanese ghost stories, traditional as well as even somghunogeer

the term itselfvas not coined until 162(Re i d e r , DE®dr gence
1



numerous dramatic works featuriogn r ity tien @ndkabukirepertoire Similarly, horror films
or at least films that feature an antagonistic supernatnitzjly took much of their inspiration
from the samé&aidanthat influenced theatrical works in Japas.a result, theeearlyfilms are
often referred to akaidan sometime&aiki(* M, fAstr ange, \Whileokaldwagueo) f
used interchangeablyith kaidanto refer to the genre, it was algsed to refer to foreign
i mported films of the Ahorror ot hgee nkaaanfifi Chr nasnod o |
will be used to point specifically to the domestic films influenced bké#wanliterary genre.

Although horror films existed prior to the end of World War 11, the 1950s and 1960s saw
a A b o o nkaidanfiim gerem Japan. Starting in the 1990s, however, there wasgble
change in the genre which sparked an internationakstten sec a | |-ear Mmdr , 0 r esul t
Japanese horror films becoming a seminal presence in not only the horror genre, but also cinema
worldwide3 Thevengeful female figure prominently featured in th@drror films, however,
differs significantlyfrom the female ghost characters founéandanfilms of the 1950s and
1960s, and by ext ens ioarydfountian @mdkabeki fi Tlha ss i@ wfoe
female ghost archetypiitially and popularly referred tin Englisha s i d e a,d'dirstet gi r |

personified by the character Sadako in Nakata Hidg&b961-) internationally successfiRingt?

3 Some credit for the international success of therdor genre should also be given to works that have teseade

for Western audiences, suchTa® Ring directed by Gore Véinski in 2002.

“David Kalat has been credited for c¢oi-hdrorfimstithsias ter m t
term used almost exclusively in English language discussitreafenre

5 Japanese names hdwee the most parbeenwritten in the Japanese ordeith surname first. Exceptionbowever,

have beemade when citing sourcegitten in Englishby Japanese autharhose names have been published in

the Western order.

6 Japanes language literary, dramatic, and cinematic works will be referred to bytrdnestiterateditle, especially

filmsto avoid confusion witltheir respectivéVesternfilm remakes.
2



[3pO;AThe mil998’adntinues in Japanebkerror cinema to this day, becoming a
central image of Japanese horror.

By means oprimarily archival research and comparative analysis, laxgimineshifts
in portrayalof the femaleo n r oyeBtimeas found in Japanese traditional theatre famng&nd
kabuki and Japanese horror films, both those referred kaidanfilms as well as those
explicitly referred to as-Borror.While the origins for this archetype may be rooteoth
supernatural ahliterary traditions in Japahwill argue that the portrayal of the femalen r y @
largely reflects views of women in Japanese society that position them as the abject, the
utilization of which thereby acting as a means of patriarchal cotr®li ng Jul i a Kr i st e
theory of abjection as a framework, | will analyze how the femater chahacter is depicted as
the fAother, 0 and how the behavior she exhibit
vengeful spiritjs socially unacceptabl®r women in the audience to emulat®r female
spectators or readers who feel powertmssppressed like these characters, the femaler y @
may serve as an fiimageo of empower ment or rel
experience in real life. This means of empowerment or release, however, requires these
charactersto destroy,oradlset di st ort, themselves adAd become
noted by Barbara Creed The Monstroud-eminine the female monster, as found in horror
fimsespecialposi ti ons her more as a monster or dAfr
sympathyor support Thus, while women in the audience may feel vicarious vindication, seeing
the full physical, sociocultural, and spiritual consequences of such vengeful actions played out
by their emotional surrogates, they may be more reluctant to #detoistifled desires out of a

self-conscious fear of being treated or viewed the same way.

7 Based on the novel by the same title writterSojgukiK @ (1957-), puldished in 199.
8Al t hough when writing Creed was referring-fteani Wed snteg ron h

the same theories can be extended to Japanese media.
3



My primary research goal thusto assert that the fematary@archetype developed as a
means of patriarchal control in reaction to contemporaneous views towamt=n in Japari
will accomplish this by fulfilling the following objectives:

1. Identify and delineate the contextual elemengsnely thditerary, folkloric, as well
asreligious and supernaturatigins that have contributed to the development of the
0 n r aycketype, especially the femalen r ity J@panese theatre and cinema

2. Establish the extent of the femalen r6ys@ p r e r&d&kabukieand Japanese horror
films in comparisorio the maleo n r chatter.

3. Identify and delineate the defining characteristics of the classic female y @
compared to the mate n r aycletypeand elucidate how this characterization has
changed over timeesulting inthe emergence ofreew femaleo n r aycketype
primarily associated with-Borror films

4. Compare and analyze the portrayal of the fernater ity nigkabuki and Japanese
horror cinemabothkaidanfilms and Jhorror films.

5. lllustrate the effectand influenceof the femaleo n r ag Ebth an image of
empowerment but also means of patriarchal control as a persuasive explanation for
the archetypeds continued prevalence.

Althoughakey component of this dissertation is to analymeportrayal of the female

0 n r oyeBtime,it is not feasible to examine all possible examples of the archetype in detail and
consolidateheminto acomprehensiblanalysisln my survey of dramatic and cinemation r y &
depictions, however, | have identified fiesence of furthespecificationwithin the female

0 n r aycketypédn the form of role typeghe mospredominant of which | refer to in this

di ssertation as the fAimonstrous wi f &hikethe¢ he fi mu
t er m ide agamasedrglusiyelyratEnglish termand(as noted earliemvasinitially

coinedto describe what | refer to in this dissertation as the new female, hwduld argue that



the dead wet girl herself i s mor e thathppearsone wo
alongside the other predominant roles rather than an overall term that can be applied to the
breadth of female vengeful ghost characters that appedrarr@r films.

By focusing my analysisn how theseaole typeshave been both utded and altered
across Japanese stage and cinema depictions, shifts in pafréneafemaleo n r oyeBtime are
easier to delineate. The monstrous wife and murderous lover, both inherently imbued with a
given social role that they consequently rejacdome way or another, are found predominantly
in Japanese premodern literature and traditional theatre as weatha®rity ofkaidanfilms. The
deadwet girl refers to the younger, less romantically (and socially) incliokedtypethat tends
to be found in contemporaryhbrror films Even with the dead wet girl, however, which as has
been noteddid notfiofficially 0 appear until the development of thaarror film in the 1990s, a
precursor to thisole typeis still observable inworksna d e p r i éorrortbaondtnh e A J
Japanese cinemaéhisi pr-o ¢ @ad wet gi tolrefebtoatemaleecharacter that s e
deviatsf r om t he more fAtraditional bylankngadlearlyus wi f e
definedsocialrole to inform her behavi@andmotives, can be found not only in films made prior
to the 1990s, but also in som@andkabukiplays By examining both the development and
changes to these threme types, it is easier to distinguish how the new fenwale r tiya
emerged in-horror differs from the classic, as wellta@w the archetypeontinues to evolve
overall thereby making it eser to identify what has or has not changedr time

Few writings in English have addressed the implications of the most prominent ghostly
figures in both Japanese theatre and films bfgnwleo n r. By@nalyzing this phenomenon in
portrayal ancconsidering the potential consequent impact such portrayals may have on women
in Japanese society, | intend to fill a void in existing literatireso doingl aim toexpandon
and encouragffuture studies regarding the impact of the media and female characteosnem

audiencesAs the frequency and apparent popularity of the femater isy adrend that not only



continues to present day, but also appears to be incregssigaportant to consideghe
potentialimpactof media portrayals of female charactdrsese portrayals have an influence not
only onsocietal views of womeand feminine behavipbut also orhowwomen may come to

view themselves.
.2 LITERATURE REVIEW

1.2.1 TheoreticalFramework

In my analysis | will bgrimarily referencing scholars of feminist film and performance
theory, especially those who address the horror gBarbara Creed and her writings on what
she calls the Amonstrous feminine, 0O are part.
femaleonry @rchetypeln The Monstrouseminine Creed refers to how women are commonly
represented as weak in horror cinema, except when represented as the villain, in which case they
are inherently evilShe asserts that previous critical work has focusédedhwo man as Vvi ct |
of the(mainly male)monstem not as the female monster her/it4alf. Creed expands on this by
il lustrating an innate connection or Aaffinit
acknowl edges t hei patridichasmirluart ugteast Jsaswi tbhiod ogi ¢
recognizes both woman and monst er (6plhieadilpot ent
reference Creedbs writing on the form of the
both the narratie portrayal as well as the visual representation of the female aycletype in
select plays and film&Jsing the monstrous feminine as a framework will also be useful in
examining possible correlations between the development of this character atal stttudes
towards women in Japan

I wi || al so take into consideration Juli a
her workPowers of Horroy focusing on how horror emphasizes the boundaries of humanity, and
that through maintaining that boundary the monstrous is thereby constAwtedding to

Kristeva, abjection refers to the human react



Adi sturbs identity, system,nogadedqgiong,s Mpraidmict
have marked out a precise area of their culture in order to remove it from the threatening world
of ani mal s 0-43).A classio@Xdampsehiliis fqurid Zx)manyculturesis the
emphasis on cleéinessand aversion to sours®ffipollution,0 thereby separating the self from
death.The corpsgeas Kristeva describegpresents that which ishrust aside in order to live
[é and is the utmost of abjectiofe as it is] the most sickening of wastasborder thiahas
encrached upon everythingg ] It is death infecting lifé (3-4). Creed also draws on Kteva
to describe how patriarchal society separates the human from teimam, suggesting that
anything that crosses that line is considered other from the self and thusTigeoionstrous
femining being both monster and womaftectively represents either a rejectiortludt order or
at least a blurring of those lines or boundaries similar fashion, | referencerikkteva on the
practice of abjection in society to support my argument regarding the fenmalebgigh utilized
as a means of patriarchal contookr time

Finally, in discussion of image arble potentialconsequent impact that portrayals of the
femaleo n r aycketype in select plays and films may have on women in Japanese sodgikty,
applybott he soci ol ogi cal concept filmmdénd pedoomaice ol | i ng
based theories regarding female spectatotshgoipport my arguments her book Black
Feminist Thoughtsociologist Patricia Hill Collins discusses theesencef what $ie refers to as
icont r ol I°and lgow theyarg etikzéd in media to subordivabenen(69).2° The

concept of controlling imagewovidesa compelling linkas to how the social becomes the

°First introduced in her 1986 article ALearning from th
Ojtshouldbent ed t hat when di scus s ifocgsesindh@omhese imagkaffetthlack mages, o
women specificallySinceits introduction however, the idea abntrolling imagehasbeen expandeon and

become a ketheoretical concept in ethnics well as gender studies tisan arguably be extended to any sdgial

delineatedyroup.



psychologicalexplaining howthe image ofor stereotypes associated withg femaleo nr y @
can induceor discourage certain behavior in its female spectator.

In discussion ofemale spectatorship in filnMary AnnDoae 6 s cr i t Femd e s s a
Fatales ti tl ed A Fi | moisaespdcialty pegtineltapssifingeseveral raofibes
female spectatorship, al/l of which dggnend on
from the onscreen image of womaBoane argues that unlike the male spectator, the female
spectator lacks distance because of her proximity to the jroriggy how almost all films are
filmed with an inherently matdrivenp e r spect i v e  ('Becauseithaéeimae gaze. 0
spectator rarely has opport uniawaysseenapther cei v e
image, according to Doane, she struggles more to distance herself compared to the male, as to
view fiasns uinse fitthoe position of fetishisto (23).
spectat ori deinstkisf ificoavteiron and narci ssisomoO becaus
herself, a woman (22).

Lastly, houghlargelyframed in the context of Westesnt age per f or mance, J
The Feminist Spectator as Criie grounded in the belief that representation in any media
creates meanings from an ideological base that have specific, material consequences.
Furthermore, it directs its address to a gersgecific spectator, employing culturally
determined gender cod#sat in turn reinforce cultural conditioningrefer toboth Doane and
Dol an 6 s primdrily io my egasnination of the potential effect of the fenwle r, lyo® her
image might be viewed as a source of empowerment but at the same time as a means of

patriarchal control of women in the audience.

11 A key concepbf feminist film theory introduced by scholar Laura Mulvey, made popular in her 1975 essay
AVi sual Pl easure and Narntatatve nCiMué ma.yd sl tdi sitausiIsd ome orf

primarily concerned with and addresses the conceptos p
8



[.2.2 Sources

Due to the theoretical nature of this project, research has involved consulting historical,
social literary, and artistic sourceésboth primary and secondaiyto gathersufficient breadth
and depth of material. As it is not feasible to examine all possible examples of portrayal of the
femaleo n r aycletype in detail, | have chosen select plays and films as key exafophesth
comprehensive as well as close eagalystyle analysis for this dissertation project. To
determine which works to select, as well as the points for analysis, | have reviewed a&many
andkabukiproductions, both live performance and video recording, and Japanese(ibattnor
kaidanand Jhorror) films as possibleAs indicated in my dissertation tifleultimately chose to
limit my analysis to works that featua¢ least one of thiareepredominantole types for the
femaleo n r, wh@t | refer tan this dissertatiomsthe monstrous wife, the murderous lover, and
the dead wet girl

Through my survey of dramatic and cinematic depictibhave found these threele
types to be the most prevalead therefore representative of the fenmale r. fo@ny close
casestudy-style analysis of the classic femalen r, yhéve thudimited plays from then @
theatre not only to those belongingkim-mono(s N, A d-emoma n )pdutalsothdse
featuringone of the aforementionedle types, namelyKanawa| . Al ropt?Adind vet 0]
Ueled ;iLady PAwD@] @) z; ADY|] ) ¥ WhileKammvaaniAoi no
Uefeature strong examples of the monstrous wife and murderousfdotben @heatre
respectivelyD @ j la$ beemncluded to serve aan example of deviations from the more
traditionalrole typesapplied to this vengeful female ghost figure, a form of poead wet girl.

Furthermore,he selection ob @ & jani Play written comparatively later thakoi no Ueand

12 Author unknown, sometimes attributed to Zedaitokiyo (13631443)
13 Most often attributed to Zeami.

YAuthor unknown, tent at iNoeumiysu(@438516).buted to Kanze Kojir/(
9



Kanawahas been to demonstrate breaathwell as to indicate developments of the classic
femaleo n r aycletype within the @heatre!® Similarly, kabukiplayschosen focloseanalysis
have been limited tkaidanmono(w , fAghost thatfeatusghepelola typsso )
withT@kai d@ Yof ssuysa WKai dia@host Story o¥as¥otsuya
example of the monstrous wi,ai dan Bd¢u aan DAABhost Story of t
Lantern}” as an exampl of the murderous loveandBa ns hi1 S 4 radyca s;fi Dk s h
Mansi on &%asd @xamptelofdhe prettead wet girlSimilar toD @ , @ ¢hoice to
include the more recektidanmonoB o t a n hab eendo provide opportunity to consider
developments made to the classic fenaale r witlih thekabukitheatre over a period of time.

| havealsochosen tdurtherrestrict plays for casstudy to dramatic workthat have
remainedboth (more or leskactiveto the present dagnd narratively preserved their
respectiven @ndkabukirepertoiresin my comprehensive analysis of the overall portrayal and
characteristics of the classic female r, hwll reference additionah @ndkabukiworks to
indicate the history or prevalence of defining trdfscusing orplaysthatare part othe active
repertoirewill not only make it easier fazrloseanalysis, butvill alsohelpindicate what

narrativescontinue taresonate with audiences todayis in turn can help supparbservations

15 Aoi no UeandKanawaare believed to have been written during early or-Migdomachi period (2361573 CE),

whileD @] i®@¢omsidered to v been written in late Muromachi period.

18 Written by Tsuruya Nanboku IV (175B329), first performed in 1815.

17Basedontherakugo( , fAfall enaWwosteby c rEnacthed-1000)B3S%k a b wds O e &
first adapted for th&abukistage by Kawatake Shinshichi Il (184801) in 1892. However, a more modern version
was written by &806ni9740Nobuyuki (1929

18 Also knowntodayasBanc h @ Sdr/ayas;fiiThie Di sh Ma n]sapopnlakaidanfigta n c h @0
adaptedor thekabukistagein 1720 It wasnotreferred to bythe titteBa ns h T S ahoveeyes, antiits debut

asani ngy @A j @rurifipuppet t he atthe Boptdkezaie 17410Mithilee hugessuccess

of this renditionmanykabukirevisions soon followedhe most notable of whicareadaptatios written by

NagawaHarusuke (17821826)in 1824andSegawa JoRlIl (1806:81)in 185Q
10



regardingconsequent changes and developmetittsin the femaleo n r ag e archetype made
its transition from stage to film.

In selecting films forclose casetudy:style analysis of theewfemaleo n r, gh@bsing
key examples of both classic and new embodimentsuand in film has been most useful in
denoting changes in characterization over tikeea resultchosen films have been primarily
restricted to those produced during the two respeftibbeo operiodsfor Japanese horror films,
the 1950s to 1960s and the 1990s to 2088she 1970s and 1980s witnessed a significant
decline in interest ifilms pertainng to the supernatural overallorks from this interval have
been omitted focasestudy-style analysisl will alsoreference additional films to indicate the
history orpervasiveness of evolving traits in my comprehananalysis of the overathanges
in portrayal of the new femate n r cpr@pared to the classidowever,| have choseto restrict
films for casestudy to cinematic workihatnot onlybest represent the utilization of the three
aforementionedole types of the femal® n r, juZalso have been possible to acquire and view
in their entiretyfor better analysis

The first peri od,kadafbtoeonm,roe fcelreraerd yt or eaf se rtehnec
femaleo n r aycketype. The way the classic female manifests in #@danfilms, however, is
notidentical to how she is found in Japanese premodern literature and traditional theatre forms
n @ndkabuki even wherthe film is a direct adaptation afgiven literary or dramatic work.is
mor e wi t h kadenfilspas in thoséhat bré not a direct adaptation of an existing
text or script, where deviations from the classic fernafe r of li#@rary and dramatic portrayals
aremoreapparentThis indicateshe beginning®f change in portrayal that will ultimately give
way to thenew femaleo n r aycletypeOf particular note in this respect fesdk ai d @ Yot suy.

Kaidan®*Bot an,2 R &1 Eyapa Tsujw Y ; fiGhosnaC&t 0é'6i ngo]

9 Directed by Nakagawa Nobuo (1988), released in 1959.

20 Directed by Yamamoto Satsuo (1988) and released in 1968.
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andYabu no Nakano Kuronefox X7 ; AA Bl ack Cat #fwhich Bamboo
have been chosen as representative of the pefaisuya KaidamndB o t a n bobh@ervd as
key examples okaidanfilm adaptations okabukiand Japanese premodern literatasewell as
of role types monstrous wife and murderous lover, respectivEhe inclusion ofema ga Tsujis
not onlyto serveas an example of the pretiead wet girl, but also of thea i 'y @ fAstr ange
cato) fil m, a rkadardiims. ¥abung Maka ne Kuvwonekoh thenother hand,
is highly distinct in its portrayahot only in how it reinterpretsthéi st r ange cat o subg
alsoin its characterization of itsentralfemale vengeful ghost figuresho presents as closer to a
Amonstrous mot her 0 r arhidireturnintdidaascharges mohe definm@ us wi
characteristicsf the classic female n r sughesting th&aidanboomis more of a transitional
peiiod that bridges the gapetween the classic and the new fenwale r. y &

Known asthdi<h o r r o r thdseamwnd peayiochade significanstrides infirmly
establishing a new fematen r. Jh@first and perhaps most w&hown example of this new
female ghosas well as the dead wet gidle typeis Yamamura Sadako frothe Ringufilm
seriesfirst started by Nakata Hided The monstrous wifgbestillustratedfor contemporary
audiencedy Saeki Kayako fromthéu-On[ ' ; A The Grudgeo] film ser.i

Shimizu Takashi (197224 has persisteth J-horror cinema butindergme significant changes

2! Directed by Kato Bin (19082), released in 1954.

2 Also known akuronekqg di rect ed b(19128012) netedseddralf6s.t o

23 Nakata directethe first film of the serieRingy released in 199&s well as its direct sequ@ingu 2[4 4 Y 2;

A The R,whidh wasrél¢ased in 1999.

24The series initially began with two direttt-video films tittledJu-On: The CurseandJu-On: The Curse 2both

directed by Shimizu Takashi and released in 2000. Shimizu later directed thekbett@rcinematic theatrical

version of the film, titledu-On: The Grudgeo better distinguish it from its previous renditions, which was released

in 2002. Shimizu also directed its cinematic seqlieldn: The Grudge 2 2; fAThe Grudge 20], re

2003.
12



distinguishing it from its classiequivalent The decision to consid&inguandJuonas film
series for analysis rather than limiting discussion to single installments in each respective
franchisewas made in order toetter demonstrate not only how this new fengale r of &
horror initially differed from the classic archetype, but also continues to evolve and chhege.
most significant of these changes are shifts in characterization, namely the monstrous wife, as
first hinted at withyabu no Naka no Kuronekturning into a monstrousather, andthe
murderous loverole typeall but disappearing fromJorror, both ofwhich can be indicative of
changes and reactions to social vi@fiand expectations placed omen in Japan

In addition to my observations of stagg®ductions and horror films, | have also included
dramatic and literary tés, such as playscripts akdidans h(# . , fAsupernatural t
c ol | e ¢forinsightsnéoXhe nature of stories associated with the female aycletype.
Ideally, scripts of the plays selected for close analysis should be of the respective contemporary
period, but in some cases, it has been extremely difficult to obtain such a manuscript. In such
cases, it was necessary to examine a more cugdéran of the play. Furthermore, while the
viewing of films for analysis has been relatively easy, the viewing of stage performances or even
video recordings of past performances (if even available) still does not accurately present the
way a given playnay have been originally performed. This is especially trukgbuki which,
as a popular form, was more prone to alterations and improvisation over time compasgd to
However, combined with close readings of scripts and literature, as well as wistcsssuch
as stage photds,ukiyo-e ( o, HAwood b, lamehérrbgnaukgn t o ) ,
Ai | | ust r a)titésghosgbie bognake speculations about the actual representation of the

0 n r aycketype, and suppositions about the reception. To fuppog these observations, |

5This includes what arei demeét i niedd\la pla)h e swehe (c ht oca raes nfobrreo nii

and often focus on the actor rather than the performing scene.
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have also taken into consideration documents regarding staging, as well as interviews with
Japanese scholars and artists or professionals as part of my field research in Japan.

Secondary sources of related studies have eslydoadped provide the historical and
sociocultural context for analysis and conclusions. For historical reference in writing, | have
utilized relevant volumes afthe Cambridge History of Japdor premodern Japanese history
and referred to writers such Bsnald Richie on the developmental history of film in Japan. For
discussion of the Japanese horror film specificaligference works by writers suchghael
Crandol,Colette Balmain and Jay McRoy, who provide comprehensive historicaltndal
overviews of the genr@othkaidanand 3Jhorror)in theirrespectivevorks, as well as David
Kal at, who is credited for coining the term i
embodiment of the femate n r chaghacter type mostly found irhdrror films.

As part of my analysis of portrayals of then r aycletype, discussion of this vengeful
spirit in a sociocultural context has been essential. Japanese folklore scholars Ema Tsutomu and
Komatsu Kazuhiko are noted authorities on researcirdeyy O k(aw, fAappari ti ono)
whereas Suwa Haruo and Tsutsumi Kunihiko have been more focused on@tughestsn
Japan] al so reference Yamada YI joinrspadficalymrals wr i t t
its historical as well asosiocultural significance.

Finally, in order tasupport my argument regardisbifts in portrayal of the fematen r y @
beingreflective of changes in societal attitudes towavdmen | havealso consultedources to
gain abetterunderstanding of how the social position of women itself has changed over time in
Japan]l r eference Wakita Haruko as an awmswelbri ty
asMarcia Yonemot@and Amy Stanleyn women during the Edo periddalso consideBarbara

R. A mbr owhioh examines the roles women have played in religiodapan over time.
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[.2.3 Critical Assessment of Existing Literature in English

The effect of media portrayals on women is a topic that has been regularly explored.
Draza Lee FopnaucttUobemmindgdr exampke, presents an interdisciplinary
analysisofarangedfi ver se Japanese medi a amdodoitgs repr e:
Fratto asserts the presence of a Acode of fem
same time repressed through representation. Studies that draw connections between Japanese
theatre and cinema, too, are not uncommon and havebegeme more prevalent in recent
years.Starting from as early as 1994 wkleiko McDo n a | d AJapanese Clissical Theater
in Films, a precedent for theatre influeng cinemain Japarhas been establisheas the text
analyzes a wide range of film adaptation&atbukiandn @exts as well as the influence such
theatre forms have had aesthetically on dnestuch as Kurosawa Akir@d91098). This is
reinforced b ROORarparatite arkholagy Hedies and=ilm, which extends
beyond Japan to consider many regions wherein theatre is seen to have had an impact on the
production of film.

The focus of many of theseore recenstage and film comparative studies, however, is
on the aesthetic influence Japanématre forms have had on films, rather than a gepeeific
anal ytical studdy oorf tlJme asncecsieo dithlotruroanlr. yi@mp |l i c at
Frank Bishop dedicates an entire chapterttordor in his thesis]apanese Mythologye pays
particular attention to what he refers to as
its predecessor genres in botl#indkabuki However,asth f ocus of Bi shopods r
assert that Japanese mytholtgg heavily influenced traditional theatre and in turn
contemporary cinema in Japan, his film and play selections stretch across multiple genres to
illustrate the pervasiveness of Japanegthatogy. John E. Pettyn the other hand, does focus
his research on the influence of traditional theatre on films in Japanese horror cinema, or what he

refers to as AJapands c btageanadScedmP. e thtey & sa ntt haesstii sc
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partiaularly usefulin that it considers the influence of not only traditional theatre, bukalsi@an
literature traditions. Neither study, however, addresses the presence of theofemaly &
character type found in both @ndkabukias well as Japanese harfilms, even though both
studies utilize similar if not identical stage and film examples.

While film-centric studies on Japanese horror tend to address this feminine supernatural
presence more consistently, most of these studies are more focused onngpfips to their
respective Western remakes rather than explaining the prevalence of a predominantly female
o n rfigute as a villain. Valerie Wee, for example, focuses on comparing contemporary
Japanese horror films with their respective American atiaps in her bookJapanese Horror
Films and Their American Remakds her focus is specifically on films that feature
supernatural and ghostly horrors, much of her analysis considers the cultural backgrounds in both
societies that shape how the supernatural is portrayed. Wee also stresseselhéngeo
family structure and female agency in select Japanese horror films and stlyggestaimber of
these films can be viewed as expressions of a growing culturstl iantapanese society. In so
doing, Wee observes the presence of these mainly female supernatural villains, but it is not the
primary focus of her s tThalNew AslamFeHaleGhost Filheee 6 s d i
discusses how historical, socidxtual and contextual elements influenced the development of
what she terms finewo Asian female ghost fil ms
womends revenge. o0 Leebs dissertation, however
from Japan, Sdh Korea, Hong Kong, and Thailand and their respective Western remakes. The
monstrous feminine in these films, Lee argues hybrid construction of the conventions of
Western horror films and the cultural traditions of female ghost stories in thesecAsiatries.
Leebs work heavily r etemtoanake £specialdoicerdinglree ar g u me n
emergence of theew femaleo n r ity Jdorror, and how the archetype continues to evolve under

both domestic and international influencBgingas ur vey of ,éh8vwevegharfobusr r or
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on how portrayals in-Borror reflect views towards women in Japanese society is comparably
limted. Raec hel Dumas extends her analysis of #fAfenm
fiction, mangavideogaesas wel |l as film vutilizing Creedos
The Monstroud-eminine in Contemporary Japanese CultuFe provide context and support
her analysis, Dumas also considers premodern literary, historical, and theoretical téatsighe
of her study, however, is directed more towards contemporary Japan. Furthermore, the
observations made in all these studies are still limited solely to a discussion of film or at least
contemporary media with comparatively minimal referencepadesetheatre.

In comparison, Japanese literature and thdmised studies with a focus on a
supernatural female character type and its connections to societal views of women are more
prevalent. In her doctoral dissertatiBeflections of the DeméWNoman Joni Koehn presents the
argument that tvwoemapnrd ncchi apraalivetiedt efapsKanawadnd i n
Aoi no Ueare positioned and constructed in such a way that their jealousy and consequent
actions are not only destructive laléoposea t hr eat t o soci al order. S
Edo Kabuki in Transitiome-examines the history of th@bukitheatre, empha&sng the key role
theo n r aycletypeplayedin Edo periockabukdb s t ransi ti on away from it
of military power. Shimazaki makes penetrating observations regarding the temaleyddts
connections to Buddhist views of women, Japanigsrature and folklore. However, discussion
of these aspects is comparatively Ikabukef as he
through the |l ens of playwright Tsuruya Nanbok
Shi mazaki 0s disassiok of Japandseihtreosfiims, nor does either study consider
the influence of supernatural belief in Japan or other forms of Japanese the#ieaire in the
case of Shimazakkabukitheatre in the case of Koehn) on the development af the figuge.
The potential impact the continued presence of such a figure might have on audiences even today

is also not a topic considered.
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|.3 RESEARCH METHODOLOGY

1.3.1 Definition of Terms, Asamptions, Limitations & Delimitations

lhave chosen to use the termsrtgil€teassi co0 anc
distinguish between what has been archetypal for this character and comparatively recent
deviations in portrayaSimilarly, usingfikaidanfilmso andiJ-horroio distinguishes between the
two major period®f the cinematic horror genre and their respective filhme classic female
0 n rrgfeds to the figure that can be most typically found in Japanese premodern literature,
traditionaltheatre formsi@andkabuki as well akaidanfilms. As has been noted earlier,
however, tis ficinematicc | assi c o0 f emal e i herliterarytandedramatic | v 1 den
characterizatios) indicative of shifts in portrayal.

In contrast, the new fematen r hasZemerged far more recently out dfairor, which
has only developed within the pdisirty years or so. As consistently fewer media examples of
the classic female n r ayedeing made in Japdry, comparing the classic to the increasingly
popular new vengeful female ghost, | hope to show that the female aycletype has
developed as a meaokpatriarchal control due to contemporaneous vidwatso intend to
demonstratéhat shifts incharacteportrayal reflect changes in societal attitudes towards women
in Japarover time

To clarify, when considering examples in portrayal ofdhe r ity adalysis, | will be
considering works with spectral characters that fit the definition of the term, rather than
restricting myself to works that explicitly use the term to refer to the central ghost figure. Most
often transl ated as afviyddinedas thetspird of ond who,deatng u |
a deep grudge arrami(x 0 , A r e socern t netarses those who wronged them,
typically after being oppressed or driven to an unnatural or violent déathada38). Utilizing
this definition rather than the specific term allows me to also consider literary, stage, and film

works whose central ghost figure may be categonmauy terms that are synonymous with the
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onr,suéhasthg o r(ED,f h onor abwhehwadhadesn Used to refer to vengeful
ghosts from the aristocratic classes specificaliywell as examples in which the ghost character
is not explicitly referred to by any terrAdditionally, though being deceased certainly seems to
affect the potency of oneds fAcurseo as a ghos
vengefuli ki(ry@ #Al i viinmgyagalysisob o r pprifayal, given that thieanji
charactersfoo nrcyadn be transl ated as fAvengeful soul o
because iappears that based on my research only women hamesheen to be capable of
becomingo n r eyed while alive, albeit at great cost to herself

Given that most of the data collected for analysis will be qualitative and descriptive in
nature, considerations must be made for potential bias. Although | have striven to be as objective
and unbiased as possible in my observations, | acknowledge thpagsmignality may have
influenced how I have perceived and recorded what | observed in stage performances and films.

As has been discussed previously, it is not feasible to provide an exhaustive account and
analysis of all examples in portrayal of the féa n r, lyofd classic and newhis dissertation
is therefordimited to case studies of select plays and films, which | have seleased on the
three aforementioned predominaole typesto effectively represent their respective theatre

formsn @ndkabukiand film periodskaidanand 3horror for discussion.

[.3.2 Points of Analysis

Based on observations collected from my review @ndkabukiplays and Japanese
horror films (bothkaidanand Jhorror), | have chosen feame my analysis of portrayal from
three perspectives, organizing my points of analysis into elements of narrative style, visual
representation, and enactment styleese same styles of portrayal will be used as the nifeans
comparative analysis of the classic fenmla r, fhefigure that appears in premodern literature
and theatre forms @ndkabuki cinematic renditions of the classic as foun#étaidanfiims, and

finally what | have termed the new femalen r tyaZgppears in <horror films.
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TablelPoi nts of Anal ysiOnr faayali Cl assi co Femal e

Elements of Visual

Elements of Narrative Style

Elements of Enactment Style

Representation
Characterization: Monstrous Transformation
Wife, Murderous Lover, Proto : Movement

Dead Wet Girl Destcructlo'n pf Image
(Physical Disfigurement)

Plot: Role of Transformation, Hair
Power of Sight & Revelation, Sound/Music
Connection to Water, Endings Water/Wetness

Elements of narrative style will include addressing the archetypal characterization of the
classic femal® n r, gs@ell as plot structure of her stoRyior to becoming n r, thede
women are often shown to be somehow outside the social norms. It is important to note that
while these characteristics define the female classicr oyefall to varying degrees, they
especially apply to the monstrous wife, murderous lover and-pesd wet girtole types. In
terms of overall characteristics typically attributed to these female figures compared to male
o n r, hedomenwho becomelassic femal® n r tyndto be portrayeds more violent or
destructive, as being fueled by passionoj eal ousy and driven by more
affairs, which may be due to differences in positions of power for women compared to men in
Japanese society. Overriding plot points typicplgce a strong emphasis on transformation, as
well as themportance of her transformed state being perceived or revealed ta Utades is
also given considerable narrative significarafégenutilized as a liminaspace for the monstrous
feminine.Discussion of plot will also include how her story tends , ealling into question
who is being cast as the tragic figure that the audience is meant to sympathize with.

Elements of visual representation will involve the distinctive visual traits associated with
either the classic femate n r hergelf or how she amifests. Visually, the effect of
transformation is notably associated with snakes as well asife, fAdemon, ogreo) .

often physical di sfigurement is used to signi
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effectively removing her feminity, hair and water (or wetness) are more utilized to express the
overall supernatural presence or powers of the cléasialeo n r. y @

Lastly, elements of enactment style will consider the bodily and auditory expression of
the classic female n r iyt brm of movement and use of sound, dialogue, or music.
Unconventional movement or stage effects tend to be utilized in ordestaocehe female
o n r fpi@the audience, heightening the discomfort towards her presence. This also tends to
manifest as a removal of, or at least distancing from, her feminine image in terms of behavior.

These points of analysis will be the bammwvhich not only the casdiglies of select
plays will be conducted, but also comprehensive discussion of how the female compares to the
maleo n rirydAssicportrayal While utilizing these same styles of portragyethianges in these
defining characteristics when thmematicclassic femal® n r apg@ars irkaidanfilms will be
examined This will also be the means foomparative analysis of the classic to the fhewale
0 n r whéh she appears irhdrror films In the case of the new, the specific elements of
narrative styleyisual representation, and enactment styles analyzed may differ from those of the
classic Highlighting these differences will serve to address how the portrayal of this archetype
has changed over time.

Table2Poi nts of Anal yOnspP®Wotr aNaWwo( Eempheed to the 0

Elements of Visual
Representation

Elements of Narrative Style

Elements of Enactment Style

Destruction of Image
Characterization: MonstrousWife (Physical Disfigurement)

Turned Monstrous Mother
Lessening oMurderous Lover,
Dead Wet Girl

Movement

Obstruction of Image

Plot: Transformation via Violence| Hair
Power of Sigh& Technologyin
Revelation Significance of Water

& Place, Endings

Sound/Music

Water/Wetness
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.4 SUMMARY OUTLINE OF DISSERTATION

This dissertatioms divided into five chapters. In thiShapter I, | have introduced my
research by discussing the focus of my study and its significance, the theoretical framework and
sources utilized, including a critical review of the existing related literature in English, as well as
the overall argument and research approach in design and af@lysisdissertation. Chapters
1, 11l, and 1V make up the bulk of this dissertation, dedicated to discussion of the classic female
0 n r, hedransitional phase from the classic into the,m@whe cinematic classiand new
femaleo n r rgsg@ectively.

Chapter 1] whichfocuses on the portrayal of the classic fenale r, ig sdtdivided into
three sections anakgins first with a background section establishing both a historical and
sociocultural context for the n r. hi@ first section addresses the origins ofdhe r itged in
terms ofsupernaturabelief in Japan, the performative and narrative origingootrayal, as well
as what contributed to the emergence and prevalence of the classicdemaley ggemodern
literature and traditional theatre forms@indkabuki The second section as part of Chapter ||
focuses on clearly delineating the definingrelateristics of the classic femaiden r tyra@igh
comprehensive and comparative analyBigese characteristics are subdivided into the three
styles of portrayal narrative, visual representation, and enactrmemtd their respective
elements as outlined my Research Methodology. Discussa@rtheseslements will include
examples from Japanese premodern literatu@andkabukiof both the classic female and male
0 n rty W@tter illustrate and assert the distinction between them. These characteristics will serve
as points for analysis in the case studies that follow in the third and final seictins chapter
that analyzes portrayal of the classic fenale r ity te&ditional Japanese theatre forms, namely
the playsKanawa Aoi no UeandD @) i@fn ¢andT Gk ai d @ Y o tKaidag Botalk a i d a n
D @t aidB a n Sarayashikin kabukitheatre.
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Similarly, Chapter Il] which isdedicated to addressing theginningtransitiors from the
classic femal® n r ty te new female found irhbrror,openswith a section providing
background as to how the cinematic horror genre initially developed in Jakaidasfiims, as
well ashow changes in the classic femalen r bedan to emergeerhaps reflecting changes in
views of women in Japanese society of the tuttanatelyleading to he development of the
new archetyp&o be discussed in the Chapter T"e second section of Chaplll is focused on
identifying changes in defining characteristics of tmematicclassic femal® n r cprapared to
how she was portrayed in Chaptertl.a similar fashion as the previous chapter, these
characteristics will be subdivided into elements of narrative style, visual representation, and
enactment styleThe difference# these elementsill serve as the points for analysis in the case
studiesof the final section of this chapter, analyzthg cinematicclassic femal® n r ag §he
appears in selekaidanfiims, namelyin T @k ai d @ Y o tBsou yaan, K@i rdigad g a
Tsuji, andYabu no Naka no Kuroneko

For Chapter V, whichaddresses the portrayal of the new fenoale r, thedackground
sectionfocuseson howthe initialkaidanfilm as covered in Chapter ihade way for the-J
horror filmin Japapand in turn how the new fematen r fyllfemerged and became more
prevalent than the classerhapgeflectingboth shifts in audience interest as wellrasocietal
attitudes towards womehike the previous chapters, the second section of Chapter IV will
outline the defining charactstics of this new female n r, sullivided into elements of
narrative style, visual representation, and enactment $tyéedistinctive elements of what
defines the new femate n r will@e utilized as the points for analysis in the third and final
section where seledilms of the 3horror boom period of the 1990s to 20008 be closely
examined. These case studies will inclueles films ofthe Ju-On andRingufilm series

Finally, in Chapter V observations made in Chapters Il, lll, and IV will be interpreted and

discussed as they relate to how the portrayal of the femnale hagdeflected and continues to
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reflect the views of women in Japanese society, as well as theiglotéfeict the female nr y @
has on female spectators. Some consideration will also be given to other recent trends in
depiction of thdemaleo n r ity ¥panese mediand the possible implications of such

developments
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Chapter I1. The Classic Femal®©nr y @
1.1 BACKGROUND ON THE CLASSIC FEMALEONRYY &

11.1.1 Supernatural & Religious @igins of theOnr y @

The existence ab n r, ij 0t in name at least in essence, can be traced back as early as
the eighth century in Japan, from which time it was accepted as fact that enraged souls of the
deadpossessethe ability to influence or harm the living (Kuroda 32Buring the Heian péod
(7941185 CH it wasbelievedthat illness, even natural disasters, weresed byestless and
resentful spirits. Spirit possession in particular was believed to be at the root of physical or
mental ailments, for which rather than a physicia® u dstdrtonks angin-yangdiviners were
commissioned to conduct esoteric rituals and chant spells and incantations in order to transfer the
possessing spiritsinfoe mal e medi ums, where they then coul
(Ambros 62).

The basis for such beliefs is largely derived from Japanese views of the dead. According
to Michiko Iwasaka in her wortehosts and the Japaneseis commonly heléventodayin
Japan that after a person has died, they still retain a connection with emerast in the world
of the living, colloquially known akonoyo(ad X , ft h i ,ghatwam inferfere yith their
moving on toanoyo(K x , At h a tthe warld df theddpadhs the literal meaning implies,
rather than some concrete, spatially aeeplace designated as the afterlife,aheyois simply
At hat worl d over tHKomoygandas acesutasahsenseoot closgemesssni de o f
relation to the world of the living (15furthermore, these terms are not specific to a given
religion in Japanese belief, allowing famoyoto inclusively refer to a variety of places
according to different rationalizations aranterpretations as theologielsanged or new ones
such as Buddhism were introduced to Japan (16).

Although the term&onoyocandanoyoare considered by some scholars of Japanese

religion as more contemporary, references or at least allusions to bditb framd in early
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writings such as classical Japanese poetry. Izumi Shikibuly@k6own), a renowned woman
poet of the mieHeian period and member of the Thijx Medieval Poetry ImmortafS,writes
inone of herpoemsf@o s hi i WdakiasLhi;iLater Collection of C
JapanesEkE” Poemso
Kwi yedyxy xoé¢TxooMntgiopBox wapFYo?®
AAs soon | will be not of thi dhatiouldmeet t o t
with you ¢&he | ast timeo
Rather than refer tanoyoexplicitly, Izumi Shikibu, like other Heian period poets writing on
similar matters, alludeso t he wor |l d of t he kaheya(@dyx ax ¢ B). wor | d
Though this may have served as a euphemism in poetry of the time, philosopher Umehara
Takeshi wites how the concept@hoyob ei ng an Aot her worl d, 06 with
heaven and hell, and consequently no judgment
prehistoric times in Japan and consequently a part of ancient Shinto (8&{sPerhaps then
the fAwor |l kbnopgat heean ttheanvi ewe d foranogorather thanfjustaar |y
euphemism or poetic allusion.
The denoted closenelent by referring to the world of the deadaamyoalso allows for
the acceptance of ghostsn gener al as it i1s apparent that
ready to come backo (Il wasaka 15)yomkohdyao f ul | pa
anoyois viewedas aong process which can easily be impeded by a variety of obstacles. People
who are stildl deeply attached to the |iving w

great difficulty (Umehara 166). These attachmentsca ake t he form of Aunf.

26 A group of poets from the Asuka (5340 CE), Nara (71994 CE), and Heian periods selected as paragons of
Japanese poetry talents

27 Compiledin 1087.

28 Taken from théVaka Databaseun by the Nichibunken International Research Center for Japanese Studies.

29 This translation and all others arg the authounless otherwise noted.
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unfulfilled obligations, need for vengeance, feelings of jeglausttachment, desire for proper
burial or ritwual, et c kanoysabdreshit(lwagakalé)f t en keep
In keeping with this belfeis theo n r,ab@itwh i ¢ h Y a ma d:d@Aft¥ribging wr i t es
oppressed and driven to an unnatur al or viole
desire in death they might curse the one who wronged them, or even bring about calamity to
society in general(38). Although it cannot be clearlyetermined from when the idea of the
0 n rsyaed in Japan, one of the earliest texts found using the explicibtermiyGL k ans h @
[AE~;iJot t i ng s*adibtorical akdditerbry sevemlume collection on the history
of Japan collected by Tendai Buddhist priest Jien (415%) in the early thirteenth century.
According to Jien, an n r wasdonly as powerful as its reason for appearing, which would
explan how some were believed capabfecausng natural disasters while others were believed
to bebehind the suddeor mysteriousleaths of single individua(®rown and Ishida 2121).
Even if not explicitly referred to as n r,*Yti& presence and ready acceptance of such
resentful spirits antears regardingheir potential impact on society predates the writing of
Gu k a rbgsev@ral centuries.i@ of the earliest examples of whisasPrince Sawara
(Unknown785), who was implicated in the assassinatioRuifvara no Taatsugu737-85),
whowasc hi ef advi s er eldteobrobherthe Emgerds ldawnaur(#8G5)and
administrator in charge of the newly declared imperial capital Nagaok®@. As a resul t |,
was deposed and condemned to exile and, as the staystaeed himself to death in protest of
wrongful conviction. What foll owed soon after
di sease, and a series of deaths and illnesses

had no difficulty interpretingeas t he r evenge of (Sl8velyandMcGuloughngry s

30 Writtenin 1219.
31 As most (if not all) publicly recognizeal n r we® those born from the aristocratic clagti@stermg o r wa®)

usedto refer to vengeful spirits of the time
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24).0ut of fear of future acts of vengeance ¢ha r Savgara might inflict, in 793 Emperor
Kanmumade the decision to seek a new location for the capital and moved tekHgi%h
It is worth noting, howevethat theo n r Jjefrefers to in his writings differs from the
initial concept of the n r. Witlle before the eighth century it was believeat thn r cputfi
cause cal amit i e ganly]bdiakthoseatdwardwhony thefiwath was d
specifically directed. o6 Fr dimtt hwvea seibgeH ti e veealn tt th
of [ano n r] godld manifest itself in the form of a natudiaster or misfortune directed at
rulers, thus harming or disturbing an entire society, rather than simply targeting certain
i ndi vi dual sAétrafslatednyjDéelmel Bralwip and Ichiro Ishiddien refers to the
o n riy@u k a pretmgits potential for destruction of state in achieving its aims for revenge:
When the vengeful soub[n r] ig $&eking to destroy the objects of its resentrhetit
the way from small houses to the state as a whtie state is thrown into disorder by
the slanders and lies it generates. The destruction of people is brought about in exactly
the same way2Q0-21)
As the threat of the n r bpd@me a matter of public fear and concern because of this shift in
their attentions, the pacification of these spiiit turn became a public affair, fullleveloping
into a fArelgagripd (E kin@® k@i raesl i g i ,sometonks refefredsot s o)
as fAvengeful spi MHeprimaryfocussod o ( K@ madideptai? an) .
0 n rtlyaZharmed thiving and the state through the practicebinkon( Rs fisi nki ng of
soul o0), or dAspirit pacification, o transformin
This Atransformati ond of t ennaedvdneratiboneThe s o me
first official g o r y @ servicesok cord can be found in Mikon Sandai Jitsurokli 4|

D ; AThe True Hi st or y Rwatich describesahe Reeyifirgyrosr yoX J ap

32 Present day Kyoto.

33 Writtenin 901.
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ceremony, O -knyedtd tihre HEemipaem or 6 s -epin868atera gar den S
particularly terrible plague had ravaged the coutftBelieved to le brought on by resentful
spirits, thechinkonrituals were dedicated to the six deemed responsible, including Prince Sawara,
who was posthumously elevated to Emperor, give
ceremony?® Theserituals were accompanied by performancegagfakuk 3 ,fiel egant
mu s ), thedclassical music and dance of the imperial court, as wedingmku 3 |
Ami scel | aograo tt s 0Ny s @ clike@ancient ©hinese enter@innsent that is
considered to be the roots for what would eventually become known agdhdk y @ ¢heatre
forms In addition, the whole affair was highly public as the gates of the Shamsesmre opened
to the common populace, allowing for the ceremony to be celebrated in front of a massive
audience (Kuroda 3235).

Given the highly public naturefg o r y @ , mothall pedpi® who suffered wrongful or
violent deaths were recognizedas raynad i n t u r nchikénase eesult. Thie stawist h
ofonrwasks fdofficially determined by elite figure
verifi ed with an oracle, 0 although this process |
sympathy and rumors generated among the | ower
rumors could be viewed as a f or mpasifionsofr i t i ci sm
power and authority oftewere pressured by public perception to engage in substantial efforts of
chinkon Given this, it is little surprise that the officially recognized r, suéh as those
recor de dsuikm ntsidéd@béditically involved and thus predominantly male, often

defeated warriors or disgraced nobles.

34 This ceremony held at Shinsenis said to be the origin of the Gion Festival.
35 Prince Sawara has the distinction of being the only recorded example of posthumous elevation to the title of

Emperor in Japan.
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Instrumental in the dissemination of belief in the r itge, however, was the practice
ofonmy@d@, @dthe way owhichpiayed amajod role imchinkanrtuals as
partofg o r y @ . A gopularkéief that was introduced to Japan from China in the seventh
centuryo n myd@sd @& oot s are found in Chinese esoteric
duality of yin and yang. The Heian pediwas considered a time when the practice prospered, as
the court nobility heavily relied om n my gFac@ioners, knownasn my(@j ¢ , Ayin yang
speci al i s fThroogh a comsnatenm obgstronomy, astrology, geomancy, and
divination, theo n mjiynf@intairedthe current almanac and acwdsen fortuitous timing for
activities or events as well as spiritual taboos to avoid (Shively and McCultaifgsB). In
addition, as membersoftoen my @y y 4 fABureau of Yin and Yango
employ of the Ministry of Central Affairg n m yw@re also responsible for warding off and
defendingHeiatk y @ from all forms of s wme.rgustduringal dan
this time whero n my gadi&ilarly flourished among not only the nobility but also the common
people, primarily by virtue od n m ypériicipating inchinkonrituals as partof or y @, s hi nk @
ceremonies, which as has been mentioned were always a highly public affair. TigslysHaw
exemplaryo n my @gstinotably Abe no Seimei (94D05)%¢ considered to be the greatest
Amagi ci ano dofe edterqu the mullie spHere to be included in later literary and
performative works, which in turn led to poputadture depictions.

Related to the belief in the n r ig/tig&oni, for whicho n my & al9d credited for
spreading among the common popul ace. Often (b
or fAogr e, 0 tdmi¢endd @ pvake nagiings ef a fearsome horned apparition or

y @ k aftén sporting a tiger skin loinclotind carrying an iron club. In Chinese, however, the

36 Though an actual historical figure who served as anm yf&® §ix differert emperors, there are numerous

legends about his supernatural prowess and exploits as recorded in literary texts as well as playanimey/es,
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same charactes()*'r ef er s to the Ainvisible soul or spi.:

ancestral [ dapdnese Dembnd.od. IR keepihg with this original meaning, in

earlyonmyd d @actices the wordniwas used to refer to Ainvisibl

human infirmity, o and sonwas@esuk(3).gely indisce
Not only werethe earlyoni of Japan considered to be invisible, but it was also implied

that anoni could come from anywhere, including from within a human bekegording toBaba

Akik o, there ardive categories obni, which includethe prototypical invisibl®ni, as well as

humans transforming themselves into fidemonso di

revenge, the latteaf which heavily overlapped with the n r ($3@4). Upon viewing an

il lustrated scroll depicting a wofonmaenwifpand ses se

his attempts to subdue tbai who had appeared, Murasaki Shikibu (9f8L4) lady-in-waiting

and writer ofGenji Monogatar{"H= ~ ; A The T a & natetl to Bagenwjritterdthe

following poem, which was later included as part ofvheasaki Shikioes h[#™ . ; A The

Murasaki Shik¥®bu Collectiono

®: TTEPOBTI 028 WOF TX YT xstTUuyPpKwou

AHe makes an excuse of the deathaitormmants i s it
hi m?0o
Though in this case Murasaki i mplies that the
conscience, it was readily acceptedthditc oul d be Aborn of fear, doub
referring to a womanodos feelingausedlywanald her es

attachmentso (Li 164).

37 pronounce@Q in Chinese.
38 Writtenin 1008.
3% Compiledin 1019.

40 Taken from théWakaDatabaseun by the Nichibunken International Research Center for Japanese Studies.
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As oni were as yet invisible entities, protecting against them took the form of avoiding
particularly inauspicious times or directions according to my ketief3. The most notable of
these was the northeastern dii@e, which according to Chinese esoteric cosmology was
believed to be the direction from whiohi as well as all other forms of evil spirits or energies
including theo n r, godd enter, and thus was referred to akimmen(s , fide onidrs or
g a t. €lwgsing the location of a site for a given city would often take the northeastern direction
into consideration, such as whether there was a temple facikgrtbethat could protect it
Such washe casén choosing the site for Heighy @ wi t h t he p kHiawhiehment of
was built on Mount Hiei in 788 and continues to gugydto to this day. i there was no temple
facing the northeast, one was oft eomempararyl t t o
Japan, buildings, especially residences, tend to be constructed without windows or doors in the
kimondirection or corner of the structure to ward against possible supernatural invasioomf
onry @

With the assignment of the twelve animaighe Chinese zodiac to the cardinal
directions and hours, themonwas also sometimes referred to asubkitora( , ftox,er 0)
for the northeast lay between the ox and tiger (Reldgranese Demon Loi®. It is for this
reason that it is believed wheni were eventually portrayed with a physical form, largely due to
the growing influence of Buddhism, they were often associated with traits from both animals,
namelythe horns of the ox and the wearingigét skin.Even with the prevalence of Buddhist

belief in the following centuriesiowever the threat of the invisibleni continued to emerge.
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Fig. 1. lllustration showing the cardinal directions of the Chinese zodidh thekimonor ushitoraindicated, as
was primarily utilized byo n my @ daganlllustrationby Diana Tantillo.

Although Buddhism was introduced to Japan as early as the sixth century, it was not until
the Kamakura period (118833 CE) that concép commonly associated with Japanese
Buddhism in terms of karmic hindrances and retribution became widespread (Ambros 84).
Esoteric Buddhist practices were often incorporatedgntor y @ cerémiomiek, @lowever
these were fAbased agcrpewenohBuddhidhimdgesarid sdriptures tham m
on [some] kind of scholarly, high e v e |  dKaroda B2i6)Althaugh it is through these
dealingswithth® n rtyndat Buddhi sm reached the gener al p C
magi cal means to woraeiy @@B%he spirits, o much |
Unlike o n my,@ad@hist doctrines were far more explicit in their views and practices
regarding what might be consider@ce v i | . 0 P ar dn mysdcjaas Abg nosSkimndi, | e d
for example, were known to be gifted with the ability to see, even summon, control, ooaieate
to serve them ashikigami( 1 , i c e r e moto dodhkir belging (Reidedapanese
Demon Lorel4). While the practices of am n m yw8ie altogether protective, tehikigami
themselves were often employed for more sinister purposes, namely in the form of curses

commissioned by royal or aristocratic patrois.Japanese historiehigeta Shinichi describes
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in his article on Abe no Seimei, because the
spilling human blood they did not attempt acts of violence to eliminate political rivals, but rather
employed curses. As a resulteth were more incidents involving curses withiistocratic
society [é] a majority odnmp@jed®9the curses we
Despite being invoked by n myagservantsthere was an apparent degree of risk in
trying to fully controlwhat was at its heart stdinoni. Recorded incidents implyrat ashikigami
mi ght | inger and mani fest on their own to wil
cur se o0 (AReordiggtdReifler, what contributedtttese fears was thahi themselves
were known for the rathgruesome attribute of craving human fleAb.describedn her book
Japanese Demon Lagreumerous accounts of cannibalism in historic texts sudtitas Sandai
Jitsuroky in which the firsg o r y @ cerdriomy kv& recordedave beegonsidered the
work ofoni (15-16).Despi t e the fear of their potteenti al h
positiono n my t@ak @gainsbni was not always cleafhisin turn obscured the role of the
o n myagtimes making them something to be feared or at least wary of by the general populace.
In contrast, Buddhism cast tbai as incontrovertibly evil and horrific by associating tme
with its conceptofigoku( 8, fAhel |l 0) as its s wmengaef cohdemnedr i s ol
human souls. Consequently, Buddhist priests ended up taking over the role of exorcising and
driving away evil spirits such asiiando n r fpor@theo n myddring the Kamakura period, as
through their incantations and prayerstheydermot r at ed t he fApower to mak
and possessed methods of negotiating and [ per
(Reider,Japanese Demon Lofe-12).
This new focus on fAevil o i s eyvigodient in the
paintings from around the twelfth century. Though some considerations need to be made for
different sects of Japanese Buddhism, for the mosjigakiu is believed to be comprised of

multiple hells There ardypicallyei ght hébgrseatand &l lxs e@nedictescre
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reserved for different crimes, making for many opportunities to depict the variety of possible
tortures awaiting in Buddhism, reminding the viewer of the suffering that may lie ahead if they
committed particular sin§Vhat was consideredias i n 0 deser virangedfoom puni sh
perhaps the more obvious such askilfnghe ki I Il i ng of oneds parents
heinousof crimey, stealing and sexual offensdike adultery but also included acts such as the
drinking of alcoho|telling of lies, as well as thiutchery cooking, and consumption of animals
The focus of such illustrations thus appears to be rather didactic in nature, warning against the
dangers of karmic attachments and the potential sins a¢ilbo them:

While these images highlight demomsi or other creatures that torture and devour

sinners, ultimately they portray the sinner as the agent of the punishment experienced.

[ € Many works portray hell as a monstrous prison with impregnable walls, demonic

guards ¢ni], and fierce watchdogs. It isfipunitive cityo displayingfhundreds of tiny

theatres of punishmentwhere thefpenalty must have its most intense effects on those

who not [yet] committed the crimie(Hirasawa 78)

Fig. 2. Example of portrayal abni in jigoku. Kitano Tenjin engi emaki T9Rge . ; All lustrated Le
t he Kitano ].Taelpth aentuBMetropalimmdMuseum ofrt, scroll d sec. 8 of 10.
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This focus on siful conductand the potential karmic consequences for committing them
was a comparably new concept, whicdr differed
defilement Often referred to alsegare( b ,fi un c | e ain Bhinto bediesttie fwo principal
sources being blood and deathgne suffered such pollution they would be prohibited from
certain acts or taking part in certain evefisce a predetermined length of time had passed
sinceexposureor in some cases, after undergoing an additional process of purgiagon
individual would becleansedand the prohibition lifted (Blacker 42)nlike Buddhist concepts
of sin,kegarecarried no moral guilt ast wasviewed as something more physical, an
unavoidable consequence of human | ife, rather
Being physical, todkegarewas treated more akin to an iliness, as it was believed possible to
infect another witlthe samedefilement However, upon infectiokegarewas believed to be
curedrelatively easilyand physically cleansed througbarantine or purification ritualin
contrast, Buddhist sin not only weigghheavily on and poska danger solely to the individual,
but it also was viewed as a result of transgressimphasizing a practice of moral restraint and
abstinence to avoid it rather than a natoraurrence likéegare

As these Buddhist concepts entereddbimon knowledge of lay circles, they came to
also affect views offhostssuch a® n r. Witreasarlier it was accepted thiaécoming an
0 n r cpull arguably happen to anyone given the right circumstances, be they man or woman,
with the growing influencefduddhism thererosea newimplication ofsinfulness. As being an
0 n r nyeéht suffering karmic attachments so strong that one was heavily hindered from moving
on, there was now more inherent judgement for stayikgmoyoas aro n r @o@sequently, the
reasons for becoming ann r ays@came under more scrutiny than befdtés is most apparent
when examining the medieval literary and dramatic depictions of such vengefulaspivitsl

this time,which began to feature scenes of chastisement by those seeking to pacifgrthem
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dternativelyexpressions of shame by thef-consciouso n r chafacters themselves as to their

wretched state.

I1.1.2 Performative& Narrative Origins in Portrayal of theOn r y @

As the presence of Buddhidmecamencreasingly widespreaaimong the populada the
medieval periogthe practice off o r y @ dschinedhéw@ver the principle ofthinkonand
beliefin o n r per&everedAlthough earnest belief in n r nyag@not be as prevalent today,
during ancient and medieviines fear ofo n r wasboth pervasive and entrenchedapahese
society, as fAeveryone from the Empeamryy@o the
which might explain their prevalence ior even the existence, gfhost story literature of the
time (Yamada 39).

The earliest ghost story texts, predating the tesdan a commonly usederm for
ghostly and supernatural stories today, can be traced back to the Heian period. As Carmen
Blacker writes in her bookhe CatalpaBow @[ m] any oenxrpgndtHe besc o f [
wrought by their rage can be found in the | it
Works such a&enji MonogatariandKonjaku Monogatars h[} ", AAnthology o
Tal es f r o%written and Gkestad durintdpe Heian periodare credited for serving as
not only the inspiration for many later wédhownkaidan but also as the source material for
some of the most iconic works featuriagn r ity tekabukiandn @heatrical repertoire, several
of which will be closeexamined in later parts of this dissertation.

In addition to the pervasive belief in then r, gn@ther reason fohe s p pravalencé s
may be found in the performance of narratives, winiakalsobelieved to have a placatory
effect. Kuroda Toshio notesinhisessayT he Wor | d of ,Sptihra te sPsaecn tfii ala

performance and entertainmentimnkon

41 Specificdate of compilation unknown,@llection ofover one thousanstoriesgathered from India, China and

Japarbelieved to be written ithe late Heian period.
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[ € popularg o r [y Wi Jreke@onies included not only dances and songs but also
competitions in which various groups showed their skills, such as acrpeatotcmances,
equestrian archery by costumed and mage y o u t h smatchesbeétween mJ
strapping wrestlers, and it is said that everywhere crowds thronged to watch. These
performances were not simply for the amuse
were probably intended for thaumaturgic purposes in thafithayether vith the
laughter they provoked in the audieficerere believed to appease the dead. (326)

The importance of this performative aspect todtiectiveness othinkonis apparent in the long

tradition of songs or poems that were composed and sung to afipeasels of the dead in

Japan, typically referred to akinkonkal R , fApoems or song.9heseor spi I

can be traced to writings as early as the eighth certutiye poem anthologyla n yids h

; ACollection of*whiehrconfhihsmunsemus goerhsehmtwarsg]

during the liminal period when the body of the deceased was awaiting its final Bhrsal

suggess that the singing of such poems was directed to the spirit of the departed before they

made their journey tanoyo(EbersoleRitual Poetry61).
Even with the decline af o r y @ pgatticenpkrfdrmance contindito play a crucial

role in pacifying the dead. Tht¢eike Monogatar[] v " ; iThe Tal e®¥forf t he He

example, a war epic recounting ttige and fall of the Tairaamuraiclan in the Genpei War

(118085CE), i s believed t ®xilpawe sbheanm pforseec iotf e & pfi o
(Guniji 179). Compiled from a collection of oral tales performettbywa (h @shj @Al ut e
p r i )ebdind priests who told stories to the accompaniment dbithie ( , hJapanpese | u

the Heike Monogatarmight be considered a formgfo r y @ , thehperiorkngce of which

was largely aimed at the repose of the souls of the  Banaell as those who had lost their lives

42 Compiled circar59.

43 Compiledin 1330.
38



in the battles of th&enpei War, to help them attain enlightenm8nia hJ s themslves had
long been called upon as intermediaries \&itloyoto perform as thebiwawas considered

Aefficacious i n establ i &hnjhrg).Bang blindaoo,theywi t h uns

=]

w ehreleved to possess a gift of spiritual vision and to be capable of communicating with the
other world fnoyd o (It fAcd, fkcan be arguethatit is precisely because of their long
standing positiogas spiritual visionariethat they developed and performed kthetke
Monogatari.
This connection betweedhe performance o€hinkonka or in the case of thideike
Monogatarj the dramatic retelling of stories of the deceased, and its effect on appeasing the dead,
may, at least irpart, explain théocus on ghosts in the @heatre, which emerged during the
Muromachi period13331573 CE)While authorsof earlyn @lays drewfrom Heian period
classics such &enji Monogatarias well as Chinese sources, Heke Monogataralso served
as an important source for numerous plays, especially thassfied ashuramono(™ :
Awar ri or gAddiienally, withia then &®pertoire, regardless of source material, a
majority ofearlyn @lays** portray theshite(€Ir', fApri nci pal actor or cha
of ghost, be they of literary or setmistorical origins, unable to move ondnoyodue to some
Buddhist karmiattachment to the material world. The initial performance @lays might be
viewed as another form chinkonkaMuch like theHeike Monogatatithrough performance
before a live audiencet t enti on i s called to the spirit of
consequently serves a thaumaturgical purpose in the repose of their souls.
Texts such aKonjaku Monogatars hdf thelate twelfth centuryas well as later

anthologiediketheUj i Shii Mdéndigdt amiGl eanings J&®f Tal es

4 Largely onsideredo be plays written bgarlyn @laywrights and actors suchlésa n 6 a mi Ki y-8&),sugu (13
ZeamiMotokiyo, and Konparu Zenchik(140570).

4 Compiled in 1221.
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reflect the growing popularity of Buddhist concepts being applied to the supermaimedieval
writings. Referred to asetsuwg , N s p o k ahese sdlegtiongerd largely compiled
to illustrate Buddhist principles such as karmic retribution, and often were compiled by monks
themselves. As such, these collectionsetSuwanften conained tales from India and China as
well as fAoriginal o Japanese narratives, refle
Although t is important to eknowledge that not afletsuwaleat with the supernatura
distinct subset of this medieval literary forxisted which ismost often considered the direct
precursor tkaidan

Some of the earliest literary depictionsooii can be found isetsuwacollections
belonging to this subsethe origins of theni often encountered in these tales, howeaes,
believed to be more connected to shdkigamitradition of theo n my Whp also make
occasional appearancessetsuwaAccording to Japanese fddke histories Abe no 8imei was
said to leave hisni-turnedshikigamiat the bridgel ¢ hi j @ MandHeiank p @s hwher e he
Ahad used i n ¢hesontasshikigam] ender the bedgeaahd summoned them when
needed as his wife feared the appearanshaigigamd ( P a nTdis i& dbisidered to be why
manyoni encountersn latermedieval literature werassociated with crossing over bridges
(Reider,Japanese Demon t®14).

Though there is often a strong emphasis of Buddhist didactic elemeetsinvathe
tales themselves were often seculamanrative styleThis reflects the implicit goal of most of
these collections to present Buddhism in a simple, easily edrapsible, but appealing ways
a result, some sort of guidance is included at the close of many ok#teseausually on how
to avoid whatever gruesome or tragic fate befell the characters of the narrative, such as an
encounter with aoni or anonry @hereby reducing the fear of the unknown for the reader by

giving them a sense of control (Li 49).
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While theappeal osetsuweheavily contributed tthe spreaaf theoni, their fame and
popularity are largely due to their theatrical adaptatioms @indin laterkabukiperformances
indicating a continued importance placed on performance,astae need for the performance
to serve ashinkondeclined The legend of thenibaba(s , @ d e md*4for dxample,) ,
soared in popularity thanks to the fourteenth centugjlay adaptatiodachigahardé f ;
iThe Fi el d¥%which telldtiesstory of anjunassuming elderly woman who turns out
to be afearsome, carnivorous mountain witch with skeletons literally in her closet. Eisaburo
Kusano indicates that although it is unknown how widespreadnibabafolktale was before
Adachigaharawvas written, it undoubtedly became known nationwide due to peafoces of the
play (45).
With the coming of the Edo period, supernatural tales gradually shifted even further
towards the secular, and thetsuwasoon gave way to tHaidanin literature. The terrkaidan
itself was coined by Confucian scholar Hayashid®a@d 5831657)when he translated numerous
Astrange taleso from CHholumawoskkmbwncadidaneZenshed t he m
[w ¥; ACompl ete Wor ks .*8MuchSike phesetsuagbriorrthe sourfea | e s 0 ]
material for earlyjkaidanoften came from other countries, mainly China; however, such outside

influences gradually lessenedkasdandeveloped more into a literary form (Reider,

5t

Emer g8)nTheomssictalk ai d an B pfar ekampl®, érgedy considered a

Apr ot ot ykpidgaongenoef originAted from a fourteenth century Ming Chinese collection of

ghost stories, but was adapted rather than di
46 Also referred to as theamaiba(d , A mount ai n,sdmetgnesoppronoancen wamanha
47 Author unknown, sometimes attributed to Zeami. This play is also referred to by tiketittruka] ; ABIl ack

Mo un d o] . Adachigaharas uséddor performances within the Kanze school €

48 Written in 1627.
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(161291) in 1666%° This adapdtion amounted to more than just changing the setting or names
of charactersbut alscentailed alterations to plot, foang more on human psychology rather
than a Buddhist moral lesson on karma, reflecting a shift in style of ghost story literat8e).(82
The oral tellingof kaidan many of which featured n r, ge€ame a popular pastiras of
the seventeenth centyiynown & hyakumonogatari kaidank&i * w 2 | gafhering of a
hundr ed s up g Thaesa talesrwardtentold in susmerto forget the sweltering
evening heat by sharing frightening tales that sent chills do@spinesof those gathered to
listen Althoughthesekaidanwereviewed more as entertainment and no longereskhe same
ritual functionaschinkon the precedent faralling the attentionof spirits for placation through
telling their stories may explain the popularityhglakumonogatari kaidankaas well as its
capacity to evoke fear in the audience. This is evident in that even with the lack of ritual aspect,
there persisted superstitiog beliefthat telling supernatural tales would draw spirits, and that
the participants would in fact be joined by one sgtiostif all one hundredkaidanwere told,

heightening the apprehension of those taking part (Fé&edemonium and Parad®-53).

49 Written as part of a collection sfipernatural tales titlel@t o gi [ B@K o A Ha n d ], tRatijegrederss o

tothedollsh kot radi tionally kept by childrendés bedsides
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Fig. 3. Depiction of ahyakumonogatari kaidankak a wa n ab e K K@ Daia i Hy §okik is 2Ga;d a n
iKy@sai 6s Pictures .d§90,ShnithsonibnunstituteeGerhdbdePulverersCollection,Gp.

The popular practice dfyakumonogatari kaidankatombined with advances in printing
technology in Japan, made it possibleKaidanto be disseminated in the formlafidans hdr
p ubl ikaitlaecdo Il e thtougloont she@opulacgReidef A Eme r g Saorpctleisdo 8 6 ) .
new type of ghost stofacking a didactic emphasis on Buddhist values likessuwavould
becomea defining characteristiaf kaidan One of the most representative wqrkigetsu
Monogatarif Q@ " : fTal es of aMagtdd firsgphblisheal aséaid&s hir
1776.These factors allowed f&aidanto fully emerge as a distintiterary genre that would
eventually influence and inspire latabukiand film works.

Al t hough often tr ans| lkatidaitkselfavas cingideredstabest or vy ,
any sort odwhifhscould melugecappardions prd k as ivell aghosts Although
referred to by different namasich asayakashi ) or mononokd x w ) throughout Japanese
folklore, y @ khave persisted in being a popular subject in both art and literature since the tenth

century in Japan, the belief in such supernatural creatures in many cases tguafgpirits

S0Written by Ueda Akinar{17341809).
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like theo n r(fofhasu,An | nt roduct i olb).Aside fromdHeomiiof seBsuwat ur e
however, there were far fewer entities considered tp Bekirathie tentrcentury, especially
compared tahe numbers of those that appeareBado periockaidan As interest in learning
flourished among the upper class and wealthy townsfolk of Edo society, there was an increased
demand for all manner of readingdesoily @ kstories also began to appear as Apssluced
books with illustrations, which became popdamong peopl e i ving in wurb
Through these literary and artistic depicticth® numbers of @ kseriesdramatically increased,
resulting in golethoraof supernatural creatures to fascinate and captaateences.

Unlike the oni, whosevisual depictiorcontinuouslyshifted over the centurieguring the
Edo periodhe form of a gively @ ktemded to become fixed once illustrated by an artist and
consumed by the populace via print publicatin k ey contr i but ory @lait hi s
encycl opedi as o0 t h &dmthe migkEdo petiodin daditionptaitiesei s h e d
illustrated sories. Artist Toriyama Sekierl {1288) has the distinction of being the first to
compile the increasingly expansive menagesfas ki into an encyclopedic context. Published
as a series of books entitl€da z u Hy a keK'i sYa‘g;i@l | ustrated Night
Hundr ed ]Brel publistedetween 1776 and 1784 Tori yamads wor k was
kind to actually define the nature of these apparitions, outlining their characteristics and noted
habitats.The volumes includaeary two hundred entries, each given a-fadige illustration,
with very little mentionof origins or the stories regarding them. As folklore professor Michael
Dylan Foster describes Pandemonium and Paradgb]§i extractingy @ kfran their narrative
contexts and cataloging them encyclopedically, [Toriyama] Sekien allowed them to exist
independently of the specific legend or experience in which they were first encoantefe® 5) . | n
so doing, while codifying their appearancé®se works alsenabledy @ kta@survive and

transcend oral legend and folklore.
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Al t hough the term fAencycl opedi aoitsheutl been
be noted thahis focus was on illustrating the supernatural, rather than defining or anaigsing
existenceFor numerous entries, there is little more than a sentence ingdescrand for some
no text at all. The success of his books would later inspire many imitators, some of whom would
take a more naturhlstoryapproach to cataloging @ k Meverthelessyy focusing on imagery

Toriyama effectively madthese apparitions far more tangible and closer to reafilifei x i n g

theirimageasstarddl one characters, 0 but also transfornm

objectsof entertainment, opening the \Kayatsifnr fent

| ntroducti on 23).BheduttksaddaCul Hya&slkir i ¢agyu®so fsti
imagination of countless Edo [artists who] also cregtéd killastrations based on literature,
plays, and the |ikeo (23).

Although plays featuringhostssuch as the n r, gr @@ ksach as theni, have
appeared im @s well as earlikabuki it is largely held that in thikabukitheatre such plays did
not reach their peak until thate Edo period Given the narrative and visual culturekaidan
ghasts andy @ k leowever, which was already rich and flourishiiigs little surprise that
authors of thé&abukistagehadturned to such stories for inspiratioell before the turn of the
nineteenth centunAs thecity wherethekabukitheatre originated{yoto, alongsideits
neighboring cityOsaka oftenvied forsupremacyn terms of both craft and populariyith
Edo’! as the dominant citfor theatrical entertainmerReferred to akaidanmongq plays
featuring the supernatural westaged in the theatres of Kyoto and Osaka, collectively referred
to askamigata(A , upper sidé ,)fromtheearlyeighteenth centuryhe story of Okikyfor

exampleone of t h&aidan 6 r e astagetfae thekabukitheatrein Kyoto at the

51 Present day Tokyo.
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Sakakiyameazain 1720% Osaka playwright Namiki Sfka (17301773)is creditedwith creating
numerousstories of grand drama and spectacle fokdtmikistage>® includingy @ kirsspired
storiessuch asi r i t aurSgkariiog n g ¥~ Mduntain GoblinKi r ibtsar @
Drinking Party],>* which wasfirst staged aD s a kkadbtheatre in 1761.

Aside fromkaidarnrmongq interest in stories featurirghostsmanifested in other forms of
kabukiperformance. Within the dandeamarepertoire there were numerous pieces that
featured the ghosts &kisei(i / , ficast | e t-alapsmgduresad signifidarite t o p
number of which fell undehe category knownsal @j-idopd( z , ADGj Pjsa pl ay s
namedfor all taking inspiratiorin some way fronthe setsuwainspiredn @layD @ | . @lfhough
noto n r, he@e(notablyfemald ghosts were highly appealing to audiences, with one of the
earliestd @ j-r@bpdrecorded to have been performed in Osaka in 1594 most famous of
whichbeingMusumeD @j [@j i z; @A Mai den at ,wliéhjis@dgnsidergcettrap | e 0 ]
oldest survivingn @daptation within th&abukidance drama repertoire.

As notedwith n @lays such asdachigaharathe fame and popularity of certain
supernatural tales and their associated figures are largely due to their theatrical adaptations.
Given theprevalence ofl @ j-r@bnawithin kabukidanceit is apparenthe popularity of the
setsuwasurroundingd @ T®mple whichdetailshowa young womanoés | ustf ul
towards a priedurns to jealous ragafter heshirks her advancebad extendedvell beyond its
initial n @endition.Interestingly,in some caseshe performance of tripernatural tale itself

resulted in thes t o wigled@lissemination. Tha @lay Momijigari [j ©, fAMapl e

52 Debuted under the titlishiki Sarakumai Yakata ; Thig Nishiki Mansion of Nine Platés]author
unknown(l t49.

SBNami ki Sh @z a iisventing thhenawarnibetal(d t e d, f ®r e v o |)vor tkegabukitheagee 0
“Loosely transl at etdnguaretypitatyoportiayeal asingegly @ Kkaoinn, tdbe masters of
the martial arts as well as for possessing sortkeeypowers.

55 First performed in 1753.
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Vi e wi’ tfay éxgmplewas based onthe storyof tkiip (s N, fAdemon womano) of
Togakush?’ Unlike mostn @lays, includingAdachigaharawhich were usually based on

alreadywelk nown t ales or <cl assi c poekjswasvirthaly | egend
unknown prior to its theatrical adaptation and was made famous onlyaiteljigari started to

be perbrmed (Kusano 50). Its popularity resulted in ikabukitheatre later adapting the play for

its own stage, performed for the first time in 188fis interest in the supernatumalturn would

eventually carry over from stage to filias hekabukipeformance oMomijigari inspired one

of the earliest films in Japan. Directed by Shibata Tsunekichi ¢€1820) and filmed in 1899,

the movie starred renownédbukiactos| ¢ hi k awa Da rlpoBa @d|l ®no&8BBkug
V (18441903)both of whomperformed the central radén the firstkabukiversion of

Momijigari (Kobayashi 6).

While kaidanmonohadclearlybeen produced well before the nineteenth century within
kamigata kabukithefull realization ofthe genres attributed to the combined contributions of
kabukiplaywright Tsuruya Nanboku IV (178B329)and actors Onoe Matsusuke | (1744
18158 andOnoeKikug o r @ | -1.849) @ndie7 Bhdnkaidanmonobecame just as much
about the human elementedravagant displaylhrough the use of spectacular stage effects
interwoven withscenes obothintense pathos argtuesome murder or torture, the three put on
numerouss u ¢ h A g h o s tin additian thgse playsatypisally featureghosts bent on
vengeance to fully captivate the imaginations and stimulate the fears of audienbaps

inspired by the social instability of the time (Yokoyama 7).

Attributed to Kanze Kojir@ Nobumitsu.
57 Located in present day Nagano Prefecture.

The name held by Sh@roku | from 1764 to 18009.
47



11.1.3 Emergence & Prevalence of the Classic Fem@e r y @

The frequent appearances of fengtests especially the female n r, i &t depicting
thesupernatural and literary texts as welhagindkabukiperformances has been attributed to
womend@éal $ed fApri mal natur eo aabiitytodirectlybneetadt e f t h
with[anoyd 0 ( Slu wa n nil®7).Acdordiag to Barbara Ambros, archaeological
evidence throughout Japan supports the presence of early shamanic traditions in which women
were arguably essential to the ritual practaeindicatedy artistic depictions of shamans
largelybeing identified as female (13yarmen Blacker notes that Japan originally followed a
type of shamani sm where fisacral power was bel
women and where ioonsequence women were recognized to be the natural intermediaries
bet ween two worldso (28). Although sources 1in
shamans in early Japanese history, the prevalent bppefars to bthat the feminine held more
powerthan the masculine, due to their close connecti@méyo This shamanic tradition and
focus on the power of the female can be found even through timid an, as A[ f ] emal
could be found in individual hsoniftisgg notonhlydle, at s
words of thekamibut al so t hose of &@8ad humanso ( Goodwi

Itis thisfipoweb women were believed to poassess tha
monarchsn early Japanedastory. Serving as a mouthpiece for both the gods amalyowas
Aone of the means by which a shamanhoparttyidocul
(Ambros 14).This is apparent given the presence of figures such as thdeggmdary Empress
Ji ngl -269 who tva#s Believed to have had extraordinary ritual powers that allowed her to
transmit the wishes and expectations of the gadgoros cites renowned Japanese folklorist
Yanagita Kunio (1878962)wh o consi dered the presemxe of wo
well as the later Ise priestesses and female spirit mediums ingererali evi dence f or t

spiritual monopoly women hellld). in protohistor.i
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As women were believed to possess a close connectanmoyq they were also
considered especially vulnerable to supernatural forces. Accamlhgnbr os, A Hei an | i
depict[ed]lwomen as particularly (but not exclusively) susceptible to spirit possession
[ éespecially] duri ng c huslandlofien fatdl beforne thé atentefa s v e
mo der n me &2).Cerhmaesjust AsGedsily lasing possessed loytside supernatural
forces womenwere also depicted in Heian literatureb@sngsusceptible thavingtheir own
spiritsi e s c a p [ i n gdy[wHile aliver] int skaech &f union with the loved one or to
destroythoswh o st and (Pandéey BI). This vasiperbaps been made most famous
byt he char act iatheGeri MynogRtarilhlthpugh not definitivejt can be argued
thatawoman6s unnat uaryodrgbelisvédrtodbavigatmakewitspossite for her
soul to leave her body and becomé ak i, r yo@ i | .D Mhisis fgrthey suppsrtetly
instance®fil i vi ng ghostso acr oss bgngpenmayalles n | i ter at
predominantly, if not exclusively, female

This association has in some cases been utilized to accodme fewpernatural talents
otherwise human male figureBor example,lte explanatiorgivenforo n myAdjei no Sei mei
extraordinary talenfsas well as the reasdor him being unusually longjved for his time, was
the beliefthat his motherKuzunohawas in fact a mysticdlitsune(@, Af ox0) i n di sgu
human, making Abe no Seimei himself par@ k lais of particular note that though the@ k a i
itself is not femalespecific, the most weknownkitsunein Japanese folk history are all female
However, this association with the supernatural fergedesprogressively negative. In the case
of thekitsune,a compelling example of this is the image of Tamamo no Mae, a fictional figure of
the Heian period whaccording to legend appeared to be a young, beautiful consort for Emperor
Toba (110356), but was actually a malicious niteledkitsunein disguise. Although her

character has served as inspiration in art and drama from medieval times with worksthgch a
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nPlaySess hPsekiiThe Ki FPltwas gotudti thenEdadppriod that Tamamo
no Maewas depicteds a solely evil being. While in time @lay she presents aslaeplysinful
figure, despite having killed many humans in her lifetimeishstill portrayed as deserving of
and successfully achieving enlightenment and salvation. By the Edo period, however, Tamamo
no Mae wasncreasinglycast in plays and art as villainousdaanincontrovertiblemonster in
need of being vanquisheit, theextentthatsheisonsi der ed one oyf@Kiahie At h
of Japan (KomatsiNi h o n |b¥ngbkud84).
Eventually,Heiansociety sought to restrict the power of women, perhaps out of fear of
their potential destructiveness of patriarchal authority. Although women would continue to serve
as shamans and spirit mediums elsewhere in Heian sogie§/] t he courthe often r
s h a ma n s 0 with suspicien iftheirgpeedictions led to social unrest or interfered with the
affairs of the courf é a rsaught to limit the activities of spirit mediums among the popolace
(Ambros62)Bef or e |1 ong, <concelpltust iroengda rgdaiinnge df ecruarlree nf
growingeffortst o | i mit womends activiti ealthoughthgee ner al ,
were Shinto beliefs in femakpecifickegare o r A doghfticdnseqguentigicluded
women from some social spherdgseonly appliedat certain times of her life, namely when
she was menstruating or after having given batid not to the entirety of@omard s ac.t i vi t i €
Similarly, early Buddhist writings discuss sin withowgendered focus, speaking more to
the potential fisins accrued by all humans, ma
sins accrued by t heficsothacteepd s( Aonib rgoesn d4eS) .p oOnl cuet i
ideas of female sinfulness, fwever,] women were barred from many sacred places on a
per manent basis, 0 thus transitioning away fro
temporary and possible to cleanaed identifyingyomenas beingira st at e of HAper ma

uncl eannes 906).A6gidicard vontributdl to the wide acceptance of such beliefs,

59 Author unknown.
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Ambros notes, is thBlood Pool Sutrd® which detailshow women are destined to be sentho

no ike jigoku("Qx 8, Ablood pool h el Ibpthe guandansef helllbey ar ¢
i mbi bedo uterine bl ood aso Awiutnh sthimemd droad ypowdd

childbirth or menstruation, Athus antagoni zin
water of holy menodo (85).

With theincreased nf | uence of Buddhism, womenods per
supernatural and innate pollutionturn manifested as a particular susceptibility to or inherent
sinfulness in, and ¢ttoerfemmigeuBy the latémedieval period,at i on 0
women came to be associated with sinful qualit.i
external hi ndrance suffered by women [to] an
demonstrates through the citing of several writingsddgct Buddhist monks oféttime, women
were noted for being f] @ecditilardenvioug |l cvauns, andd
l ust fdiilsHe@drjest and vengé¢Rll théks mittuwualkhtyngnel:d
di spel |l i ng ben e vCarblieenHirasalva further suppores shisher(wérld ) .
discussing Japanese hellimagéryThe | nf |l at abl e, Col | @pysi bl e Kir
observing that

While relatively neglected in early hell paintifjg € hells related to female reproductive

isstes and responsibilities became popular subjects for illustriatidepan. Women,

accused of a gr owweneghreatantddth hellg reilting fromi s i n s

jealousy, attachment, menstruation, infertility, abortion, infanticide, having too few

children, and dying in childbirti{16)

80 Sometimes also referred to as Bleod Bowl Sutrg ), likely composed around the beginning of the
thirteenth century andriginated in ChinaFor an Englishtranslation of one version of the origin legend for the
Blood Pool Sutrapronounced e t s u bndap&ngs®, see Williams D u n ¢ a nTheROtherkSiglanof Zepp.

12528.
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Views of women would eventually transitidrom being sinful and attracting of evil teeing
inherenty evil or innately demonithemselves whi ch may expl ain how wor
became such a common trope in medisettuwaas well as @lays Rather than simpligeing
jealous, the resentful, repressed feeliofghe woman were depicted as something far uglier and
more frightening, as she was often shown to be transfobmed her nAevi | t houghts
kijo. The prevalence of this belief in the mutable qualities of the wdmaasily turn into a
demon ismplied by thenumber okijo-monowithin then @epertoire This growing
demonization of the feminine is noted to reflect much of the spread of Buddhist values in society
regar di ng woonginearliex talesijenérally teok rhale form, see the
emergence ofdni] in female formi both young and old womdn[ €] moti vated by | ¢
and rageo (Ambros 60).

By the sixteenth century, views of women increasingly positioned the feminine as
inherently evil which mayfurtherattest to the incresed prevalence of the femalen r. &s@
guoted from a translation of the early sixteenth century medievdt talg i no Hiftoana S
ex2 Q =~ AThe Tal gwhifclruijlil Catveadt es dinted snamdse j
that both men and women fall into hell, but m
are all evil . [ ] Women dondét know their own
good karmic rotsd (Ambros 90)

Similarly, this popularity of the female in ghost story literature is also believed to have
increased over time, as records indicate that before the Muromachi period, male appearances
were more frequent. It is estimated that this changeme a b o ut \War (L46%77 GElhbe &ni |
with an increase of approximately 2.5 times as many female appearances compared to male
(Emal16). This trend continues through to the Edo penmith a vast majorityof thesurviving
kaidantextsbeing about women turned inghosts most typicallyo n r. Jhi@ is supportetdy

thefactthatthédit hr e kaid@gtr eaft Japan are all stories that
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retold for centuries, but all feature female ghosts, namely &i@gsuyu®? and Okiki$®
(DavissonY 1 r8@)i

This gravitation toward the femaleatsoevidentin y @ knariiatives. As has been noted,
theoni of earlysetsuwéradition tended to demonstrates ability to take both the form of male
and female humans as disguide Michelle Osterfeld Li describes Aambiguous Bodigs
howeveroni became increasingly feminizedl | ncar nated, they [drew] fr
women idealized according to Heian cultural standards: delicate but fleshy aristocratic young
women with | ong, full hair, a perpetWhidel 'y for
theexplicit gencer of theoni itself in thesesetsuwas not always madelear,the increased
tendency foanoni to present as femaie significant in of itself. Evelrf in disguise, these
narrativesncreasingly associate tinealicious character with the feminine, which in turn can be
extended towviews ofwomen themselvedhis is indicated by the later development and presence
of explicitly gendered femaleni or kijo charactersand theexistence of th&ijo-monogenre in
ng

Although theoni has by nature always been ambiguous in form and, haps
makingit easier to adopt thigistinctly feminine characterizatipanther examples of @k a i
shifting towards feminine portrayal during the Muromachi periocals® apparent. According to
Noriko Reiderthe creationofth@ suc hi gumo S&shiPicture Scroll C
S p i diethearly fourteenth centungarks one of the earliest, if not the first, portrayalthef
tsuchigumq ;. fear tdsa sipfi @dmalod-ski FIiersasthd matmo s @s h
Not onlydoes she appearthe guiseofd my st eri ous, beauthef ul woman

legendarsamuraMi na mot o n el02R)& buks@eal§oPrdsénts as monstrous female

o FromT @k ai d@ Yotsuya Kaidan.
®2FromKai dan Botan D@r @.
8 FromB a n gBhd n § Sa@yashiki

64 Also known as Minamoto no Yorimitsu.
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herself,pregnant witrsmaller spiderg¢60). Reider implies thathe presence of this explicitly
femaletsuchigumowhose storyservel as inspiration fon @ndlaterkabukiworks can be
interpreted as a precursor to the ferspecific spidey @ kthej or D @gu mo ;
fbr ost i t ) twhichemdrgddclatesd ikaidanof the Edo period6l).
Based on existing records of Japanese ghost story texts, the prevalesicaiof
featuringo n r iy edident especially given the abundance of ferrspecificy @ kirmJapanese
folklore during the samEdo period. Distinguisheg @ kstudies scholar EmasTitomu notes in
his research that there are significantly more femigin k aftén indicated by the names of
such creatures cont ai rN)momgsimilah(d6). Arlists pantngglasts f or i
alsooftenchoseto draw their subject as female, or at lesagigesthe presence of a female ghost
by featuiing traits that were typically attributed as feminine, such as hair or articles of clothing
This speaks to the popularity of thepernatural female, be shg @ korano nr.y @
Although the femalenry@is a prevalent figure that has frequently appeared in ghost
story texts for centuries, the femalen r ag &character archetype mowaelksnot fully
established until the contributions of Tsuruya NanbokuQWe of the earliest, if not tHast
vengeful female ghoshat appeared on th@bukistagewas inthe playKeisei Asama gaake
[i 4 h , AThe Court es §°hin1698(DMWissomyti r38kRervanid by
Yoshizawa Ayame | (1673729), the most celebratednagataN 1 , fAwomanor r ol eod)
femalerole specializing actor of his time, the climactic scene invoiime lemerging as the
dead spirit of théeiseiges Hrbm the smoke caused by tfiee in which her still living lover

was nonchalantly burning the love notes and promises he had elicited from her. The appearance

8 By the time Toriyama Sekidmegan compiling hi€a z u  Hy a klking th¥ katg gighteenth century, the
kanjiused fothej or @@p@nmho si nce changed to/Amegiasteadient angling bride

66 Author unknown.
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of her angry spirit, however, was brief and largely left unfulfilledspite technically being an
o n r apnd@ening her frugrations,she isultimately unable to avenge herself against her lover

This characterizatiomhanged with the plays of Tsuruya Nanboku IV whating for
actorsOnoe Matsusuke | ar@noeK i k u ¢jlpis cgdited for not only popularizing the
kaidanmonogenre inkabukibut also bringing the femate n r chaghcter front and center
stage’’ Beginning with his firskaidanrmonoTenjiku Tokubei Ikoku Banashi : “h
iTokubei of | ndicgidEB048 anmku IVSntrodacadghe waiuesa
lohata, played by Matsusuke |, who is later killed and returngasst The appearance of
lohata isconsidered to bl a n b o k protdtypedias the female n r chaacters he would
come to be known for, the most representative work being hisTpak ai d @ Yot suya Ka
which was first written and performed inZB

Tsuruya NanbokuM is particularly credited for being the main contributor in setting a
standardppearance fofemaleo n r chathcters. According to Satoko Shimazaki, he utilized the
image of another type of femaj®ostclosely associated with both the femal@ r apdzhe
inherent Buddhist sins of women, theume®~N | A bi r t h), whge mboondaineds fit h e
sufferings of women who di ed Bdiefintheulgjumgvase gnancy
widely accepted by the mido period,and y Tsur uya Naitsbgorehadbedhbs t i m
long since defined in visual terms, described@ 4s h a \omgrhar] her lower body [drenched] in
blood, evoking the blood she shed during her miscarriage and suggesting that she is suffering in
Blood Pool Hell ghi no ike jigokliand her body fades away, ghtst ke, toward the b
Shimazaki 201)Already a popular motif in both Japanesedtre and literature by the early

nineteenth century, Tsuruya Nanboku IV useduiemeas a model for all his fematen r y @

67 Discussed further itv.2.3 Elements of Enactment Style

58 A rewrite of a play written by Chikamatsu Haniji (17283).
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characters, regardless of whether the characters were in fact mothers or childbearing women, an

association which continues to be seen in contempdegrgnese horra@inema.
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Fig. 4. lllustration of theubumefromGa z u  Hy a KToriyamé35)fLefd. Utagawa Toyokuni IActors Onoe
Matsusuke as the Ghost of lohata and Matsumoto Kojiro as Mokuerh®®, Smithsonian Institute, Arthur M.
Sackler GalleryRight).

1.2 DEFINING CHARACTERISTICS OF THE CLASSIC FEMALD N R Yiise
PREMODERNLITERATURE & THEATRE

II.2.1 Elements of NarrativeStyle

11.2.1.1 Characterization

The defining characteristics of what constitutes the classic female aycetypen
terms of narrative stylarefirst apparent in her characterizatidtrior to their deaths or whatever
events that unfold which cause them to transformantor, woghen, though oppressed and
restricted by social norms, are shown to struggle and sometimes fail in conforming to the roles
they are expected to play in soci€fis is mostapparent in theole types of monstrous wife
and murderous lover, which are both largely identified bye#tpectation®f a given social role,
thereby implying expected behavior for female characters, and by extension women of the time

as a whole.
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In both classical and medievdpaneseociety,particulaty for the aristocracythe
positionof women inmarriage and romantic courtstppacticesappears to be highly favorable
Wakita Haruko notes, however,h at al t hough @ uxortedbnwoogahe mar r i
aristocracy and accordingly the igdossingti on of
necessarily refl ect tAsapolggynoussagietyhere wereé muliplene n 0
forms of marriageesidencebserved, the most common among the Heian aristocracy being
what Wakita refers to dasumadoi(a Awi f e),wheredbaoth hushamaand wife lived
separatelyand the husband paid her visitghile this form of marriage is considered to have
been themost prevalent andllowed for the woman to maintain a considerable degree of
independencat was also the cause of much potential angaggsumadoiconcurrenthii al | owe d
one man to have multiple wives and multiple
Furthermorenotall these relationships need tobelong-lasting, anca man could freely
have transient affairs with womgtypically women who weref much lower status than himself
with little to no censure of his charactédihe same, however, did no¢cessarily hold true for
women As Barbara Ambros notes:
Social etiquette among the nobility prohibited the open expression of raw emotions in
romantic relationships. Emotions had to be carefully packaged in poetic expression.
Repressed tensions withiolggynous relationships, such as overt female sexuality,
jealousy, and resentment, were expressed metaphorically by likening women to
demong§] (Ambros 60)
Consequentlythe female characters whecomeclassic femal® n r, gsgkciallyjthose foundn
then @heatre, which tended to reflect both the values of classical and medieval Japanese society
are shown to be more often motivated by such jealousies or passions above pétetitél
sources for their resentmeAs wivesor lovers, these women agepicted asinable to endure

and suppress their feelings of frustratianguish, antateda nd become fAdemonso
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Furthermore, the typical classic femalen r0ys@ mot i vati ons, enspeci al
are often pesented as steeped in Buddhist attachment and thus giefaensure of which
frequently figures in as part of her narrati$eich is the case Kinuta[V ; AThe Fulling
Bl oc®k ] ,which the spir wifeissHownttdbe sutfedng dterralf As hi y a
damnation as punishment for her persisting feelings of jealous attachment towards her husband
still living in konoyq feelings which have since transformed from longing into resentment, even
hatred:

Now as before, I &ive no peace: this sin,

a heart in pain, yiel®s me its reward: the

brandshing their rods and raining blows.

Beat on, beat (they howl), as you deserve,

the block: for all my hate

reaps me the fruit of wrongful clinging (Tylelapanese MDramas168)
Not onlyis her behavior considered socially unacceptabla wife but it also hinders heoul
from attaining enlightenmeiais a womanThus, her motivations and actions are regarded as
especially transgressive

With the wide acceptance of Buddhist conceptsnaigg karmic hindrances, as well as
philosophies later adopted in Japan such as Confucianism, femafecarie to be
characterized by their roles as wives, mothers, or even daughters more so than lovers, especially
those found in th&aterkabukirepertoy. As thesamuraiclass rose to prominence and military

rule evolvedn Japant he mar i t al relationship became a sy

89 Attributed to ZeamiA kinutarefers to thavooden malletised to beat cloth dry and safs well as givéhe
beaten clotta certain shineKinuta could also refeto the block or stone upon which thetblavas laidto be beaten,
or even denote the aitself.

"0 Described as a type of guardian of hell that is distinguished for having the legs of an ox but tHeadntomean,

comparable to the Buddhist notion of thra.
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relationship between man and wife served as a metaphor for the relationship between governors
andgover nedo (B&ginaing fraamyas early &s)the late medieval period and reaching

its peak during the Edo period under the rule of the Tokugawa shogundéeysieeated and

enforced regarding marriags well asexual relations between men amoimen were all

designed to A[reinforce] the [gStanleyi3l3deed posit
values and social conduct encouraged in women of the time is also indicative A$ tAexrbara

Ambros writes ilWomen in Japanese Religions

During the Edo period, NeGonfucianism became an important sggaditical ideology

for the ruling regime [éwhich] stressed th

consisting primarily of purity, chastity,

a girl should be filial to her parents. In marriage, a woman should submit completely to

her husbandés household, serving him and h

diligence, even i f treated withondugstil ity

herself in order to maintain familial harmony. (102)

It is the inherent Adutyo BdepedocNeaQomfutianwi t h t he
values, that many of the femaden r fgu@t inkabukiplays tend to struggle with fulfilling. In

Tsur uya NaTngbkoaki ud @ Woostfa exgnegple, KOava straggles in her role as the
villainous I emonds wife. Despite being misera
to avenge her murdeddather, a vendetta lemon has agreed to fulfill.

In their failure to comply to these expectations of behavior, these wives and lovers are
constructed as monstrous and abject, as is evident when compared to women characters who do
conform, and thereforeodnot transform int@ n r ag @art of their narrativel then @lay
Uneme[t N ; A HnaWayi t ! thesbitg who initially presents as\dllage womanjs

revealed to be the spiritahunemea t i t | e gi v eimwa iot thatdgeotlyeservetd a di e s

1 Most often attributed to Zeami.
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the empergwho drowned herself ithe Sarusawa Pombarthe Kasuga TaisHaafterfalling
out offavorwith him. As theshiterelatesher story to thevakiiM M, A supporting actc
c h ar a who éa tayelingnonk

gy’ Twi d0Y oWEI d66.wwy whobxoqwdo’™
Al n t he the engperor lovedhgr deepbut before long his heart began to change

Although she knevguch things could not be helped, ffeeame full obitter resentmend
Althoughthe woman admiteof e el i ng A x @ poeenhkeingdistardecandcertainly
struggles with those emotigrehe is not portrayed as desiriogactively pursuinggengeance
against her former loveRather than defy her position, as a wopfover,andas anuneme
shechooses tdill herself insteadAs a resulttheshiteis characterized as a sympathetic figure
instead of a demoikven the emperor is shown to feel pity over her desttl hecomposes a
poem in her hondoeside the Sarusawa Poseeing thisshe is both humbled armgdhamed of
having harbored him any ill wilHer sinceredevotionto the emperowhile she was alivas an
unemas latercelebratedand serves as the highlight of the play

In a similar vein, e classidemale characterization of tleen r ays@contrasts with the
character role of thkeisej thetop-classcourtesan, which was considered to be the ultimate ideal
of feminine allure irkabukiby preeminenbnnagatasuch as Yoshizawa AyameAlthough
plays featuring female courtesan characters returning as gverstguite prevalent, and one of
the earliestif not the firstkabukifemaleo n r waglindeed &eiseiin the playKeisei Asama ga
Take these characters were defined more by qualitiésnoininevirtuousness and softnegss
keisei,despite beingpartof a casteargely considered outside th@evailingsocial normsthese
womenare more oftelepicted asipholdingConfucian valuesather than defying them.

Yoshizawa Ayame | himseltas quite known foportrayingkeiseiroles who would willingly

2 Located inNara, the Sarusawa Pond is an artificial pond that was dug in 749.

Taken from the Shinpen YNAkhyoonk éksolit berma Baunndg aSkaut ¥, e nvsohli . 1) .
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sacrifice themselves for their loveWithin the dance dram@pertoire, numerous pieces
featuringkeiseiwerebased othemugen no kang h x A, Béii of Helld Jegend’* which
revolved aroundhe beliefthat whoever struck thi# -fatedbell would attainimmense richefor
their life in konoyobut would suffer eternallin hell upon their deattbesperate to help their
loversin need of moneythekeiseicharactersn thesemugen no kanéspireddance dramas
readily sacrifice themselvésy st r i ki n g.oEvénevhei theylreturn asfghobte | |
embitteredor perhaps are shown to be suffering in hell for their attachnteete female
characters arrot seenseekingvengeanc@gainst their lovers, and thus maintain their feminine
charm for the audience.

Despite theprevalence of the monstrous wife and murderous Imlertypes, hints ofa
proto-dead wet girl, which later fully manifests as the dead wet giHharror film, can be seen
in later stage portrayals of both theZndkabukitheatresRather than be associated with a
specific role in society, such as a wife or a lotais protedead wet girl is largelgharacterized
by her st awhiclkstypeally takesfihg formlaf,yaung, unmarried womakemale
characters with distinct social roles hagpally distinct values placed tmem that theyre
expected taphold As they struggle, their failure, or even refusal, to fulfill the dusesociated
with these roles is highlighted as socially transgressive and thus &bjeantrast, by lacking a
cleaty socially defined role that she can fail at or reject, the groundbhdqoroted e ad we't
abjection are madasambiguousas her role in societyrhis in turn implies that rather than some

social transgression based on an attributed role, whatshisrole typeif monst r ous 0

S

something more innate or natural, resulting in her transformation presenting less a moral lesson

of what is acceptable behavior for women, and more a spectauteaf itself.

7 A legendbelieved to have begun with the bell®1 Bu@dhist templd&annonji which wadocated inpresent

day Shizuoka Prefecture
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Women have been the subject of roti@ped voyeurism and thus made spectacle in
Japan from as early as the Heian period with regular, almost expected, praksiceaohi(y h
A, Apegmi nmghd)ch fAthe male discovery of a beaut
realizing thatshe hdseen exposed to view, was | i kened to
(Ambros 57). This can be interpreted both as a precursor to and evidence in support of the
presence of the fimale gazeo in | ater Japanese
womard s urarelytisehe whole woman perceivéy the manfor she still is somewhat
concealed by the darkness evening brings. Her beauty and image are similarly reflected in a scent
of the incense that perfumes her clothing, a whisp of her long tresses, or &glirhps
carefully coordinated sleeves.

Just as the classic Heian noblewoman was broken down into elements or characteristics
and thereby objectified, so too is the classic ferater. Jh&elements of this objectification,
however, are contextualized via primarily, or perhaps exclusively, the male perspective,
determining what traits of the woman to which the man attriliiéssininity.0 A similar
fiviewingd of men does not occur, by eithfellow men or womerThus while the femal® nr y @
archetypanay potentiallyreflect overall viewsegarding theosition of women in
contemporaneous societyjs important taconsider the predominantly male, if not patriarchal,
perspective that iseing reflected

This in turnmayaccount for the differences in characterization between female and male
0 n r chatacters that emergen @ndkabuki Among the most popular traditional stories or
appearances af n r, fer@ales are characterized asniare dangerous and destructive compared
to males. In th@ @epertory, the female n r aye@mong the most violent characters. They are
the ones who aim to commit or who have in the
in Aoi no Ue who attemptso murder the principal wife of her former lover Genji. Male r ity @

n @n the other hand are rarely if ever violent. Even when they are, the force of their violence is
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often portrayed as more subdued or even incomparable to that of the female. lasesna c

male ghost one would expect to be violent and vengeful in death dogl§mately manifest as

ano n r ag @art of the narrative, such as in the plesumori[ ;. A At sQwherethed | ,
titular youngsamurad s s @blerta find pease through the intercession of prayers
Kumagai,who after murdering Atsumoh as si nce become the priest

6You are my foel! 6 Atsumori shout s,

lifting his sword to strike; but Kumagai

with kindness has repaid old enmity,

calling the Name to give the spirit peace.

They at last shall be reborn together

upon one lotus throne in paradise.

Rensh@, you wer e n,dapanese®@ramas#i8) mi ne. ( Tyl e
While Atsumori 6s spirit initially appeared
do violentharm, he is appeased before actuallypgso, resulting in a lack of overt violenoa
the part of the male ghost the play.

It is worth noting that this divide in violent characterization is also apparenifitays
featuring norhumany @ klikeifigures. InMomijigari, it is revealed that the beautiful
noblewoman holding what appears to be an autumnal party at Mount Toigakadiact akijo
in disguise, bent on luring tleamuraiTaira no Koremochi (11584) into a trap. What follows
is an intense battle where the femaheis ultimately slain by Koremochi with the aid of a divine
sword. In the plajue[ ; i N’Bheweler, which is based on the eponymous legendary
monster that appears and tortures Emperor Konoe {833® theHeike Monogatarithe ghost

of thenuepresents as a tormented soul that both expresses its sadness and sufferings after being

5 Attributed to Zeami.

6 Attributed to Zeami.
63

r

be

f



slain by thesamuai warrior Minamoto no Yorimasa (11680) as well as its aspirations to be
saved by Buddhist teachings. While the text itself, botmtig#lay and the episode as recorded
in Heike Monogataridoes not make the gender of theeexplicit, the masks utilizd by the
shiteactor to portray thaueimply a masculine figure. Furthermore, no fierce conflict ensues in
the second half of the play when #tatereveals itself as the ghost of thee especially
because unlik&lomijigari, where thewakiis a warria like Taira no Koremochi, iNuethewaki
is a traveling monk who hol ds ThHsusksihlitet pr ayer
Atsumorj where prior to the opening of the play theki has already renounced his status as a
samuraito becomea priest,reducing the likelihoodior direct, violent conflict between the two
characters.

When considering this violence, or lack thereof, it is worth noting that typically male
0 n rilyndiheatre are the spirits of fallen warriors or nobles, while femaler aye@nore often
wives, lovers, or young girls who have been wronged, usuathynmantic affairs. It can be
argued that this distinction between the male and female is perhaps because historically men in
Japanese society have had more opportunity for violence while alive, whereas women, restricted
to the domestic sphere by their loweriabposition, can only act on violent impulses, be they
physical or psychological, as ghosts. Even noblewomen during the Heian period, who arguably
enjoyed the most power in premodern Japanese history, were still restricted to the private aspects
of courtlife. Though they had rights to inherit land and consequently amass personal wealth,
these women were still restrictbgl the aesthetic and religious views of the time

Males,on the other hand, have always enjoyed higher positions of power and perhaps are
thus left less unfulfilled in death compared to the fernater. Fu@hermore, male n r ayed
often shown to be motivated by honor or some kind of political disgrace, imigeejih the

more public personas they maintained in life. A notable example of this can be Bedéten
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[ . AThe God of Th d’and®lay baseddn theihigtdritarfigureg 0 ] ,
Sugawara no Michizan@45-903), a scholar politician wrongfully accused and disgraced who
died in exile. In the play, his n r rgtns to the Imperial Palace to exact revenge on those who
betrayed him, including the emperor himself (Marra-938This more political focus dheir
motives for vengeance, combined with their higher social position, may explain the more public
efforts made to appease the mala roys@ as g p ay @ , sudhiasmasthe case with the
posthumous elevation of tieen r Rrifde Sawara to emperas part of thehinkonrituals held
in 863.

In contrast, almost all femate n r, gsgkcially in the @epertoire, are shown to be
motivated by jealousy or passion and lgetated affairspresumably because they were
excluded from more public position$ responsibility As a result, similar public attempts to put
a female spirit to rest are rarely if ever made as patiokonrituals, for the primary purpose of
such rituals was to pacify n r tiyafAvere a potential threat to the living and to thtesthe
grievances a femate n r heldj by contrast, were largely focused on far more personal revenge,
targeting a specific individual. The tendency to associate female characters with such personal or
private matters is evident m @lays likeTomod ;A T o m& and its portrayal of the
eponymous Tomoe Gozen (115Z47), one of the greatest examples of a female warrior in
Japanese history. In théeike Monogatarias translated by Helen Craig McCullough, Tomoe
Gozen i s descr i b elbusansl, ready fowomfront a @emonwragdd mounted
or on f o oronioehowRe9et, Ylespitd thre play itself being categorizedstsigemonq
or fiwarrior ghost play she presents as a spirit obsessed with resentment for not being allowed
to die with her master Minamoto Moshinaka (1158 4) , not out of a warri

of a womands | ove and-78.earning (C. Shimazaki

77 Author unknown.

78 Author unknown.
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This association of the female with more 0
male is also apparent in who are identified aditheh r e e n gin Gapar’® Unlike the
At hr e kaidanp ewhi c h ar eghostwuwedopersonargrudgds, all three of the

gremmy @re men who were in positions of some

=]

political motivation€P Their displays of power as n r we@ similarly more in the public

sphere, much like their personas in life, and as a result, measures taken to pacify them were
equally public. Sugawara no Michizane, for example, was held responsible for not only the
deaths ofmany of his enemies and their descendants, but also a series of natural disasters,
culminating in lightning striking the imperial palace and resulting in the death of four more
courtiers and the death of the emperor himself soon after. Fear of the pdigss of r waslso

strong that not only was he pardoned and all of his titles posthumously restored, but he was also
deified as the Shinto god of learning, Tenjini( ) to further placate his spirit (Borgen 318).

While this genderedlivide in characterizatiomay notbeas strongly apparent kabuki
portrayals ob n r,hedveralli pu bmliindednesso of the male chara
vengeful ghostpersists Often the motivations foamaleo n r seeling vengeandgevolves the
righting of some injusticeand usually onthat concerns more than just himsé&lhe character
Sakur a®isdigashiyaiha Sakura 0 Z[@sHi = ; The Higashiyama Story Book
of Sakura)],®? basedbn asemilegendary historical figurdakes it upon himsetb act for the
sake of his village at the cost of his own life. Despite knowhiagjas a lowly commoner his

offense would be punishable by des8hg g appéals directly to the shogbw delivering a

9 According toJapanesscholarY a ma d a thi¥ degigiation was heavily influenced by Edo period literatanel

kabukiplays.

®The At horeey@nedwapan are recognized as Sug4wanda no Mi c|
Emperor Sutoku (11184).

81 |n earlyperformances of the play the charastes named Asakura T@go.

82 \Written byS e g a wa  andfikst@taded at the Nakamurain 1851
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pettiono n  h i s behalfrejasdmgeetidesuel taxes being levied by the corriyord Hottg
which are driving the people to starvatids punishment, Hotta forces bdtim and his wife,
Osan o watch their children be executed beftireir own crucifixion S @ g o 0 1 OppoZeeds
to haunt and torment Hotta asrevefige r  hi s f almuoritrastjike degietiens imsd,
femaleo n r ag Bund in th&abukitheatre are strongly, if not solely motivated by personal
interest.Consequently, male n r ayed@ypically cast as sympathetich@roicallyrighteous
figures, whereas the femaden r seed irkabukiare more often portrayegkclusively as
monsters.

At the same time, the nature of the fermala ro ya@tivations is implied to confer a
particular strength compared t o otnreynd@®!| e o s
consequently more often shown to require alidhwn exorcism to try and appease them,
whereas for mal etprayens ga®he ermugmfpritheir, pacdéiction:éma
Benkei "I'; 1 Benk e i 3althoughtheBeaaff the]coast of Damotsu ndUra
becomes completely overrun by the souls of the dead Taira soldiers, and Minamoto no
Yoshitsune (11589), the onenost instrumental in their defeat, comes under attack by Taira no
Tomomori (115285),wi t h pr ay e rosn r &oah thenspirits adbesappeased and
dissipate. Even when an exorcism takes placepiayafeaturing demaleo n r, go@ever, this
prayeris sometimes shown to be ineffective against the force of her resentment, as seen in
Kanawa in which the woman cursing her-exsband for abandoning her becomes a force so

fearsome that even Abe no Seimei cannot fully defeat her. Although these wonparssialy

be viewed as empowered by breaking free of the social restrictions placed on them, both literary

anddramaticnarratives are infrequently framed to sympathize with the female chafhcter.

BAttributed to Kanze Kojir@ Nobumitsu.
84 The historic site of the final battle as part of the Genpei War between the Taira and Misamotaiclans

located inthe Shimonoseki Strait gresentday YamaguchPrefecture
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Having fully embraced her feelings of jealousy or résemt, she is often portrayed as corrupted
by passion, rendering the woman incapable of achieving enlightenment, transforming her story
into what seems more like a cautionary tale.

11.2.1.2 Plot

The concept that rage can distort, even physically mutdtar@sform a spirit, especially
a female one, plays a large role in the plot ofathe r narétive, as indicated by the traditional
popular Japanese saying regarding the consequences of maltreatment of women:

dr o¥Wbh4d" o z¥" Ldwsi U

AMake them mad, they sul k. Hit them, they

demonsé) o
As womenthey are acknowledged to be weak in life, but if they receive abuse several times
overin their lifetimes, it should be expected that the resentment and means of revenge will be
several times that and, as is implied in the popular saying, will involve kiochef
transformation of the female.

Many kaidanof the Edo period, the most popular of which featured womenras y @
victimized in some way by men while alive, have instances of women suffering resentment so
intense that they transform into an animabstrfrequently a snake. Associated in many cultures
with the feminine in terms of expressing lust or jealousy, this use of the snake predates the Edo
kaidanphenomenomnd can be found as early as éheventh century isetsuwditerature One
such examm is theoriginal setsuwaof Kiyohime that served as one of the sources of inspiration
for then @ndkabukiplays D @j &{Mu s u me . |Dtdg odgjinal story, Kiyohime appears

as an unnamed lustful young widow who, possessed by such passion and rage at being rejected

85 As quoted in Yokoyama Yasukkdo Kabuki no Kaidan to Bakemot@O0.
8 The name Kiyohimeitseff i r st appear ed i legerd wittarrin the tate MardmadhilperibdD @j | i

did not emerge as part of tegplicitD @ | maijrative until the eighteenth centuiyaters 64)
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by a young monk, transforms into a massive poisonous snake so that she can pursue him. Not
only is her transformation regarded with horror by all who witness, but she alsdegasmne
powers which she uses to vent her resentment by killing the monk who broke his promise to her.
As described i n MaKonhjanMohogafagsshtit rans|l ati on of
Before the eyes of the monks, thebunedeat be
in the poisonous hot breath of the serpent. It was too hot to come near. But they threw
water on it to cool it, and when they lifted it away to look at the monk, they saw that fire
had consumed him utterly. Not even his skeleton remained. Al was, was a little
ash. (95)
Although the story of Kiyohime is perhaps the most katbwn and popular example of
a woman transformed, many lal@idanwould feature a woman transforming into a giant snake
to exact vengeance. aidantaken from thd687K 0 z @ TMYhIs hi1; A Col | ect i on
Strange Miscell aneous Taleso] depicts a simil
enamored with a S@t@ Buddhist sect priest:
One summer, as he often did, the priest held a series of Buddhist sermons. A woman
around the age of thirty came every day, sometimes two even three times, and gradually
became a close friend. In so doing and becoming involved in worldly affairs, the priest
became troubled and filled with regret. He tried to keep her at a distantieg bedman
would not allow it.
One time when she had not yet come, he decided that he had no choice but to flee,
and so he put on his straw sandals and left. When the woman arrived and inquired after
his whereabouts, she immediately took off after him.
Fader and faster she ran, so fast her straw sandals soon split and so she ran barefoot.

The tie for her hair broke and so her long tresses whirled about her, bending to the back
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and sides. Heobi came undone, the thin sleeves of kietonoblowing in the wnd
fluttering behind her.
She ran like one who had thrown her life away.
In what seemed like little time at all, the woman caught up with the priest at the Seta
Bridge. Upon seeing hehne jumped into the water to escape, but she plunged in after him,
twisting into a giant snake and curling around him, finally dragging him back witH her.
In contrast to earliesetsuwathiskaidanis indicative of the literary form emerging more as a
means of entertainmerds the narrative features a wontie@msforming into a serpentine
monster but lacks an explicit Buddhist didactic messélgs differs from the originalsetsuwa
depicting Kiyohimeds t al esavingproperties oftbetLotus Sutrg, pr o
but also explicitly cautionsagi nst At he strength of the evil i
readers that this is the reason Athat the Bud

encouraging them to f[ knolwdomparisonsnotantyaloelsisv oi d t h

Ko zan sKailanc | ear |y il lustrate the HfAevalsbendsnn a wo
a manner much like one might expectofinlaterdr r or f i | ms wi t hwith hei r
the fievil 6 woman achieving her aims and | itt]

87 Translated by the author. For the original JapanesestesiTakada Mamor,d 0 K a i 1d28%04. h 1
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Fig.5.1 | lustration ofn Kihyeo DIONEA & u ebkeyl a KTkiriyameradg)yLeft).
lllustration of womarturnedsnakekaidanfromK ¢ z @ TTakadali:1204) (Right).

Snakes, and by extension dragons, are found throughout Japanetbeddmminine
snakehoweverhas a particul ar Buddhist connotation,
women regarding jealous attachme#tsundamental tendbund in most if not all sectsf
Buddhismis thatany strong emotional attachment to the material world impedgmtheo
salvation As Mary Picone writes in her article discussing transformation, or what she refers to as
Arebirth, o0 into snakes in Japanese popul ar re

Passion [é] is often equally dangerous for

object but also consumes the slayer. The intensity of these ties is frequently attributed to

attachments formed in a previous life. Thus those who appear innocewtwaly being

puni shed for past the positigedneaningofserpeétihe | n Japan

metamorphosis rebirthi with the coming of Buddhism became a negative consequence

of attachment to illusory materielor m, a per pet uaPassonisthef | gnor

greatest | mpedi meanditidtlmoughtthatingnakesancrembodied,[ é

as it were, the lineaments of ungratified degit&0)
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While rebirth into a snake was believed to be a form of karmic retribution primarily for sexual
transgession, these sins could be incurred by both man (or, as in most stories, monk) and woman
alike. As theconcept ofemale defilement permeateeligious belief in Japan, however, this
association with snakdé®came increasingly feminink. addition to thechi no ike jigoku
Satoko Shimazaki makes reference to the presence of another-gpeeifec Buddhist hell, the
futame jigoku( 8, fAtwo wives hell o), where jealous
monsters and tormented for being such (166).

By the Edo period, the transformation into a snake in narrdiagisecome a common
trope to signify lust, passion, and the jealous attachments of a sinful woman, or in some cases
even the womanos wi kddanort meatwuwireti médelfesémt me]
transforming a par toftem & womaneintora smake@s parssenEmed s body
early Edo periodaidans htitled Zenaku Mukuibanashii %« wo0; AStories of Go
& Ret r i%zaentainsomultiple accounts of women, especially wives, being punished in such
a manner. One tale relatine story of an extremely jealous wife who took to tormenting a
mai dservant whose | atMik hewlmusband Was awashetwoldldelo t o o g o
such things as assigning her fAneedl ework or s
maidsevant] made a mistake would take a hammer and strike all five fingers of the offending
hand. 6 When the maidservant eventually died,
Soon after her death, however prestndblypossestedilys o wn
t he mai dxa,tyadingetipd shanging into vicious snakes that proceeded to torture her
for fifty days until she too died in sufferirfg

In addition to possessy peopleand transforming parts of their body into snakieswill

or nature of the woman is alshown tobe able teimilarly affect her physical possessions.

88 Specific date of compilation and publication unknown.

8 Translated by the author. For the original Japanese text, see Takada Mamoou, K a i 1d38082 h 1
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Toriyama Sekien describes in one of ¢ kaadi supernatural phenomena compendiums the
belief in the strength of atotracsforanmeblsisaghenw!l ou sy
a Apoisonous snake capable of wrapjptaifng ,around
isnabiog ( Hathér )han be interpreted solely as some form of karmic puniskament

found in earliessetsuwditerature, latekaidanand visual depictions implghat the woman

her sel f i s-l whaadnotihes acfiossrorfdelengs of attachme&hts tendency to

associa the womarwith the snake inherently, howevercreasingly deprives her of her

recognizabléeminineimage.

Fig. 6. lllustration ofjataifromGa zu Hy a Kﬂoriyamﬁ]zﬁ@ y_a?{)illlaétréitioﬁ ofjealc)_dé_wife whose fingers
transform into snakes as punishmkaidanfrom Zenaku Mukuibanasi{Takada 1: 331) (Right)

Typically, afemalo n roys@ t r ansf or mati on involves a des
of her image, ften emerging from a scene of violence as part of the narrative. This is especially
found inkabukiworks, which often feature some form of masculine or patriarchal violence that
serves as the catalyst for the eexampladthisishange
the story of Kasane, the origirkidanwhich inspired an entireekai( g, fAwoar |l d 0)

dramatic setting, fokaidanrmonowithin thekabukirepertoire, later referred to kasanemono
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( , N Ka s a i%lthpubhethe sitymstances and motives of the characters may vary
between versions, athsanemonofeature the eponymous femalen r figufe and her murder at
the hands of Yoemon, who in most versions is her husband or lover, in other cases h&r father.
While most women on the verge of becoming r ayed@isually in some way already outside the
norm, the use of violence to destroy the female image forcefully casts her into the abject and
consequently outside al/l soc isalhe riestfried itomsci
which oppressed henowever this comes at the cost of being transformed into the monster,
barring her from both participating as well as reentering human society.

While more commonly found in tHeabukitheatre, instances afwoman suffering a
destruction of image through violence are also presantdim some cases, however, this act of
violent destruction is done willingly by the woman herself rather than forced upofirher
auxiliary chapter to theleike Monogatarifitted Heike TsuruginoMaKi v, ; fAHei ke
Swor d Scantaihslthé $tary of Hashihimenhich serves as the inspiration for theplay

Kanawa.The chapter iso named due to it comprisiof anecdotes featuring legendary swords,

9 Thekaidanof Kasane was firgbublished in print in 169Gut is believed to have bebased on a true stotiyat

took placeover the course of sixty yeafsom 1612 to 1672

91 Though first produced askabukiplay in 1731, the most weknownkasanemonotoday is the dance drana

Moy @ Chottp Karimaidensual Color s, Going to Cut Beanso]
the longer plajKesakake Matsu Narita no Rikgn 8 1 ; fi S uHapging Rine and the Sharp Sword

of Naritaodo] written by Tsuruya Nacedbramawasfirstpesforndedf i r st pe|
independently from the rest of the play in 1849.

92 As theHeike Monogataris originally based on oral tales performedby w a , i€lzelieved that there are

more than one hundred variant manuscripts, some of whichpsedeced solely as works to be read rather than

recited, some other texts that were not compiled until the Edo p&sadugi no Makis included in what is referred

to as the Y dsike Monogatarieviich dates ffom thé reithirteenth cetury and is thought to be

one of the Atwo earliest preserved manuscripts, and thi

original-X). (Butler 8
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many of which are in the possession of Minamoto clan sanmMcat of the stories recount a
battle of some kind, usually featuring a given sword and its awesome, often divine Posver.
storyof Hashhime as part othe Tsurugi no Makitells of a woman who, overcome with
jealousy prays to be turned into a living demorkip, for revenge. She then disfigures herself
as part of a ritual, making her appearance so fearsome that, as described by Noriko Reider,
At hohsoe swee her are so t er(Japahaseleman hofet). Havihgey s wo o
successfully destroyed her image, she is free to act and gains sufficient power to exact her
vengeance.
The legend of Hashihime is believed to be the primary source of dissemination for the
cursing ritual later known asshi no koku maif xt td,Aishrine visit at the
o x %, hich is believed to have become popular practice as early as the Muromachi period. So
named due to the belief there beingparticular spiritual potency for prayers made in the middle
of night during the hourohte ox, thi s ritual was said to be
woman who would place a hex o n(Stoneand Waltes189.nd an
By altering her appearance and stealing away to a shrine late atinggivomarcass her curse
by nailing straw effigies of the subject of her vengeance to a sacretitiecefficacy of prayers,
or in this case, curses, made during the hour of threfexs to the northeastern cardinal direction
which, as noted earlier, wagrongly associated witkupernatura¢nergiesparticularly theoni.
Even today, e hour of the 0¥ has consequentlyecomea time when supernatural energies
believed to battheir peak andwhenone is most likely to encounteryad® koaghost Given the
onb s associ atwhzhis believedttargety de tloexeason for visually depicting the

oni havinghorns,theushi no koku mainitual itself can be viewed as a practice by which a

93Alsoreferredtoasshinotokimair(’ o, fishrine visit at the time of th
% While the length of givenfi h o traditionallychanged with the seasoofsthe annual calendathe hour of the

ox ispopularly considered to be between the hours of 1:00 and 3:00 AM in Japan today.
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womanis able to transform herself into ani, specifically &ijo. The wearing of ampturned
iron trivetandaffixing burning candles to the legs part of the rituatan beviewed aghe
woman adofing thesefi h odafan lserself. Although it was commonly accepted that women
possessed the innate ability to transform themselvesimiar kijo, both in the case of
Hashihime and thashi no koku mairitual, a destruction or at least distortion of image is
required for the transformation or curse to be successful.

Similarprekaidannarratives hat f eat ur e a-destucti@nriogainthei | | f ul
power to exact vengeantendtobenor e f ocused on the consequenc:¢
decisionIn KankyonoTomgHa ; A A Comp ani o setsuweollBaidn writtend e 0 ]
by the Buddhist priest Keisei (11-8268) in the early Kamakura period, there is the story of a
young woman who ars her image and transforms herself for vengeance against a lover who has
shunned her. After exacting her revenge, however, the woman is shown to regret choosing to do
this to herself:

Stricken by an emotion | wish | had never felt, | did thisand thditah e f t my par en

house. | went off as | was and murdered the man, but after that it was impossible for me

to return to my original form; nothing | t
me as | was and since | had nowhere elseto stay, I\hidm | f i n t hi s templ e
Everything was pain; | suffered so much |

felt as if my insides were on fire, blackening from the heat, and | was filled with regret,
with an infinite sense of how wasteful my lii@as been.Emmerich693)
Even with Hashihime, whose story concludes with the hissameuraifigure Watanabe no
Tsuna(953-1025) vanquishing her demon form, there is the inherent message that nothing good

wi || come of a woman actively rejecting her r
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fromGazu Hyakki Yagy @

In contrast, whi&timage destruction through violensefrequentlyfound inkabukiand
kaidanliterature | nst ances of -dssirutidn foavengganee isol as common.s e | f
Rather,in some cases, sdatisfigurements utilized to highlight the ideal qualities of a female
character. In th&abukiplay Natsu Matsuri Naniwa Kagai[n ¢t L H; A Summer Festi\
Mi rr or o°ffor €&angplethedwife character Otatsu press hot poker to her face to
prove her moral strength and eliminate herself as an object of sexual tem{Bediwton and
Leiter 1218-20). Unlike practices such as thehi no kokumaic ur se ri tual , Otats
for her selfdisfigurement are selfless and ssdfcrificing, an act that is regarded with such high
esteem by the men who witness it, and by extension is a type of conduct encouraged for women
to emulate as part of the ndiva.

Compared to the female, malen r dp @bt undergo so violent or dramatic a
transformationif one even happens at diven after suffering considerable violencesinoften
they appear almost exactly as they did in life, their image largely uescathis lack of

transformation is particularly compelling giyv

BWritten by Na mi7K), firsspg@réoumiecein 17466 9 5
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bakemongs |l ), Il iterally translates as fAthing that
el ement is essentialo thibe iconasr glealkkldy ibnnasu g ¢
does not signify the history of commaodification that the female represemtsn cannot be
objectified in the same way a woman can through violence, be it incurred-onflsetiéd. As Jill
Dolan writes inThe Femininst Spectator as Crittbeii f e mal e body i s | aden w
the most prevalent of which is sex objeethicht her eby constructs the wo
specifically fulfill (male desireand visual pleasur@®?2). This implies that the sp&toris
constructed as predominantly male and fAin a representational ex
pl easure, the [é] mal e i s Eveowhentomgetely hudeeoat of t
stage, the malean still be identifieda8 t h e a ct i wfkthe parrativeatshadd54)s t
This,inadditont o ci ting Afeminist attempts to eroticli
w 0 me Dolao points tas supportingheargumenthatfit he si mp | e Ooigreotherer r ev
words,replacing the woman asobjectof visual pleasurgith a mani Aidoes notwork ¢ 5 4
55).

Thisconceptofimal e vi sual pl easur eo no@emorbidh t ur n e
even sadistidorms of titillation, which may explain the prevalence of scenes of violence and
torture against womein thekabukitheatre scenes referred to asmebdQg¢ A, At or t ur e
S ¢ e nveere @ popular means by whiphedominantliyfemale characters were made both
sympathetic and attractite the audienc& While semebavere not exclusively found ikabuki
plays featuring n r, thebrutality inphysicalviolencetowards female charactemstably

increasegfrom as early athe mideighteenth centurin kamigata kabukiBy theearly

9t should be noted thalhe semebdound inkabuki especially those ikamigatakabuki aresignificantly inspired
bysemebann i n gy @plays@efeued toak o j Zr ur i )uptoaround the late seventeenth century

which often featured tortured female characters
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nineteenth centurkabukiin Edo(Tokyo) also was seen to adopt this trend of physical violence,
especially within th&aidanmonogenre(Leiter 566)

Gi ven t hi s v ,iwhishconsgquempalsofraneswbat embodies
wo menoOs ftheoogh a predomtingntly male perspectives easier to understand not only
thegenderedlivide ino n r chatacterizatiolbetween public and private, but also the focus of
manyfemale charactemsishing to control how they are sediothsocially and physically
Women being encouraged to control their appearance is evident as early as the tenth century in
Japan, as noblewoménh i d t heir faces behind fans or thei
inner rooms of the house and spenttheirme behi nd curtains and bamb
and Kimura 373)As Laura Dimitrig with the collaboration of Yoko Kimura, writes in her
article AThe HiIi dden ,Vihe geewss todm Joafp amiedsien gWoamewc
public became widespreddluring the Kamakura and Muromachi periods even among middle
cl ass wo mea was expr8s3etl hy.the womarkienkyo no Tomaupon actively
rejecting and destroying her image for vengeasbe later hides herself away, ashamed of being
seen in the form she has become after having made a spectacle of Tieisetbncern over
appearing unsightlgxtendb ey ond experi encing shameé over one
include matters ab n epérsonal pride or dignitgs a woman, whicis an especially prevalent
trope inkabukiplaysoverall, regardless of genre

Though there is undoubtedly power in the voyeur as the agent of viewing, especially in
acts likekaimamithat were regularly practiced by the Heian noblemen, there is also a certain
power in being Aunseen, 0 or attinkovesshe hi dden o
supernaturalOf all the senses, sightgenerallythe one relied on the most by humans to
accurately perceive the world. Thus, for many when faced with something such as the existence
of the supernat ur al The foweed sightgs@videnasoftentimesstheb el i e v

full realization of figures like the n rigifact dependent on being se@hile an overt scene
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of transformatiormay not always be preseas is the casgith manyn @heatre depictions, a
scene of ditenéguresipmrhinentlyidthe n roys@ n a Thisanayi margfest as a

scene resembliniggimamj wherein the supernatural being in disguise is furtively spieghdn

thus forcefully exposedn some caseshey might be pressurday othergo reveal themselves or

even do savillfully, by choosing taeved theirr true form or narg, suchas is the case in many a

n @lay. Having her presence acknowledged is espggdotent for the female n r, 3s @ life

she was often relegated to the domestic, or private, secluded sphere of existence, often obscured
or hidden away and thus easy to ignore. By being seen she gains the power lent by the
incontrovertible fact that she does, in fact, exist.

In addition to the power of sight and revelation, water is in some way or another
associated with many notable characters whenmergeasonrya. This association with water
harkens back to both ShintacaBuddhist beliefs, both of which place a heavy emphasis on
purification, often using running water as a primary instrumemugh regarded today in Japan
as a highly austere practice, ritual ablutions knowmiasgi( ) were traditionally performed
asa part of Shinto worshifBelieved to be in reference to the god Izanagi purifying himself in a
river to rid himself of thé&egareof death he sustained entering the underworld to try and retrieve
his wife 1zanamijt was considered standard practice tafgwoned s  bnavdtgrbefore
approaching a shrindmbros 29) It is for this reason that moshrines were built nearbody
of water, usually a river or spring, sometimes the 0€é@n.this day, at almost every Shinto
shrine and even some Buddhist temples, one can find purification fountaink, Grz(u y & ,
fihand wa%wbich visitars ate yequired to use to perform a smaller scale form of this

ablution before entering thaaed grounds. At theseh @ z wagenis constantly flowing into

9| s e ,dviich wgadsfirst constructed in 4 BCE, isrmtable example ohts, located in present day Mie
Prefecture.
9 Also pronounced agmizuyaThec h @ zwagyimtroduced tpreservehe waterof streams and springsom

contamination Theywere firstinstalled at shrines from as earlythelate Sengoku periol4671615 CE).
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the fountaindéds basin in a steady stream, so m
Despite this, to properly purify oneself, one must not dip the ladle directly into the basih b
it with the water flowing out of the spigot, essentially, running water, to cleanse the hands and

inside of the mouth.

Fig. 8. Photo ofthelsuzu Rivet hat runs t ﬁ\/llki'é@nefgcture)lvmge péople gili cleanse themselves
before approachinijaiku, the innermost shrind>hoto taken by author December 2019.

In Japanese Buddhism, the ritmalgarek a n(j i , Afl owing consecra

running water to purify thepirits of women beliewkto specifically ke suffering inchi no ike

jigoku. For such a womasuffering for thesins of having died in, before, or soon after childbirth,

as well as being polluted both with tkegareof death and (menstrual) blogakrforming this

specific ritual wadelieved required faner sail to be savedlThepractice that can be traced as

far back as the early eighteenth century, though the natnegafek a nhps@aried in form

ranging from:
[ €] floating banners out t estumagiathgfléntobag st an
river [é] The most common form was the sus
above a river or along a roadside. This cloth was dyed red (in some casesntasash

piece of blooestained clothing or bedding from the birth itself), and a portion of a sutra
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or, most us uNarhuAyida Buteu Ilweagemwd iiten upon it.
splash water on this c¢cl oth, wintktheredcolary er s f
faded to white. (Stone and Walter 186)

Given its strong connection thi no ike jigokuand childbirth, it is little surprise that timagare

k a nirj t@n also became associated with themeghost Thisis evidenced by Toriyama

Sekien choosing to includa formof thenagarek a nrifju&in his illustration of theibumeas

part of his encyclopedic compendiyseeFig. 4, left). Interestingly, in the earliest performances

of Tsur uya TNZ&knabiodkd Y ovitsso ly eof @van, wiiaseappearance was

modeled after anbume despite not narratively being a woman who died in childbattyally

emerges out of aagarek a nsgt@p by her villainous husband lemon, just after he pours water

over it in an attempt to stave off her vengeance (S. Shimazaki 195
Furthermore, war is used in both Buddhism and Shintoism in Japan as a means to

delineate the fluid boundaries betwd@moyoandanoya According to scholar Akima Toshio,

there is literary evidence to indicate a Shib&sed belief in a primary access point between

worlds called theunasakau n, fAsl ope of the seaodo), Awhere oc

flow down the slope toward the nether wodahgyd 6 (48 7). Aki ma al so bri

complementary belief in making use of tneasakato travel betweekonoyoandanoyo by

means of a boat, which helps explain the ancient fundegpgneseustom believed to bevell-

established even before the seventh centufy, pl aci ng t-ebapedeadfinniéb.

for the deceasedds j our n dayfashion, thedareu no kaw@| wor | do

xXE, fAriver of three crossi ngs 0)anoyoin Biadthesst way b

belief. So named for the three points at which one can make the crossing after death, the ease of
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navigatingtheriveris e pendent on the weight of oneds sin

able to také?

Fig. 9. Photo of thesanzu no kawat Mount OsoréAomori Prefecture), which fro as early as mselventeenth
century was considered a physical representation of the borders b&twegoandanoyq signified by both the
bridge and the point where the river meets the adeaato taken by author in Jud18.

As implied with thenagarek a nriju&@that is largely concerned with women in relation
to childbirth, there is a strong connection drawn between water and children who have died
prematurely. To this day, the term used for an aborted, stillbamsoarried fetus isizuko(
~), which literally tr an sdamtmkawalsich fewvestasthie c hi |
boundary between the world of the living and the dead, there is believed toda¢ nbekawara

( XER, fAdry rivdrnkeediofesSairanslated as the fich

9 Traditionally, the three crossing points are a bridge, a ford, and a deep parsafizheno kawthat is infested
with serpents. It is believed that those whoglidely good deeds while alive get to cross via the bridge, while those
whose karmic balance of good and evil is relatively equal are able to cross at the ford. Those who committed terrible

sins, or fAgreat evil, o0 have-infestedwatesi ce but to wade thr o
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children who have died too youlf§end up caught betwedwnoyoandanoya There, the
children attempt to earn their crossing by piling up stones from the riverbed in the shape of
stupad®? only to be castantly interrupted bgni who come to knock their efforts dowin place
of parents to care fadhemt he bodhi sattva Jiz@ is entrusted
their fate. While Jiz@ is al so ofgfrenchimal | ed u
ike jigoku it is interesting to note that in addition to being the guardian of children, he is
considered the Buddhist patron saint of traveMits isconcerned with the journeys and
crossings of all lost souls.
This strong association with water as essentially a condwnfmyocan explain why
0 n rofted appear near a body of water when haunting the targets of their vengieecehe
importance of flowing bodies of water like theasakeor sanzu no kawa making the journey
to anoyq the tendency to utilize still bodies of water as haunting sites can be better understood.
In Shinto belief especially, death is a form of both physical and spikiegalre and stagnant
water is also associated with this view. Water that is not allowed to breath or flow, trapped from
reaching thainasakais ripe for supernatural activity. In the origikaidannarrative that
inspiredtheplag a ns h 1 S afor expnape, the skervant girl Okiku is drowned in a well
after being framed fdnosingone of her master s prized pl ates
manservant 6s advances . onAmodai vatred exyampirei vdt a
Ayano TsuzunfA  ; inBa k D%feawice$ an old man gardener who drowns himself

in a pond after failing to make a hand drum soudde to its head being made of tvilto win

100 Though sources vary on the specific age, generally considered to be any child that has died before they were able
to reach the age of seven. It is believed that children who have died too young are barred from crossing due to not
havinglived long enough to build sufficient karma.

101 This act is derived from the tradition of building stupas as an act of building merit or good karma.

102 Author unknown, sometimes attributed to Zeami largely due to him having written a revised versiopl@f the

titted Koi no Omon{ ; fiLovebds Heavy Burdeno].
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the attention of the imperial consort he had fallen in love with. It is from this still ponkdishat
0 n r emeérges full of bitterness toward the object of his infatuations. In narrativé® ¢ike s h 1
Sarayashikithis effect is accentuated because Okiku is not just drowned in a well, her body is
left to rot inside, and her death further pollutes theaaly still body of water, effectively
trapping her spirit ikkonoyo

Although stagnant, polluted water may serve as a potent source for supernatural power
and activity, confining an n r ty kdnoyq in somenarrativeslowing wateris shown to serve as
a channel one can traverse towaadeyoand salvationThis association with water is found in
n @lays featuring both female and male ghost characters alike throughouhtieea t r e t r adi t
history. In the playFujito[ Q; i F u'§belteveadth have been written in the early sixteenth
century, the fisherman whose body was sunk into the ocean, arises on the watemastgn @
confront thesamurawho murdered him. Consoled by the prayers and ceremony held for his
Spirit 6 stisthiowltveaten thatrthe fisherman is able to cross ovendgoand attain
salvation:

| was pushed into the sea.

And sinking toward the thousasidthom bottom

In ebbing tide just at that time,

Drawn by the ebbing tide just that time, | went

Fl oating and sinking in the waves. [ é]

Used as | am to water, as | go poling it along,

| cross the sea of Life and Death. And with ease,

As | have prayed, I reacH9t he Ot her Shore
As seen irfFujito, mostn @laystend to bémplicit, even poetic in theireferencs to wateii in

the case of this play, specifically the oc&aand its connection as a conduit or boundary

108 Author unknown.
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betweerkonoyoandanoyo( it he Ot her Shoreo). Some plays, h
referring toand portraying the ghost character as traversiaganzu no kawa

Physicaly extantflowing bodies of waterespeciallyrivers,aresimilarly utilizedas a
vehiclefor transition In addition to traditionally serving as sites fdgual purification,rivers
were often viewed as boundarifes Shinto shrineby which worshippers would traverse from
the humamrealminto the divineSuch i s t he case of the | suzu Ri
(seeFig. 8). When useddr the femal® n réys@ n a, hawaverinstead of alistinct boundary
betweerkonoyoandanoyq theriver can be viewed more as demarcating a liminal sgades
flowing waters is where her form becomes mutasiel she is shown to transform into the
monstrousThis may account fahe frequentnstancesn bothkaidanandkabukinarrativesof
vengeful women transformingpon traversing a riveas seeninthi€i z @ Tan sdrliet kai dar
This significance of water ifemaletransformatiorwill become increasingly more apparent as
the femaleonry@makes her transin from the classic into the netw, be overtly expressed
therole typeof thedead wet girl.

In a similar veinincurred violence suffered by tfemaleo n r iy f@quentlyassociated
with water,as shas often killed by or directly in &ody of water, usually a riveAcross the
variouskasanemonoin kabuki though the characters themselves and their circucesanay
differ, Kasane is almost always murdered by Yoemon and néeahy or directly in water,
frequently the Kinu Ri Vveonroydghs, asdescribedinthé nal st
third volume ofKabuki Plays on Stage, Darkness and Desiregendon [tortures] her to death
by filling her mouth with river stones and ho
and Leiter 120)In the violent throes of hevatery death does Kasane enter a liminal space
where she becomes a monster for vengeance.

Finally, the way in whictthe femaleo n roys@ st ory tends to end gi vV

implicit purpose of her narrative, which is to censure her actions as seclaéyse. As is the
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case withsetsuwdike Kankyo no Tomamost often the woman is shown to be suffering from
and regretting her decision to go to such lengths to exact vengeance. At no point is her behavior
condoned as part of the narrative, and sometshess directly criticized by another character.
In contrastas oftenthe male n r0ys@ r easons for vengsamulabre ar e r e
similar public figure, his actions are viewed as not in particular violation of social nanchs
thus not deseing of the same degree of admonishm&his may account for whyesentful
malespiritsare more frequentlgiepicted as able to find salvation, whereas siam@leo n r y &
are portrayed as being beyond saving tbthe gravity ofhertransgression

Even in the rare instance when the cause of his resentment has been brought upon by a
woman, subk as inAya no Tsuzumbher culpability instead becomes the focus:

The drum is silent. Only her own voice

bursts forth, wailing: Horror, horror!

What have | done? And, in answer, his:

Repent, repent your cruelty! (Tylelapanese BDramas56)
And yet, in the case of the femalen r whé&e the culprit of her torment is male there is rarely a
part of the narrative in which he is censured for his actmnards her. lsome stories, he is not
even shown to reflectpon those actions.

In kabuki while there may not be as much direct censure of the feamaledys@ act i ons
compared to tha @heatre, there is also little sense of condonement or sugyloied to this is
the factthat the most notabkabukiexamples of the femate n r, gsgecially those written by
Tsuruya Nanboku 1V, tend to also featureitoaku(d %, fis e xy v ihdrdctarityped) mal e
as part of the narrativés characters like lemon kotsuya Kaidamrec onsi dered MAsexy
attractive despite committing villainous attsvards the female n r chathcterhis image as a
villain is still romanticized for the audiencg&lthough theiroakuis unquestionably a villain, by

romanticizing his villainy, tlha&asintldremn,ahileer 6s a
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the femaleo n r nya@be seen as amfortunate victim, she is rarely if ever cast as the (o
of her story, even wheshe isacting to right some injustic& hus,while the audiencenay
sympathize with the monstehe female spectators are not encouraged to empathize with or

adopt the feelings of the femaden r. y @

I1.2.2 Elements of Visual Representation

Much like how the classic Heian noblewontuld be identified by key visual traits, so
too can the classic fened n r beisually identified based on hoshe isportrayed in stage as
well as artistic depictiondlany ofthese elements of her visual representai@motably
evocative of her characteristic narrative elementa. §erformances especially, the classic
femaleonrdys@ supernatural strength as well as her
utilizing imagery pertaining to snakes. The most prominenhgi@of this is the use oiroko
( , fAs c anl@estuingswiththe checkered rows of golden triangles meant to evoke a
serpent 6 s sc al elyassotidtad with,paadtistused to denote, the supaernatural or
at | east A maodnd inkijcenmonoim n @Tdis visaastraif isiot justapplied tothe
femaleo n r figutes who explicitly transform into a serpentine monster, such as the one found in
D ¢1ji, but extendso virtually all expressions of tfed e mo ni ¢ 0 fnefisatbumi, wi t hi n
Nyonin Jatail50-51). The implicationis that alwomenh ave an Ai nner snake, 0O
lustful jealousy. This is supported by the foremost useafoonthehaku( ,Af oi I,,or | eaf 0)
inner robe im @ostuming of this classic fematen r chagacterAt the opening of a givekijo-
mong t he glimpse of t lmkusndg thd folds of nlothing is thehfiest hwto ma n 6
the audience is Hiken oathere bederessaleful |y
demonic self to exact vengeance.

The use of gold, too, is also usedsignify the presence of theonthuman be it divine or

supernaturalespecially when used im #hasks:®* As n @hask craftsman Kitazawa Hideta

104 Gold is also utilized in costuming to indicate gieterole type within a given performance.
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describs, though the mask for a femaden r nyaghave extremely pronounced features like
long protrudinghor ns, fithe source of madness for a won
the shape of the mouth, and it is the ofgold in the eyes and in the teeth that shows
super nat UtPGefhllnmsks thdradnya( 21 ) maski with its mouth so wide it
appears to split the face open, glittering golden eyes, and facial features contorted intb a snarl
is perhaps thenost recognizable instance of thisis most notably used ioi no UeandD @ , @ i
plays in which a human woman overwhelmed by uncontrollable resentment transforms herself
into a demon.
At the same time, however, though tilennyais depicting a demont is still very much
a woman, and a tortured one at that. As Udaka Michishige discusHes $ecrets of Noh Masks,
the painting of the disheveled hair as well a
what shreds of sanity remain in thiswan, for thelfannyd 6 s expressi on is a m
mi s e r -$2). THodgh the classic femalen r upd@rgoes a destruction of her womanly image

through her transformation, visually some vestiges of her femininity still remain.

[

" -
Fig. 10. Photo of a torchlin @erformance ofoi no Uefeaturing the use afrokoas well as théannyamask. )
Performed by Honda Mitsuhir o a&hizueka RrefeotdijePhotoéakehby®d Suk ec h i
author orMay 17, 2014.

105|nterview conducted t Ki t azawa 6 sJulgi3rdlB.o in Tokyo,
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The features of theannyaare thus meant to represent a jealous, explicitly female demon
which differs from masks used for general ghost and evenanale chaghctersA reason for
this visual distinction between male and fermala r cpud be that the negatively transformative
effects of jealousy are consistently assigned to women more than men. Women in Japan have
long been associated with a propensity for violent jealousy and even aature. Thérannya
mask can therefore lieterpreted as a physical manifestation of the perceived innate demonic
nature of womeis a wholeThis can be compared to theamanari( : Abecomi)ng best
mask used to express a woman about to become a demon, primarily used to perform plays like
Kanawa As Kitazawa describes:

[ €] nantaeariand thehannyamasks are both strictly female masks. Despite the

dynamic protruding features of thannya the actual size of the mask itself is identical

to that of any other woman mask used i@derformance, implying that the horns grew

out of the mask from within.

Fig. 11. Photo of anamanarimask carved byn @hask craftswoman Nakamura Mits(ieft). Photo ofhannya
mask 15th century, Museum of Fine AfB®ston Collection(Right)

This can be further compared to ttmgan( K, fAmuddy eyeo) mask, whi cl

in the first half ofkijo-monoworks such a#oi no Ueto indicate that thehitec har act er 6 s ey
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have been clouded with madneEse name for the mas&derived from the use of gold paint to

Amuddy 0 Thédeigaepyreess.ent s a fiwoman stifling resent

insane jealousy and the struggle to contain thiscath s u mi n g Uslak® 42). Evendefofe

the classic female n rigf@ly transformed, the glimmer of gold in the eyes and teeth of the

mask visually represent both the dangers and the struggles of the woman becoming monstrous.
The use of theleiganmask in the first half of the @lay serves not only as a hint of

what is to come, much like theoko patterning of thénaku but also reinforces the implication

that all women have innate potential for the demonic. This contrasts with the use ofrmasks i

plays that feature mate n r. Rri@r to him fully revealing himself in the second half of the play,

there is rarely a hint of the supernatusaich as golden eyes found in the first mask used as with

thedeigan In fact, the use of gold in the eyes autasionally the teeth is often the only

supernatural trait present in the mask used for the second half of plays featuring thenmalg &

such as is the case with thgakashi(V e , Aappar i tmaskthat iw@sedriniplays ke

Funa Benketorepe s ent Taira no Tomomori 6s vengeful sp

Fig. 12. Photo of adeiganmask (Left) ancayakashimask (Right), carved by @hask craftsmaget s u k i. K@k un
Japanese Performing Arts Research Consortium (JPARC).
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It should also be noted that the onlyZhasks that feature horns of any kind are those
associated with womeithis association of women with an inherent nature, which has
persisted throughout history, is apparent even in later Japanese religiouss¢gsich as the
tsunckakushid W6, fAhor i hvhdicrhgd i terally functions to
bridebds jeal ousy ( Jeeweanng oféhis deaddresls, iwinich becamé 1 6 ) .
common practice in Shinto weddings beginning in the late Edodhessentially demands that
the woman subdue and restrain her inner passion and propensity for jealousy toward her
husbaneto-be while implicitly relinquishing any right to objettt any possibléuture sexual
extramarital affairs.

While inn @erformance the transformatiofthe classic female n r nya@visually
evoke snakes or ami, inkabukit he f emal e char act @tenGakesthe st r uct i
form of some more literal physical disfigurement, usually incurred through violenee. Thi
di sfigurement, or at | e atgpicalldentsiisacemovaltosomef t he
extent of her femininitythe most common manifestation being a literal marring of her face or
loss of hair. In bth cases, this distancing from or removahef femininity via her
transformation frees her from the limitations and pressures of maintairsiogetafemininity,
largely prescribed by the male perspectatiywing her to fully act out her vengeance. The cost,
however, of being madefaonwo mano or monster makeesterthat | mpo s
society in life, and often, too, her soul is shown to be damned in death, as punishment for giving
in to pesonal passions and castimgr femininity aside.

Despite these gruesome disfigurements, sorgiiays,as well as other literary texts,
indicate that this transformed state may not be permanent. Some works illustrate the classic
femaleo n r aghi#ving nojust vengeance but also spiritual salvation, or at least the potential for
such. The disfigurement of the femalen r cardherefore dinterpreted as not a case of

physical transference, but as an emotional reflection of the events that transpiredrfroortal
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life. It is her own feelings of betrayal, anger and resentment that lock her in her muraged
Her disfigurement thus manifestsa visual representation of what continues to bind her to the
living world andcan consequently be reversiblde transience of her disfigurement, and by
extension the potential for restoratitlowever is not aluxury that all female n r egually
shareFor those female characters who actively chodee Aot her 0 théiri | e st i | |
narratives do not frame them so muclviaims andtheyare censured morquite often by
other characterdor their choicess a result

While physical disfigurement or distortion is frequeniied to represent the burdens of
resentment a femate n r car@es her actual nature and power may be better understood by
examining her hair. This associatiohpowerwith hair is one that is disictly feminine and is
rarely if ever attributetbomaleonr.y @dn hi s essayp G@idpesdWomends Hai
Unfamiliar Japan Lafcadio Hearn (1850904} attempts to explain thisaying thabecause
Aithe hair of the Japanese woman is her riches
shewouldnost suffer to |l oseodo (354). The significa
the Heian period, with long hair as one of the moshpnent signs of feminine beauty among
the court noblewomems such, even the slightest cut or trim held immense significance, with
the offering of locks of hair to temples or shrines considered highly effective for ypnaeng.
With the conflationoh womandés femininity with her hair,
indicative of] a religious commitment [ éas] t
(Ambros 72).

Whil e a womandés hair is regularly associat
imbued with her sexuality, which might account for its recurrent eroticization throughout Heian
literature. This is evident in how frequently hair figures as eetioplassical Japanese poetry,

used by both men and women alike it o ar t i ftsexuahpleasuré aneéldongingg s o

106 Also known as Koizumi Yakumo.
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[ éoften] expressed through tAbeitunstatedjthenagé t an gl
being evokeds that of hair tangleth the throes of passion and sexual intercoursa.similar
fashion, the act of brushing hair was considered highly titillating, even well beyond the Heian
period.Referred to akamisuki( ®, Ahair c o kabukitheptbethisteimn t he
denotes a scene in which the deep passion between a iooptweyedy having a woman
comb out the t an §vhenskamisukistereris ehactad byademah aone, .
however, it is her deepeated feelings of jealousy or resentniento t he poitmt of ma
are conveyed insteddeiter270).Rat her t han as an expression of
devotion to her lover, the act is appropriated as an expresgp@nsainaloss ofpower for the
woman.

The nat ur e carketaocreasiogys h@aak volumes as to onebo
marital status. This held especially true for womemasomaid® bair represented her sexuality
asmuch asher social identity, a power which needed to be contaiiéaough historically in
Japan hair was kept long, for both men and women, it was notéé bengled, unkempt or in
disarray as to do so was regarded as socially unaccepttalging from around the sixteenth
century and throughout the Edo petisbmen were expected to kegir hair up in a coiffure,
or at least tied back, with haiytes becoming increasingly elaborate and decoratieo leave
oneds hair, e sundoreinglied uncorventiooality i rivtsinstability, which was
not to be encouraged or condonads Gary Eber sol e explains in hi
i n Japanese PolpairltsaPoweRamd Megningim Asian Gultures

Hair is associated with both pleasure and anxiety; it is wild and unruly and at once

attractive and frightening. The function of combs, of course, is precisely to contier, or

and style hair. [€é] | f hair suggests sexua

107 Marcia Yonemoto describes numerdito period seltultivationtexts inThe Problem of Women in Early

Modern Japarwhich detailed both proper hair care and styling for women based on their stat#g.(73
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coiffured suggests controlled sexuality and, more generally -@aaffolled [woman]. At
the same time, long hair that is tied up nevertheless suggests the pyp$atbiictive
and yet dangerous) that it coylee] let down. (9394)

It is worth noting, however, that though men also had similar social regulations placed upon

them regarding the styling of their hair, only with women was such special attention paid,

implying more than a purely sexual power that needed to be contained. According to Ebersole:

[ €] the |l ong hair of young womekamwoas bel i e
divinities, who would descend i ntrofhant and
was especially identified with female medi
power to some extert. ¢ ] At ti mes, the spirit of the d
womenos hair an@) possess them. (85

This potential for supernatural powero b e housed in a womanés hair

expressions of the fematen r6ys@ power , e s p e c ifoandiniaterthoror dead wet
films.

Eventually, this association ended up extending to the supernatural in Japan with ghosts
being represented with fAhair | oos,Slinpsesdof| ong,

Unfamiliar Japan353).Sc hol ar s

s u cihdicatesa p@ssgjbde influentedaiting the

Chi

nese belief in the soulthehbbuagihn,

through the soft part of the skull, travel along the hair and out thedbodg, s a
hair left exposed became associated with ghosts and those who could commune withttigem
than simply c o nv-8)Bitough nat cvadlsivelechange in Japanese
hairstyling fashions to a coiffure may be correlaedt appears to coincide witvhen this belief
may haveentered Japan

Given this significance lent to hair, it is perhaps ligileprise that comb$oo, figure

guite prominently in the portrayal of spi
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spirit of their owners and so their appearance in connection with a ghost is more than a matter of
fashion or dakac38)While darty dapanésé mythologftenportrayed combs as
mysticalitemp o s sessi ng fomavng it dha Inygerdersd sessoeatidgoombs and
other hair accessories became increasirgpgyesentative of not only sexual intimacy, aiso
thewomanherself t he comb especially servingdalms a fAr e
91-92). For this reasorsome Japanese people hesitate even today to pick up a comb they find
droppedinths t r eet | est they become possessed by th
misfortune that might have led to themb being discarded or IS

This potential power of hair, be it sexual or supernatural, might also explain the visual
expressions deminineresentmentand madnass i | i zi ng women®&esmehair as
kaidanof the Edo period depict wealthy men keeping their concubines thelsame roof as
their | egitimate wives who, fialthough the sev
live together in perfect seeming harmony by day, their secret hate would reveal itself by night
[ éand their] |l ong bl bhckstaedsesrivoal dtoudewvobblr
(Hearn,Glimpses of Unfamiliar JapaB52). Inthe Edonov&da k ur ahi me Zenden AKk:
[L Y &; ABook of Dawn: The Un%®getilewifaNowakiof Pr i
no Kata is overcome by jealousylofe r husbandds mistress, Tamakot
into the household solely to produce an heir. Nowaki no Kata sends her servant to capture
Tamakotpand t hen tortures her. As Satoko Shi mazak
Nowaki no Katao let her live at least until the baby is born, but to no avail. [Her] resentment
and attachment to her unborn baby are so inte

Shimazaki 223).

108 Another reasoffior this superstition may be due to flaet that thelapanese word for comkyshi( ), can also
bereadasisuf f & i mg d €hil ena is bodsequently viewed as an ill onflerasaka 33)

Written by (5&ui81€iInK8OTd e n
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Fig.1231 I l ustration of Tamakotob6s hair transforming in
century, Waseda University Library, Japanese & Chinese Classics Coll&tok.ur ahi me Zenden A

writenby Sant @ Ky @denvol. 1puldkei d@, 180

t o S

kebo
In addition tothe human feminindhair has also been equally attributed to the

supernatural femininéd number of femakspecificy @ khave been largely defined byigh

physical characteristisuch as théutakuchionna( 0 N ,fit wnmw ut h e d ,whosedairo )

is often shown to manifest as sndike tentacles that help feg¢dde second mouth on the back of

her headThekej@ @ § , fihairy harloD), howeverjs a particularly notable example, as she

is effectivelyhair itself lackingboth a face and sense of bo#g. Toriyama Sekien illustrates

the femaley @ kirehisGa z u  Hy a kthek e )y @pegrdittle more than lengths of

voluminous hair enclosed by cloth€ompared to earlier timeghere tangled or loose hair

simply signified sexual power or madness, there is an evidentirskiftual portrayal irwhicha

w 0 ma hai is being utilizedo convey significant supernatural poweawer that she did not

have while a human woman, but now possesses as a madistergh her hair, the monstrous

feminine is presented as something to be feared
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Fig. 14. lllustration offutakuchionna(Left). Takehara Shunsens&hon Hyaku monogatafi ", APicture

Booko f a Hu n {. 18d4ldSmithaoniandnstitute, Gerhard Pulverer Collection, vol.. 29lllustration of
kejfm@azu Hy a KToriyaméd a03)yRght).

This emphasis on has also seem Japanese theatre. In theffadition, the wild wigs
used to perform the fematen roystracter signifies madness or possession just as much as the
distorted demonic masks the actors wesen before the developmentlaidanmonoin
kabuki a f e mal egwohidunfarlortcene @tdeastpartially undone to signify any
form of distress, emotional or physical, indicating that she had lost her sanlgcamae
unstable orwasabout to dieFor femaleo n r chatacters, however, hair in and of itself was
used to evoke her vengeful spirit. According to Zack Davissonobiine many special effects
for kabukiusedt o express the supernatur al Awas to hav
pushing more and more hair upntdp@Baredgihri®ipeci al
Finally, as noted earlier, ghosts and theesnatural in Japamave a strong association
with water, or at least wetness, which is frequently expressadlly, not solely as a narrative
elementAlthough certainly vivid imagery pertaining to water is evoked in the languayeZbf
plays, as seen iRAujito, this is purely auralThe more literal, truly visual expression of water

connected to ghosts not seeruntil later artistic, especiallgabukidepictions Renowned for its
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stage effectssome of the most spectacutdthesewere known asonmizo( ~, fAr eal wat e
tricks. While the original motivation behind such stage tricks may have been an effort to cool the
audience during the intense summer mortbhamizubecame an effective way to express a
characterds super.Audetaledimky g os t Gigrisasg&ied o
30 ;A Bac kst akgbaukd 3 which censainsoafvariety dfabukistage effects
illustrated with diagrams and descriptioasjumber o&ffects outline how a ghost or other
supernatural figure might appear from out of water. Alneestykaidanmonoscript written by
Tsuruya Nanboku IV made use of water to this effect.

Furthermorethe performing or oral telling daidanwas believed tareatefi a
psychol ogical form of air condi tAndesoanang by t ho
Richie 262)Thi s @A c hi | Ighostss conselérddkey motigafion behind both the
tendency to stageaidanmonq as well as the popularity of the pastiny@kumonogatari
kaidankaiduring the summemhich is aradition thatpersists in Japan even tod&yen with
advancements such as modern air conditioningawie theaters, manyhbrror films tend to be
releasedn August, the time oD-bon(Z ). Also known as th&onFestival,O-bonis a
Japanese Buddhi st celebration during which on
honor them. It is consequently a time when spiritdraditionally believedto bemostactive
This parallelswith the tendency in most Western courdrie release horror films in October for

Halloween!!

110 A two-volume work written by Santei Shunba (Unkned#652), each volume originally published in 1858 and

1859 respectively.

111 Although today Halloween is widely considered more of a secular hotidaljtionallyit marksthe begining of

Allhallowtide, a triduum in Western Christianity similar@bon during which the (Christian) deadehonored

and remembere®r i gi nal ly known as Al | Hal | owsd Eve, Hal |l oween

departed wandered theorld of the living, and for angry spirits it was their last chance to take vengeful action
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Fig. 15. lllustration depicting théhonmizustage effect ofaghos_t appearing frank y @ g en Gaku ya no Hons
(Santeil22-23).
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The effect ofhonmizunot only visuallyassociates th&upernatural with water, but also
effectively presents the specifi cWhilermdiglye of a
not inherently feminine, with the developmenkafdarnrmonq especially under Nanboku 1V,
water or wetneskas become increasingly associated with specifically female ghbstss
further indicated by theendency for artistsf the same periotb not only depicghostsory @k a i
as feminine, but alstw favordrawing them in scenes of raggpeciallythose identified as
femalespecific such as thebume''? While water has the potential as a source for purification,
not all water is equal in this regamhd ertainly not water that has been polluted by death, nor
t he fAwat er 0 ndidatecaby theopneaailing coaceptsiof female defilem&nivomen,
they are more attuned to water, or at | east i

fl ows regularly as part of menstrwuati on, and

against their enemies before moving on to the next world. This is believed to be the original purpose behind the
tradition of wearing costumes and masks duringdyeadlen in order to escape the notice of such ghosts.
112 For a closer analytical discussion of illustrations ofuhamedone by artists of the late eighteenth century

through the nineteenth centuseeYasuiManami,iil magi ni ng t he Spanti tWomdn.DeEceasec
100



within the womb. Irthe case of thebumeghost most notably utilized by Nanboku 1V as a
visual model for his female n r, fhi®wetness can be seen to also extend to the use of
(menstrual) blood, in reference to tti@ no ike jigokurom which these female spirits are
known to sufferThis in turncan be viewed as a reflectionlsdliefs in the impurity opollution
of women, as well aa precursor to the stallediid e a d ~ w €' whighi will ersbpdy the new
femaleo n r of JMorror cinema.

[1.2.3 Elements of Enactment Style

In the case of theatrical examples of ghostly portrayals, in addition to the narrative and
visual elements utilized, the manner in which figusesh agheo n r aye@nacted is also
distinctive. For botmale and female ghostsin@ndkabuki there is a focus on using
movement talistancethe supernatural from the audience as much as possible. Withindhe
tradition, this focus is discernible in the use of the overriding principle knoyentesk y (N
X, fAbeginning, bntalyieferstothgcatehorization and pacirg ofra given
play, but also applies to movement over al
dance, or i n t RimerandYamazakf138Vhilen @erfarmpance is overall
characteized by slow, gliding movements, when the fenmle r chatacters finallappear,
usually in thek ydrc of the play, and act out their aggressibeir movements are notably
erratig clipped, quick, and even violeidow they move is contrary to what the established norm
is for characters, especially for the female, withinrth@heatre This emphasis df ydiso
applies to the overall pacing of plays featuring r, gs@early all of such plays, especially those
featurirg femaleo n r, falldinder the fourth and fifth categories, which are characterized as
more fastpaced and dynamic compared to the first tlzaegories In contrast to the normal

grace and subtig, these wild movements and pacing both excite butasatedistance

113 piscussedurtherin Chapter IV. The New FemaleOn r .y @
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between theharacteandthe audience as it Higjghts theo n r figute, especially the female as

unnatural.

Table 3 Basic Descriptions ohe FiveN @Play Categories with Play Title Exampl@ited in
Dissertation

Category of Play

First: Shiteplays role of a god, often telling the story of a shrin
myth or praising a spirit

Play Titles

[No Example]

Jo
Second:Shitep -I ays ro l e of a w a gtory iofo Atsumori| Tomoe
(him) suffering regret for past actions
Ha Third: Shitep| ay s ro l e of a womands Matsukazé Uneme
suffering over lost love
Fourth: Shiteplays role of a crazed spirit, often driven madsbyne Ao no Ug| -Ai.ya 19 ledlli]
. oo D @ |®jjito | Kanawa |
terrible situation :
Ky i Kinuta

Fifth: Shiteplays role of a demon, goblin, or otherworldly creatu

Adachigaharg Funa Benkei

| Momijigari

Similarly, the kabukitheatreachieveghis sameeffect ofdistancingthe supernaturdtom

its human audienafirough movemenexcept the style of movemeuiilized is quitecontrary to

that which is implemented im @erformanceAs a popular theatre form characterized for being

dynamic and exaggerated, the ghostsaiidanmonoare shown to move with a controlled,

shuffling but seemingly effortless gait. Movement is made fudbiezrworldlythrough the use

of special stage effecsuchas h 1 non 4,

and figurative, between the supernatural and the audifsdedicated inOk y @g e n

A-anii d 1), trgating distance, both literal

Gakuya

Honsetsyonrydfigures both male and female alikeereshown to be capable of things their

still-living spectators could never do, such as fly or emerge out of burning latddisonally,

the superstitious conception thytostsdid not have feet is believed to have been popularized by

theatrical enactment, especially with the performandaiofanrmona Actorsof ghost characters

would take great cate keep their feet hidden, swallowed by the hem of t#igioro, which

was kept lag tobetter facilitate this
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Fig. 16. lllustrations depicting thkabukist age ef fect s wused
Gakuya no Honsetgsantei 13637, 13031).

With the enactment of the femaden r spe@ifically, however, there imadditional
focus on removing her femininity through movementn I@this is accomplished through acts of
i di sr oMbsiptays feature some form of costume change betwedirshand second act,
oftento signifytheshitereveaing their true formAs Rajyashree Pandey writesRerfumed
Sleeves and TangledHair cl ot hes are as integral to the #dc
body that wears the85). Thus, when demaleo n r diséards her clothing on stage, or at least
appears with less than considered appropriate attire for a wehmirs casting asider socially
constructed feminine selVhile there is oftem hint of theuroko patternechakuworn under the
folds of the femal® n roys@ gar b i n t h ekijofmong snly afterasshéfas comie a gi v e
out fully as herself does she shed all pretense and banakgor all to see.

This act of disrobingcontrasts significantlywita ct s o® peobonmed by f e

characterinn @ nst ead of an as s eonsidéred mor@ds ansaet bffoyve, nr obi |

oftenenacted byvomen drive mad by grief or longingn Matsukazdd ; A Pi ni A9 Wi nd«

114 Original text attributed to Kaiami, but considered to bieeavily revised by Zeami.
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for exampletheshiteclings desperately to the court hat and hunting cloak left behind by
Yukihira, obsessing over the memoriedloélove the items represent

Our love grows again,

And gathers like dew

On the tip of a leaf

So that thereds no forgetting,

Not for an instant.

Oh endless misery!

(She places the cloak in her Iap.

AThis keepsake

Is my enemy now;

For without it

(She lifts the clogk

I mi g h t(Tykerofir Mjackazau9)
Pandey notes the tradition of fikeepsake robes
connect | overs who were forced to be apart [ é
tropes in classical and medieval texts, bridging the gap between tliedivinthe dead and
serving as | iving repositor i eQuercome withdesirets senc e
hold onto their longost love, Matsukaze ultimately tak&sii r o b puttigg,othe keepsakes
as if her ownln so doing, she effestely becomes possessasipart of the narrativéVhile
clothesare considered to take on the character of the one who worer#itber,than become
possessed by Yukihif@mself, Matsukaze is shownstead to become more possessed by
passiorfor Yukihira, which deludes her into believing that Yukihira has returAétiough her

act of robing is considered i rr at ratbenthdn, Mat su
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socially adverseas indicged by thefact thatMatsukazes categorized aathird categoryinstead
of as afourth or fifth categoy play.**®

While |l oss of clothing was considered tant
proper sense of self, there is also something titillating about the sight of a woman who has cast
all sense of propriety away, which wholly embodies the femaler. fxs@d @ er f or mer &s hi
Teruhisa shared i n an iTangb eutwith jestwakueargar di ng cos
undergarment, i s pretty eroti cnotedthatthipiar abl e t o
perhapswvhy the act of exposing theakuis rarely if ever enacted by male characté?#t the
same time, however, thoughsrprbdwogcactn hesef etrarl ceu
increasingly sheds signs of her femininity, thus giving less of an impression that the character on
stage is in facto be identifiedaa A wama n

This removal of femininity is taken one step furthekabukiwith the casting of actors
who performthe vengeful female ghost rsld hrough theperformancedy Onoe Matsusuke |
and Onoe Kikugor @ | | playptheovEralluse of gugh cNesaotdrsoirk u | Vo s
kabukiwasrevolutionized. Prioto the collaborativeadvance®f both actors and playwrighthe
vengeful female ghost characters that appeared in plagesstrictly performed by thennagata
in a givenkabukitroupe. Although they certainly provided some excitement and action, these
roles raely if ever took center stage and were left largely unfulfilled, as has been noted with
Keisei Asamag@akel nst ead, Na n ook chathcérd werefwatteratd be
performed bykaneru yakushé& @ 4 + , @ combi nMostgotablevas&Ki & ygor @ | | |
who was not only the first and among the most famoksuoéru yakushabut also thdirst to
perform the role of Oiwavhichwas written specifically for him by Nanboku IV.h e s e A al |

aroundo performemel|l tcppaeblel eftppagingherefor

115 SeeTable 3 Basic Descriptions ohie FiveN @Play Categories with Play Title Examples

116 Interview conducted June 17, 2018.
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[kabuk] performancé the settling of household struggle or the perpetration of revietigse
had previously been reserved formale | e s 0 ( S216). $Hisishifteattowdd these
resentful female ghost characters the freedom to fully act out their aggression by becoming the
direct agents of vengeance, openly expressing their grievances and committing acts of torture
and murder to satisfy their thirtr justice.
Assigning these characters to performers other thaontm@gata whose goal was to
strive to enact the wul ti mafteemifreirmend nteh @ deecatli,or
femaleo n r ayedntheYakushaRongp * “; fAThe AetbsdépP, Amalenowne
treatise orkabukiacting compiled in the seventeenth and early eighteenth century, Yeahiza
Ayame 1 0s thoughts on wh antnagatswere published in aa | i n pe
section titledAyamegusgd ¥ ; A T h e AVoa mdandijugtratesthis concept of a
gendered divide in behavior.Asr ans| at ed by Char |l eacordngton and B
Ayame I
If one who is aronnagatagets the idea that if he does not do so well in his chosen career
he can change totachiyakuy this is an immediate indication that his art has turned to
dust. A real woman must accept the fact that she cannot become a man. Can you imagine
a real woman being able to turn into a man because she is unable to endure her present
stateq55)
It is important to acknowledghatthe concept ofjender is noin fact astrict binary but a
spectrum, awareness of which has become increasingly more widespread in present day
However theready acceptanceefuc h concepts regaodwogamwhat del
compared to a mamsreflectedin popular theatre traditiorike kabuki is indicative ofviews of
expectedeminine condugtas prescribely contemporaneous sociefys femaleo n r y @
performed bykaneru yakushactors whdy taking on botliemaleand maleole types are

according to Ayame, unable to fully perforra fir eal 0 w dhainactions as fesnale g e
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charactersre dissociated from the feminine ideal being promoted on stage \aarthgata
While this castingnakes it possible for suéemale characteit® behave more aggressively, at
the same time it further removes or at least distances the fenmalefpor@what is recognizable
as feminine, making it less likely for the female spectator to emulate.
Dissociating acts adggressiorirom femininity is also apparent in the casting of other
plays in thekabukitradition The playKagamiyamé&K o k y & n @[2NiAsqH iok i;
AiMirror Mountain: A Woltsardmbleexam@esobithisgit of Loy al
featuresstrongand highly aggressive female characters, both villainous and virtwbasg the
villainous femalas customarily enacted by matele specializingachiyaku( , fAstanding
rol edo) onmgatadsandtedio Kabuki Plays on Stag&hile characters sth as the
righteousand loyalmaidservant Ohatswho was raiseds asamurajarestill portrayed by an
onnagataby havingthevillainous Iwafuji whod r i ves Ohat suds mhestress C
performed by @achiyaky  fintore evert masculinity of such actors brings a menacing sense of
power to the w(@Bmedonahdleitgr2:dXithough stibperformedby an
onnagatait is important to note that ikagamiyamaeven characters likBhatsuare shown to
exhibit powerNot only are these characters shown to be emotionally and socially aggressive,
but they are also shown to be physically violent, as Ohatsu in the end is able to avenge her
mistress Onoe by dueling and killing lwafuli.s O hsaattiens résemble far more of a
samurab s devoti on t han aensdnemqof aggressiondrel ®iolenent 6 s, h
appearso becontrary to the supposed tenets of feminine performance, as according to Ayame I:
fi t dneagatarole has its basis in ahm and even one who has innate beauty, if he seeks to
make a fine show in a fighting scene, wil/ | o

Torigoe 53)While this may imply that despite being performed byanagata Ohatsu exhibits

17 Originally writtenand performedorn i n g y @n 1782 lateradapted for tHeabukit heat re by Y@ Y@t a

(dates mknown) the following year
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nonfemininebehavior throughout the plawhatis emphasizedbove all elsés her feminine

virtue. Her virtuousness is what sustains her charasteaif allows herté mai nt ai n her f e
charm and composure even whlil7b)ehifaitrigpttianioln go ( Br a
virtue to roles played by thennagata compared tohevillainousnessittributed to roles like

lwafuji in Kagamiyamain turn extends to portrayadf femaleo n r iryk@buki While Ohatstis

shown to be aggressive, even violent, by being performed bgreagatashe is still shown to be

virtuous and thugs seen aa heroindyy the audiencd.acking this clear association with virtue,

the femaleo n r6yeh moral status is made questiomalilirther discouragingpectator

emulation.

Lastly, in terms of enacting the classic femala r, wh@t is distinctive ishatthrough
transformationthoughshe may gain the ability to become an active agent of vengesece,
often goesiunheard In n @heshiteis typically given time and space to air her grievances
however not all characters are created equal in this respercgranted the same level of
opportunity to do soThestory of thefemaleo n r ity I&)i, for examplejs almost entirely
relayed to the audience by others, namely the abbot ténti@eD @] @\en after she emerges
transformedshe does not get to speak for herdaltomparisonthe wifeof Lord Ashiyain
Kinuta, whose obsessive love for her husband has resulted g1 dlardardrmatiorand torment,
for which she becomes full of hatraddaccuses im of indifference is not onlypermitted to tell
her story herself, but is also abledicectly confront her husband:

Husband I so love, it was two lives

you pledged to me, as man and wife will do,

and swore devotion for a thousaagkes,

till seas swallow the inviolate mountains.

Yet your vows were empty.

They were lies.
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Was that really all your love was worthRy(er, Japanese MDramas169)
Thedisparity in social statumay be one of the reasons for differences in opportunity to speak
however even in the case dfinuta, although theshitecharacter is able to express herself more
freely thanin D @ j , @is still a onesided conversation with no reaction or response from her
husbandThis contrasts with the mate n r of tle old man gardener A&ya no Tsuzumin
which the target of his resentment, the imperial consort, is shown to resgotio r r o ¥ , hor r
Wh at h av ghel wodienpee8séd)aloud, implying tthet maleo n r hagbeen heard
(Tyler, Japanese WDramas56).

In kabuki opporturity for the classic female n r ty eéfipress herseil even more rare
thanin n gandoftenoccursmorethroughtaking direct action towards the targethefr bitterness
Theseactions are often punctuated by musiothrersound effe Often in place of words, the
rhythmic thundering of drums coupled with the eélimg sound of a flute is utilized tdenote
thepresence of theupernaturalbothfor female and malghostsThise f f ect of fAsounds
anonroys@ r e s e nt me n tin plaae of explitiewordsill besintreasingly seen in
film, especially in later-horror.One mightargue thatactions speak louder than words and so
her character being granted the spaceotally air her grievances is unnecessa#y a victim,
however, there is something almost cathartic in being able to verbalize incurred tiavinag.
the femaleonry@ s y$e pooperly heard is what makes it possible to understand and
empathize with her, and arguably opens the wahdoultimatelybeing able to find peace
1.3 ANALYZING STAGEAND LITERARY PORTRAYALS OF THE CLASSIC FEMALE
ONRY &

11.3.1In N &

11.3.1.1 Kahawa

Themonstrous wife female n r of K&nawais perhapsne of the begtersonifcations

of the potenca s we |l | a s of fefnade pdiveia theg diveatré Based largely on the
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i Ha s h iahecdotendhe Tsurugi no Makauxiliary chapter of théleike Monogatariwhich
details a jealous noblewom#mansforming herself into a livinkjjo for revengeKanawamakes

a number ofeferences ttheoriginal narrativeUpon closer examination of differences in the

wo ma n 0 s erizatioa and pottrayal of her story, however, an inherently different, potentially
didactic message for the female spectator ohtifilay emerges.

The most indicative of these differences is the emphasis on and utilization of the
monstrous wifgole typein andof itself. In the play,an unnamed woman makes a pilgrimage to
Kibune Shriné!® night after night to curse her husband out of resentmenthivedivorcing her
and taking a new wifdn answer to her prayers, the womadedivered an oracle by the gods,
which contairs ritual instructions on how she can turn herself into a demon to exact vengeance.
Soonafter, her former husband becomes plagueldsyible nightmares and seeks lbbe no
Seimei, for guidance&s e i me i i nforms t he huwusdihe dadgatpdsest h e

to both him and his new wifé&ltimately, Seimeiholds a ceremony to attempt to exordise

womanos vengeful spirit and save the coupl eds

Like theTsurugi no Makchapter, thehiteof Kanawaexhibits na just jealousy but a
strong intent to punish herdsusband who has cast her aside for another woimane original

AHashi hi meo a nthe®d bttte e the texb taviadicatie noblewoman has a

marital relationship with the man questionl n A. L. Sad| deilesonbgatatin s | at i o

she is described simply as the Adaughter of

a

overcome by jealousyo that sheShenetpraydodbed her s e

changed into a demon (32YYhile one might infeher reasonbased on contexthe lack ofany
elaboration as to the circumstancéserrelationshipwith the man she is targetimgsults in

limited understandingf herviolentrageConsequent |l y, t he fusious ent

118 ocated on Mount Kuraman the northern outskirts giresent day Kyoto. Kibune Shrinegspularly associated

with theushi no koku mairtursing ritual.
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onslaught in th@surugi no Makchapterseems disproportiongte as s he gams on to
slay not only the woman of whom she was jealous and the man who had spurned her, but all their
relations and [connections] , K8).dgnlconmastdy | ow, ma
being contexialized as a wifen Kanawag to some extent she is framed in a more sympathetic
light. The audienceinderstands thahe has been betrayed in soway by the mapand thus her
desire for f@Aretri butliasherbsuriugsno [dakoolmeerpast. not as i r

This emphasis of the wife role in the@lay compared to the original text is indicative of
a shift in focus in female character portrayal. Though the authtamdwais unknown, the play
is sometimes attributed to Zeami Motokiyo, which tentatively places its writing during the early
to mid-Muromachi period, well after thEsurugi no Makiext, which dates from the mid
thirteenth centuryAdditionally, while the events of the play itself appear to be set during the
Heian period, as indicated by thelusionAbe no Seimeiwho is not present ithei Ha s hi hi me 0
anecdote ofsurugino Makit he f ocus on t h e&anawarafiecisonworeofteer r i ag e
values placed on women in medieval Japanese sol@tgrding to Janet Goodwiby the
fourteenth centyrthe rulingg o v e r n me n favorfimala migenitarever partible
inheritance patterns and began to restrict the rights of womea ¢ ¢ o r dAiitmtigeshyftin( 9 ) .
focus on patrilineal descent pattertiew 0 ma n 6, s bothdhle kBousehold and society at large,
came to beshapedamost entirelyby her marriageThus, inKanawa despitederiving its
inspiration fromearlier texs andbeing set during the Heian perjigdt i s t he womanos
her conduct as a wife that comes under cermuteserves as the major conflidithe play

Furthermorein Kanawathewomandoes not exhibit murderous intent from the onset
unl i ke t he A Haandinstbadcomees int@hereowrdas & nsonstrous wife over the
courseof the play Barrative Although she has prayed fervently for heseisband to be
puni shed finot in some future |ife [é] but in

apassivefigui et heart, 0o rather than a hHKaorl38) bur ni n
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When theshitefirst appears, she presents asmmnan so forlorrover loss of loveshe is on the
verge of disappearing frokonoyoaltogetheras she approaches Kibune Shrine

In the dead of night,

Along the river bank at Tadasu.

Plunged in thelarkness of my troubled mind,

Heedlessly | go by deep and muddy pools,

Knowing no joy in life, sure that death

Will soon dissolve my weary bodyKéto 198)
Once the oracle is relayed to her in answer to her prayers, howesegrassive figure suffering
in silence gives way to a woman of aggresstéimafing under the social expectationdoth her
domestic role as a wife but also as a woman, she choosettaceactively punishing her
formerhusband and even convinces herself that she

It is right | take swift vengeance

On people who have wronged me so.

They say that those who, for love,

Throw themselves into the Kankver,

Are doomed to sink and never rise again,

Not I! I am the burning firefly

Grazing the shallows of Kibune Rivér.é ]

Ah! | am filled with hate!

When | pledged to be your wife

| thought that, like the jeweled camellia flower,

Ourlovewouldlasta housand ages, [ é&]

Why did you abandon me this wayato 202)
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Unable, or perhaps unwilling, to temper her feelings and simply go gagtyhers in her
similar position have donghe chooses violent retributioner fading away.
It is her choosing tact upon her desires and feelings of bitterness that effectively vilifies
hercharactefor the audiencdf she had chosen @rown herself in the Kamo rivehe
womanos pas s toher husband chight lze taudednand even valued, for as Wakita
Haruko notes, even during the Heian period, where in court society it was common practice for a
man to have sever al publicly recpé@thdviceeoffi partn
adultery for women i Becasde ofttesteehgth ofher attaceryeatstio ( 8 5) .
her refusal to defer to her husbahdwevershe is ast as the villain of the play. As Janet
Goodwin describes, during the same Heian peaaiadithroughout # subsequerdamakura
period it wasreadiyac cept ed that A[court] mar,,d awietsh wer ¢
di vorce and remarriage a frequenttheewasana r ence
unconditional ban on r emar rofthegime(9j.or di vor ced
Furthermore, giventhegalact of di vorce i s typbetal |y at
perhap<oldhearted, iviewsof bothsocietyandaudiences of the timéhe marn Kanawahas
notcommitted any serious transgression warranting such veng@dmeenay account for the
exhusbandods | aocguiltwhén heseeks guidance frotmh e A doi nvm yABg ri 0
no Seimei
MAN. | live in the Lower City. Lately | have been troubled by continuous nightmares, so
| have come to consult you.
DIVINER. I see. This is most unusual. But there is no need to resort to divination. You
have fallen victinto the jealous hatred of a woman. Yaie vould appear to be in
danger this very night. Might this be the case?
MAN. | have nothing to conceal. | divorced my first wife and married another woman.

Do you think that could be it?
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DIVINER. Yes, | believat is. The woman you divorced has, by hepeated prayers to
the gods and Buddhas, secured an end to your life this very (Kgk.200)
The lack of reaction to the admission of divorce from Sefaréher supports theiew that the
man has not done anythipgrticularlydeserving of censurén fact,although the husband does
not elaborate as to the reasagisen how unabashed he is, it is likely thatdivorced the
woman for at least a socially acceptable rea$hafemaleo n r chaghcteof Kanawais thus
portrayed as a woman committing a transgression of normative bel@yv@actively rejecting
rather than accepting the social norms and expectations of her role as a wife, she is rendered
abject for the audience as she futignsformanto a monstrous wifeo she camurder her
former husband
Herfi mo n s ttranefarmmatioras witnessed by the audienseactuallythe focus of the
pl ay 0 s .Ihadso serads asvhe vehitheough which the inherent messaggarding
socially aceptable behavior for women is convey@d.theaudience watches the woman on
stage step from the passive into the activep doingshecrosses the boundaries of acceptable
femininity. Her transformatiomn both Tsurugi no MakandKanawais portrayed aparticularly
monstroudor, unlike many depictions of fematen r ity i@th Japanese premodern literature
and then @heatreshenot onlycommits an act of willing sellestruction of her image in order
to transform herself into lajo, but she also does sdile still among the livingAs describedn
Tsurugi no Maki
[ € s Wigided her long hair into five tresses, and made it into fivadhidhe put
vermillion on her face, and reddened her body, on her head she placed a tripod, to the
legs of which she fastened torches, holding also in her mouth another torch flaming at
bot h eWhdrspeoplpsaw her thus with face and body red and eyeb painted

thick and black with dye, while five jets of flame flared out from her head, they never
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doubted that she was a demon, and fell down in the streets beside themselves with fear,
some even dying in the excess of their terror. (Sadler 327)
Althought her e is no doubt i n anyone o0 sthanthepwhkhvewh o wi
seen alemon shewas still distinctly a womarat least at one point during her transformation,
thusbegging the questionefhend i d t he @A wo ma nndo nbagid?, and t he nd
In Kanawa thesigns of hetransformatiorare almost immediat@s she begins to change
while theattendant at Kibune Shrine is relaying the oracle in answer to her priaytres
Japanese verse, lefers to her as havirgijo nokatachi( N x ), implying his doubts as to
whet her the woman before him is indkaach) a Awom
of a beautiful ladyl§ijo). As he speakstohde ver yt hi ng about her [ begi
and he becomessercome with fear
In less time than it takes to tell,
Her whole appearance has changed.
She was a beautiful lady,
But now her raven hair stands on end;
It bristles skyward! Kato 199)
This isperhapsvherethe fear, even the horraof her narrativemerges as the lines between
woman and monster avirtually imperceptibleHer intent to accept the oracle and do as it
instructs is enough for her to begin to chareyen before she has physically done anything to
herself However subtlgeit is important thathe changes she undergoes are observed as part of
the narrative, as her transformation both highlights the woman shesweall as what she has
become.
As an integral elementf her transformative process, water, namely a river, figures quite
prominently in the female nroys@ narr ati ve. Thi s TsusugieossMakici al | y

text, wherein the woman completes her ritual of transforming ikilody goi ng fAt o t he
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[ Ri ver] and [bathing] herself in its waters [
demonodo (Sadler 327). Upon e mg\estigesdq humdnigytor i ver ,
fully become the monstrous feminine. Water, especially a flowing body of water like a river, can
thus be viewed as a liminal space where the woman is seen to transgress boundaries. Even in the
n @lay Kanawa which does not dirély reference the Uji River, thghiteis shown to traverse a
river, specifically the Kurama River, on her way to Kibune Shrine, which instigates her
transformati on: Al n darkness | go by Kurama R
atthed r i ne o fKat&log). Altheugh it should be acknowledged that the utilization of
rivers, or in this case bridges, may also be relatsétsuwaassociations witloni, the narrative
focus on water indicates the importance of its connection taherrsatural, especially the
supernatural feminine. While water has not as of yet come to defode ypein its entirety, as
is seen more so with the predead wet girl and the later emergence of the dead wet girl herself,
given the mutable qualities water, especially a flowing body of water like a river, this may
account for how often entering water, especially crossing a river, figures into the transformation
ofthefemalo nroys@ nar r at i waetypg egar dl ess of

Althoughtransformation is entirely willful othe femaleo n résp&t, me might argue
that had it not been for the gods answering her pragiestively enablindier toact out her
vengeance, the eventskbhnawamay not have transpired as they t@ibe oraclerelayed to her
includespecific instructions sudis assuming a mindsef unrestrained anger:

Ui 6vvoww" 1 kst pEcUKg =y g

Alf you adopt an enraged hearpu shall become demonic god in an instamt
Transl ated by Eileen Kato as TweyP| hgs bGfatrheb
Theatre t hi s contrasts signifiteatlheidwe)stiehér or

opening of the play197). This may explain why ekpite hewilling acceptance of the orackhe

Taken from the Shinpen YNdkhyoonk Bkeoht benma Baunndg aXkaut @, e nvsohll. 2) .
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still harbors some sympathetic feelings for @ehusbandeven in the thick of her jealous
hatred

Now he will learn what retribution mearjs.é |

Tonight his life must end!

Tonight he shall die!

But ah! [ stillfeel pity for him! Kato 203)
At the same time, howevieshe is punished and censured by the very samevguoalanswered

her prayersAlthough vestiges of th&oman and her capacity fgeling sympathyemairs, she

i's |likened t(akkis)?Hvarantihg litdeptd no symgathy or clemerioy

return
Faithless man! | 6l snatch you off with me
She draws near the pallet where he |ies, |
So the gods rebuke her, and she rages! [ é]

She loses the man she loves, and wbrse

She has incurred ¢hwrath of all the godsK@ato 204)
Rather than other fematen r chagactersor even other monstrous wiveg)o are more often
drivenacross the line between woman and monster due to some unfortunate circumstance, she
presents as a woman who willingly steppeeér that lineThe gods may have answered her
prayers and given her instructions asioov she might attain power and exact vearge but
that does nandicatetheir permissionThus herdecision toactoutthewilling self-destruction
of her image istill viewed asan active rejection and defiance of social nowhgh incurs the
rebuke and i wr.clhidmayekplaia the degictec reagtiors ®© her behavior as

exceptionally transgressive aodnsequentlyleserving oharshreprovalas part of the narrative

1201n the Japanese script,teo r d used to refer to the femal emaeharacter

literally, anfi e oni.d
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Thisis echoed by characters both divine dondhan alike, agdicated byAbe no Seimé s

words inprepaationfor the exorcism ceremony
Since the very beginning of creation, when, upon the rock throne of Heaven, our
Heavenly Ancestors, Izanagi and Izanami, celebrated their august marriage, men and
women have been joined in wedlock; and yin and yang, the way of male and female, has
come dowm from ancient times. Why, then, should evil spirits interfere and take a
coupleds |Iives before thgao0lpl | otted span

Despitebeing herself a (former) wifend womanher actiondiave made her underserviafy

being regardedr respecteds suchThough she should accept that Imarriage has come to an

end, and her husband has wed ang#tesviolently refusesand everseeks to disrupt the

established ordeAs such, she is no longer recognizedéash u man, butodoan devi l
Thefemalo nrdys@ t r ansf ormati on from the passive

normative to the monstrous wife, can in toeviewed asareflection on the potential dangers

posed by a womawho attempts to penetrate the more public sphefesocietyBy refusing to

keep her affairs private amdmain unseerby choosing ta@ome out into the opershemakes a

spectacle of herself.nis emphasis iperhaps most apparantthe Tsurugi no Makiext, as the

womanturnedkijo not only enters the publeye but also becomes a matter of public conearn

after her initial vengeance, she proceedsyasiege to the capital itsethreatening its entire

populaceattacking at random
[ €] fear seized on all, and from the Sover
i ndescri babl e c¢ osothatsllithe peogerofthe Capmal o€all farkg
shut the doors of their houses after the Hour of the Marikéy] and woul d nei t
forth nor allow anyone to come in. (Sadler 3Z8)

Such a woman who makes a spectacle of herself is not only horrific but equally tedifging

the strength she gains by doing Bttimately, it takesthe likes of legendargamuraiWatanabe
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no Tsunawielding asacred sword to defeat the public threat her demonic figure poses. Even in
defeating her, howevehgfails in killing the demononly driving it awayby cutting offan arm
(Sadler329-31).

Similarly, in Kanawa,although she isebuked by the gods, the femalen r isys@own to
possess powers so formidable that even Abe no Seimei, deggmdary figure reputed for
being one of the greatestn m ya@yj ekorcists in Japanese folle, admits that his incantations
a e Apower | e KaoR00pAltlough is the emceher m(rderous vengeance is
thwarted, and thus the threat she pasegrhapsnore contained within the pldalianthe
original Tsurugi no Maktext, Abe no Seimei is stillot ableto fully rid konoyoof t he womano
A evi | argpghe makés,prdmises to return:

The wheel has turned and | have lost;

| must wait until it comes full circle.

Then my turn may come again.

But now | must go backK@to 204)
Like herTsurugi no Makcounterpartthe power she has gainbg coming into clear view and
demanding to be seen proves too formidétesven the likes of memot even a man who,
according to legend, was himself pard k a i

Consequently, the most that adone to deprive her of power is to mitigate her threat to
society by rendering her invisible:

WO wTd dGNo-yYy"[é]TtAMuspodrt | gtz

fiNow a figurewho isjusta v oi ce t hat cshaisbstaniuhséen demonh e ar d
As the saying goes, by beingpub ut o6 shghts al soiminaygthed nout

minds of menEileen Katohas taken to expressing this more overtly in her translafitdme

2Taken from the Shinpen YNdkhyoonk Bkeoht benma Baunndg aXkaut @, e nvsohll. 2) .
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same passad® specificallyindicatingthose whoar@ un s e et iAgl0 )t(he womanos
Aewipli ri me&n: t o be

Only her voice is clearly heard,;

The demon now is invisible.

She has passed beyond the sight of men,

An evil spirit beyond the sight of mer2(4)
Although te potentiatlangershe poseto (male) public societgtill remainsas sle is left not
fully defeated at the end of the pJdy beingforced to béhidden or something unseagain,her
presence is madess of a threat.

In terms ofimagery as well as enactment, this emphasis on the power oasijht
revelation of the female n r apdZher true natutis equally apparent the opening of the play,
theshitetraditionally appears wearingwade-brimmed hat that mostly covers tfeninine
features of her maskhe keeps herself hidden, evettially denies that she is the woman meant
to receive the oracle by the gods. shecomes into her owand embraces her decision to exact
vengeance, howevesherevealsmore and more dierself. By the climax during the second half
of the play, she has fully exposed featuresand shed the outer layers of her clothing to reveal
herhaku Unlike othemn @lays featuring female n r chagacters, howevehe mask used for
thewoman ofKanawaonce transformed iypically thenamanari(seeFig. 11, left), sometimes
thehashihimgE , prificess of the bridg@ mask. Unlike thdnannyamask,the mask used in
Kanawais meanto denote a woman on the verge of becoming a dewilnoh may explain the
diminished presence or, in the cas¢hafhashihimemask,conspicuous lack of hornk place of
this,er wearing of a Atripod crowno casmvewedf 1 r on
as a reflection athe hornghat are growing withingr that have been there all along.

Atthe sametiméd, he | ack of fAactual 0hahngamaskmakd ke t ho

the audience increasingly aware of the Awoman
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Althoughthey r ec o g ni zlee arhadifice td éne@xteniter anwonwanly behavior
makes her less and less recognizable as a woman in the egeetyf. By bringing herself more
and more out into the open, she is abedding further markers bér femininity, namely
through the act of discarding articles of clothifig signify the beginning of her transformation
into ano n r ay tke end of the first act of the play, as she willingly accepts the anatlenly
does theshiteremove her hat, bishe suddenly breaks indobrid, furious danceending with
herspimingin circles Her final action before leaving the stageiolently throwingthe hat,
castingasidewhat hadup until this poinkept her so hiddeand subdued

Furthermore, the actions of the monstrous wif&ahawaonce she appears fully
transformedare characterized as at least unnatural ihootfemininealtogether. Compared to
her movements in the first half of the play, the actions she takes during the climax where she
comes to exact her vengeance and murder her former husband arateipairticularly striking
as they are more physicahddirect Her actions arelearly readable as mimetic rather than
stylized movements imbued with meaning by dlseompanying script, as is more common of
enactment im @rwisted by jealousy and resentment, shéeis seen taking up the hair thfe
onewhom she believes to be the new wife. She twists the hair in her hand, runs her fingers
through the tresses, but then strikes the hair with her rod as if cutting it. While in the text the
audience is informed that tllen m yA®g no Seimei has made use of straw effigies to serve as
surrogates to try and divert the vengeance of the monstrous wife and redirect her curse, on stage
by using the props of samuraihat and a wig to represent the husband and his new wife
respectively, the visualmpression is givethat theshiteis committing serious violence to an
Aact ual oconsequenidylehumanizindgerselffor the audience.

In some performances Banawa t hi s emphasi s ontorenhoeet hi ng

her femininity andlistanceher from the audiends taken even furthemthecandld i t A Spi c a

a

N@® performance held at t hethsStadtipnally osediaasi a Par k
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replaced entirelyith a robewhich sheworeover her head upon entering the stage, completely
obscuring her image from viewlthough unorthodox, the choice afrobe is partially informed

by the text as thehiteherself makepoeticreference to the article when she first appears in the

play:
F Q0o ["T XXTgwe *?

fiCounting the daywrrappedand bound byove, | go to pray at Kibune Shrine
Themost overt of these references can be found iplinesekoigoromo( [ ), whichlikens
the feeling ofbeing caught up in lovei) to wearing it as one would wear a rogeromq. The
opening wordhimo( F )whichtranslatesiday s o can al so be read as
for a robe, which further evokesshmagery, both of which are utilized itileen Kat@® s
translation oKanawa

As the days unfold and pass,

My love becomes a robe

Whose fastenings ever multiply

To hold and bind melQ7)
The robewornin the Spicaperformancef Kanawasupports this view of the rolas a visual
metaphor fovhat constricts and oppresses her charaetdr@din spoken verséAs she throws

off the robe that had up untitat point kept herunseennd t he audi ence i s sho

face, they witness her cease being a woman and become a. demon

2Taken from the Shinpen YNdkhyoonk Bkeoht benma Baunndg aXkaut @, e nvsohll. 2) .
122



Fig. 17. Screenshote f i d i Famwited reapriling ofi S p N @ Kanawaperformance

11.3.1.2 Aoi no Ue

Forboththem @ heatre and Japanese classical i ter
bestknownexampleof the chssic femal® n r aycetypeespeciallythe murderous lover role,
in terms of her narrative arharacterizationOf then @lays that feature a vengeful ghost
character, she is one of the fésmaleshitewho explicitly refers to hersedfsano n r iy H&r
play, Aoi no Ue

6by AXE 1x' o9

Al amntopfd Rokuj @ no'*Mi yasudokor oo
While other female vengeful figures such as the one fouKairawacan certainly be defined as
0 n r eyed without naming herself as suulith her explicit declaration is théar more overt
intent of vengeangeoupled with an acknowledgememR o k u j @df the nptare oher
own behaviorConsidered to be the oldest and most popular of existififays based on
Mur as aki Gé&hMokdgdtan Aosno Uelargely concerns the chapter in which the Lady

Ro k pas @i k i, sulyc@hsciouslytsacks the principal wife of the young Geniji, referred to as

12ZTakenfromt he Shinpen Ni hon Y&kt yeonk UBsupnbgrask ua nZe nSahtid, vol .

124 Her full title as written inGenji Monogatai most often referred to as the Lad)
being on i SNixytas vAdveeknaurea ,0 whi ch | iterall yowasradites| ates t o
typicdly given to an imperial princess, tr a lady serving at thenperial courtwho was lower rank thathe

empress.
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fi A olf°in cetaliation for being slighted as his lovir.comparison to her portrayal in the nqvel
however there are notable changes in hiwlL a d y  Rchakaat¢isdepictedn then @lay,
especially in terms of her motivations for appeadsgro n r. Yhid siggess a shift in both
social views of womenf the timeas well as utilization athe classic female n r figuge.

The most distinctive difference in Rokuj @6
actualspiritual state of her charactén then @lay Aoi no Ug a nameless courtiexplainsto
the audience that the Lady Aoi has been posséssadnalicious spirit, and none of the rites
performedo cure her have worked. Atloss for what to do, the courtier calls on the female
medium Teruhi to perform a summoning ritual to discern thetitesf what torments Aoi, be it
|l iving or dead. Shortly after, the spirit is
intense jealousy. With Aoio6s life in PBteril, t
perform an exorcism.

In GenjiMonogatariun | i ke Genji 6s other women, Rokuj @
great sense of dignity and an indomitable spirit for revenge, both in life and in Eigatho the
events of the fAA0i 0O chapter, Rokujo®Wé&stwgnaer.iy
alowerr anked | ady who cont r iRoktugsdestrivpedi@Bayglli 6s di s
Tyl er 6 s t Geajiiviorogatai on o f

Late in the evening he [Geniji] dozed off to see a beautiful woman seated by his pillow.

S he s aardawbndertwo me, but you do not care to visit me: no, you bring a

tedious creature here and lavish yourself upon her. Itis hategfubou and very wr o

She began shaking the woman [Ylgao] besi de

2Occasionally tranishateflemandé e bshapdddesvesandihe pl ant 6s hea
contemporaneous spelling of the word beafighi(0 " ® ), whi ch i s homophonous for fia
126 The northernmogtart of the Enryakiji temple complex omop of Mount Hiei,locaied in present day Kyoto

prefecture.
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NotonlydoeRo k uj Wbbsryichg about the deaths of both YI
herspirit remains irkonoyoto exact vengeance on Genji by possessinguéimdatelykilling
Murasaki, the most beloved and treasured of his romantic liaisons.

Unlike Genji Monogatarj howeverjn then @layt he Lady Rokuj @ is pre
spirit of one deceased, rather than as dni asiyrid t he fAAoi 0 chap®er of ¢t}
she appears before TeruhiAoni no Ue her words express the anguish of her karmic
attachments

Riding the Three Vehicles of the Law

Others may escape the Burning House.

Mine is but a cart

I n ruins |like Yligaods house;

|l know not how to flee my passions. [ é]

Like an oxdrawn cart, this weary world

Rolls endlessly on the wheelsretribution. (ShiraneTraditional Japanese Literature

928)

Rokuj ®6s passions for Genji, the object of he
desire for revenge, all of which seem to have outlived her own lifetime, cause her to both linger

as well as continue to suffer konoyofor her sins of attachmentaught in an endless cycle, she

finds herself unable to move on and be at peace.

PassiorAueled jealousy is largely considered the foremost motive for the classic female
onr gsgeciallywithm @ heatre portrayals, and the same |
harbors are also present in the novel. Given her actions towards other female chavatias
YI gao and Ao iappedreto bmutieated largely bygassionee j eal ousy of
other lovers. Upon closer examinatiorf R o kondud@tbreughouBenji Monogatar; both

living and deadit becomes evident th& o k u j @ sneorela delsitie to protect against damage
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to her dignity rather than adesiretoregaiGenj i 6 s attentions. As desc
is a highly educated ol der woman of high birt
would have become Empress. Such a woman must be in possession of a lot of pride, as can be
inferredbyher ef usal to be relegated to concubine st
entourage. Rather than consenting to a status that is beneath her, she decides to leave the court
altogether and spend the rest of her days with her daughter in a house jdsttbatsapital.
It i s this pride that iIs identified by Gen
woman. While initially this reserve was a source of titillation and intrigue, posing as a great
challenge to overcome, once he had succeededtingykér to surrender herself to him:
[ €] he had changed and taken most wunfortun
One wonders why there lived on in him nothing of the reckless passion that had
possessed him when he first began courting herh8iself, who suffered excessively
from melancholy, feared at the same time that rumors of an affair already embarrassing
because of their difference in age would soon be in circulation, and she spent many a
bitter night, when he failed to come, despairavgr her troubles. (Shikibu 580)
Rat her than be outright pining for Genji, Rok
scandalous affair on her reputation, which she prizes above all else. Based solely on her
extraordinarily high social positioshe should be entitled to the utmost level of respect. As a
woman, however, this does not play in her favor and her attitude is viewed as being too prideful
and unbefitting to Genji, who then turns his
unknowingly incurring her supernatural wrath:
How strange a |l ove this is! And on Rokuj @,
stirred his guilt, and he understood her anger, however painful it might be. The more
fondly he dwelled on the artlessinnace e [ Yl gao] before him, the

her[ R o k alittl&df the pride that so unsettled him. (Shikibu 66)
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Although Geniji is not completely devoid of guilt, which he himself acknowledges, he is still put
off by her prideful air and believesto be in excess.
Furthermore,tiis arguably an injury to her pride, rather than outright jealousy, that

provokes Rokuj @ into t ar gGenjiiManggat&iEThejinciting pr i nci

incident that | eads t o ptércigeherallyaocspsed ts lseithe kamon t h
Festival’>’whi ch both Rokuj @ and Aoi attend out of
proceedings. Unli ke Aoi, however, the Lady RO

unassuming carriage out of concern of being seen in public. Not only is she identified, but her

carriage is also forcefully ejected from its
her own carriage, and Rokuj @ is left mortifie
Bythetimeallte carri ages were in place [the Lady
the | east of the gentl ewomends, and she ha

extremely put out that she had been recognized after all. With her shaft benches broken

and her arriage shafts now resting willyilly on the wheel hubs of other carriages, she

looked so ridiculous that she rued her folly and wondered helplessly why she had ever

come. (Shikibu 167)
As much as she is concerned with how she appears to others, hahewvierstill shown to be
attached to Genji, as she Aknew how badly she
himo (Shikibu 171). Despite being keenly awar
Genji will damage her reputation and imaglee is tormented by her inner conflict of pride and
love. It is this torment from which she had sought relief by attending the Kamo Festival in the

first place, only to be met with even deeper mortification.

127 Althoughthe official namestill remains the Kamo Festivelie to its continued association with Bleimogamo

and Kamigamdhrinesthe festivalis referred to moreften as the Aoi Festivath present dayapan.
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Rather than be focused on cultivating her feminine imge,k usjal@ost entirely
concerned with how shaight beviewed beingn a relationship with Geniji, who is far beneath
her status. Heexcessiveamountof pride and consequent efforts to uphold her inage
resented by GenjAs she asserts herself to himd makes demands on their relationshipe
also emphasizes thesgiarity in status between them, effectively placing the man beneath the
woman.Thisimpliesthat in the Heian court society Gfenji Monogatarj even during a time
when the nobl ewoman enjoyed the most tdfipower 0
subl i mate her own wil |l for the man, and refus
part.
Al t hough alSopoktrayeddn thes@lay asa womarpreoccupiedy how she
appears to othersnplying a similarconflict of pride within her character, it is not to the same
extent as in the novel. Like tlé&enji Monogatar; albeitoblique references to the carriage
incident inAoi no Ueindicate the degree of its impact on the L&lg k u @ 6 gndhow it
serves athe impetus for her vengeful actiofiroughout the play, theéhites peaks of a #fAc
(@ ), or carriage, and its parts such as the wheels as a metaphor for her tanmerdugimes.
When she first appears after berencgotiseimamerned b
in which she attended the festival and the at
Kw yTOoUug poF" 02xdY.1!®
AAh, how shamef ul it is to come now I i ke I
To Teruhi, too, it is apparent that the effetthe event has also influenced how the spirit
presents herself, as is clear in the way the
How strange! | see a gentb®rn lady,
Though I know not who she is,

Riding in a decrepit cart,

2Taken from the Shinpen YNdkhyoonk Bkeokt benma Baunndg aXkaut @, e nvsohll. 2) .
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And one whaseems a waitingnaid,

Clutching the shaft of the eess cart (Shiran&raditional Japanese Literatur@29)
While R 0 k u jstifashased by her unsightly appearaste, does not express the same
indignation over her damaged reputataanshe does iGerji Monogatari. Rather than feeling
bitterness over public humiliation and mortification in her past life, her lamentatidws o
Ue are more nostalgic, even melancholy:

In days of old when | moved in society,

On spring mornings | was invited

To theflower feasts at the palace,

And on autumn nights

| viewed the moon in the royal garden.

Happily thus | spent my days

Among bright hues and scents.

Fallen in life, today | am no more

Than a morning glory that withers with the rising of the s8hirane,Traditional

Japanese Literatur830)

Unlike in Genji MonogatariRo k uj @ i s sferlernly reminisaingoveoherylery days
as aprominent noblewoman in court sociegther than agonizing over thetualreception of
her public image.

DespiteR 0 k u gxgféssions of melancholyerintensityas amo n r ity Adi no Ueis not
temperedSoon aftebeing summonebdy Teruhiandexpressing heyearningfor a life long
since pastR o k unpk@s clear heeasons for appearing apdssessing Aoi

My heart knows no respite from pain;

Bitter thoughts grow like fern shoots

Bursting forth in the field.
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| have appeared here to take my revenge. (Shifaadijtional Japanese Literatur@30)
With her expressionf intentfor i r e vée nagred -itieatificat®reals & n r, iy lcomes
quickly apparent thdtowever forlorn and pitiful she may appear to Terahd by extension the
audienceher thoughts are fixated exacting vengeance a@hose who have done her wrong:

d2 x Yvuwl bw" yNDTtF =Zo9!®

ATo those at whose hands | have suffered,
Unlike in Genji Monogatari, however, the target of Rokuj @6s
Aoi no Ueappears to be primarilpr perhaps solefyAoi rather than Genji himself.

Although both the novel and tme@lay share the same apparent inciting incident and
breed a similar degree of r e stckiomAoitGeniin t he L
Monogatariare implied to be broughtonorlate ast ex ac er b a tGomseqbently,Ge nj i ¢
Aoi presents asore of an unfortunate victim or casualtythe novekather than a direct culprit
deserving of vengeancBy his own admission, Genjis not wi |l Il ing to commi:
At the same time, however, he finds the idea of losing her unpleasant and so he persists in
mai ntaining their relationship: Al quite wunde
worthless as | am, betven if you are fed up with me by now, it would still be much kinder of
you to continue receiving meo (Shikibu 171).
i kitrhya# seeks out and torments Aoi, @as the car
rivalry hitherto dormant for many yearso (Shi
preoccupied with seeing to Aoi6s condition as
renew his att ent iSeengthisshe cehrksthim@vemvtethdr hiss hor t .

intentions to redevote himself to her are genuine, to which Geniji responds in kind by

guestioning the Adeptha of her own feelings t
iOnly your sl eeves are wet? So your feeling
2Taken from the Shinpen YNAkhyoonk Bkeokt benma Baunndg aXkaut @, e nvsohll. 2) .
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It is shallow, then, th&eld of your hard labors, not at all like mine,
for |1 am wholly immersed in the deep

Have | failed to answer you in person only because you mean so little dqSmé&ibu

173)
I n his message and ,pecenparedht depth dier eeingtofdoveRoo k u j @
hisown andcalls herii s h a linlcamparisonl t i s not unt i that@etlyi i nsu
begins to suffer, eventually losing her life to the forch@fvengeful k i. Evgndn the thick of
her jealous violent onslaugtitpweverRo k uj @ i's still shown to be |
public image and the scandal over bdingwn as so out of control of her own mind

She would, she knew, be talked of far and wide. No doubt it was common enough to

leave a stilactive malevolence behind after death, and this alone, when told of another,

would arouse repulsion and fear; buttit should be her tragic destiny to have anything

so horrible said of herself while she was still alive! No, she could not remain attached to

so cruel a lover(Shikibu 173)
Although she resents Aoi and lashes out at her, at no point in the novel d@gpshr to hold
Aoi responsible for her misfortune and instead considers Genji as her lover largely to blame

In contrastR 0 k u j @ 0is Aoihna Weappeds to be solelyreserved foroi, which she
openlyexpresses whilattempting to directlhattack the object of her resentment:

Kwx cOM" s B8myYN 01 Qa 3

fiAh, how! do hate you, | shall not be satisfied unless | styie dowrd
Not only is her hatred for Aoi more apparent inthgdlay, butR o k @lgodlames her romantic
rival for what has happened to h8he fully intends to make it knovia both Aoi and all those
who are witnesby her wordsiiomoishir@(@ 0 b : Rdtognize what you have dooeand

declarewith convictionwh at i s happening at present to be

WTaken from the Shinpen YNAkhyoonk Bkeoht benma Baunndg aXkaut @, e nvsohll. 2) .
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fiThis hatred | harbor now is retribution for the @ast
Ratherthangac asual t y of as@epictedn tbenovewhere Anireseives the
unfortunate backlash and suffers the ultimate price as a résulippears to be the sole
intendedtargeto f R o k uj Qairstheplayn ge anc e

Unlike in Genji MonogatariGe nj i 6 s r ol e i n topreséntals ans
0 n rigc@nsiderably diminished ihoi no Ue This is indicative in the only referenoeade to
Geniji in the play being in terms of his bond to his principal wife:

My unfathomable hatred

Causes Lady Aol to wall in bitter agony.

But as log as she lives in this world,

Her bond with the Shining Gehjf will never end (Shiran& raditional Japanese

Literature 931-32)

dri ver

An added effect of GeAnijnd Ueisthatlhismctions eselpertdayed ase s e n ¢

largely innocent. This is further enhanced by the fact that the character Genji himself makes no

appearance in the actual play. Instead, a nameless courtier in the service of the Emperor Suzaku

is the one presenttowaec h over Aoi and witness Rokuj @6s Vi
privy to Genjiodos role in the affair, nor are
culpability in eit heBvenRihekaudie@té may batadpriori 6 s suf f e

knowledge of the originabenji Monogataritext, by lacking an opportunity to see Geniji as

anything short of fs hresulisingll tiie wtorhgeoingimtherplayc t er 6 s

falling entirelyoomyBokuj @ as the femal

BiTaken from the Shinpen YNdkhyoonk Bkeokt benma Baunndg aXkaut @, e nvsohll. 2) .

32|n the Japanese scrjpt Genj i 6 s name .Hsinstead is referxed fo hs@aru kirhi(y 0, whict

roughlytras | at shiingpo i mce. 0
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Il n contrast, Genjio6s actions in the novel,

Ro k uj @, ondonesl aspart of tlee narrative3enji Monogatari Prior to the events at the

Kamo Festival that wultimately | ead to Aoi 6s p
censures Genji for his poor treatvaedsocialbf Roku
position and status, even warning him about t

Highness thought very highly of her and showed her every attention, and I find it intolerable that

you should treat her as casually as you migftamot her woman. [ é] Never ¢
suffer humiliationo (Shikibu 165). Despite hi
however, Genjiods actions wultimately | ead to A

aware of his misconduct engluto admonish him, too, is a clear indicator of just how much
Rokuj @6s privacy has been compromised due to
mortification.

Although still embitteredn then @lay, rather than explicitly reproaching Geniji fiois
contributing to her feelings of neglect and shame like she dd&&snjn Monogatarithe Lady
R o k wfjA@ no Uedoes not blame or strike out at Geniji, not even verbathher, he is
| umi nescent, and fimore beauti ful(©3®)Hnstead,as f i r ef
she laments her loss of and helpless longing for his love, it is the thowdisappearing
altogethereffectively becoming unseetiat she cannot abiae endure

FpKwi 96 Npocdo" X PVMAFdwW"IbNRY, 1xgciu>

A To beeresaoruprooted and desolate, and to disappedndidew on the tip of a

leaf, this | find hateful above all elee
Consumed by the thoughts thaélovethey sharedsovera bond A[ n] ever to be
inadreamdRokuj & becomes fixated on Aoi

Standing by her pillow,

BTaken from the Shinpen YNdkhyoonk Bkeoht benma Baunndg aXkaut @, e nvsohll. 2) .
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| shall place Lady Aoi
I n my wrecked cart [ é]
And secretly carry her of{Shirane,Traditional Japanese Literatur@32)
Killing Aoi thus becomes theegans by which the seffroclaimedo n r will@&chieve her
retribution byputting an end té\ o i fibbso n d dhe ene shécovets
While Geniji is portrayed iGenji Monogatarias not beyond reproach and perhaps even
at fault for what transpires concerning the L
the characteRo k uj @, si mi |l ar t @éoi modgis adsh reot necessapily e sent e d
portrayed in a positivedht. As noted earlier, her preoccupation with her reputation and her
sense of pride are viewed as largely negative traits, especially for a woman. Later in the novel,
l ong after Rokuj @ has passed whatdyai Sl iy st il
companyo she made while alive and even compl a
| agree that she had reason to be angry with me, but the way she brooded so interminably
over the matter, and with such bitter rancor, made things very unpleasant. There was
something so dadimg about her that | could never enjoy with her the daily intimacies of
life; 1 could never drop my guard, lest informality invite her contempt (Shikibu 646)
Chastising her character and memory so openly to others, however, turns out to be a grave
mistakecon Genji 6s part. The intensity of Rokuj @6s
back fromanoyq n o w a e n gtp @unishGenf for speaking ill of her by possessing
Murasaki, through whom she makes her resentment towards him very clear:
ig] | hate you, oh, | hate you!o Her air of
her weeping and wailing, and it filled him [Genji] with such fear and loathing that he

wanted only to silence her.
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Al é] What | find part intanlyarspuyningpnieffoe nsi v e,
ot hers when | was among the |iving, i's tha
di sagreeable woman. [é]0 (Shikibu 655)
Even in death, Rokuj @6s reputation continues
enough tacauseiorment to her spiriin the afterlife and prevent her from being at peace. Unlike
in the earlier AAoi 0 chapter, however ,patt her e
upon seeing Murasaki 0s possessed form. Instea
think that someone frightening enough already when she was alive had now assumed so
appalling a guise i n ltasmtdhisipeir twoatl dRo k(uSihd kti rbwl y
monster to Geniji, virtually unrecognizable as a human wokl@nattachment to her reputation,
to her public imageand her unnaturally desperate attempts to maintain it from beyond the grave
are what irrevocably transform heato the monstrous feminine.
In then @lay, howeverR o k usjnd@seen asuffeiing the same level of censure for her
actions In contrast to her character@enji Monogatar,j or even the monstrous wigeenin
Kanawa,R o k u indivaons and vengeanceAoi no Ueall remain strictly within the private
spherewhich seems to absolve hersome extentThis is not only reflected in her verbal

expressions of anguish, but also narratively in that her tormented spirit itseiiible to all but

Teruhi: AThough all night |l ong | gaze wupon th
[ €] As | have no f or m, TrggitonapJapanegediemtu@d®). by o ( Sh
Instead of an excess of prideGenji Monogatariwh at @Avi |l i fi esdo Rokuj @

audience irAoi no Uehas more to do with her apparent lack thereof. Heedless of how she might
appear to others, she has given herself entirely to passion and behaves as one completely
unbefitting of her stature. Even Terutho initially expressed some sympathy or at least pity

for Rokuj @ when she first appeared, views her

and censures her openly:
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What shame!

For Lady Rokuj @, gentle born,

To seek revenge

And act as one lowborn

Are you not ashamed?

Stop and say no more. (Shirafieaditional Japanese Literatur@31)
Unlike her literary counterpart i@enji Monogatarj who as has been noted was at times more
concerned with her public image being tarnished rather than pure romantic jealousy of her rivals
for Genjios affection, s on ¢laybypassiodutledhatred he L ad
that she has abandonaitisense of propriety and sharier earlier embarrassment is long since
forgottenas she aims tmflict overt violence upon her rivallhis is even more apparent in the
Japanese text, in which Teruhi |uwarminchi(ft he beh
4 , fAbeating qdacustohteatehtaled¢he previous wifé df a man venting her
anger by beating his newly married spouse, typically practiced by those far beneath someone of
Rokuj @6s s (ronemaotol1200 si t i on

Furthermorebeing unmarried to GenjR o k usjal&€b being censuréa Aoi no Uefor
overstepping her bounds as a lovidre Heian court society was largely polygynous, and
marriage for most wasiore of a loose construct @sHitomi Tonomura describes fia soci al
process without a nara€135).A man was mitherobligated tdfinancially support nodevote
himselfto his wife.Whatwas perhaps thmainsocialresponsibilityof a husband in a given
marriage was toee to thefuturesof any children bornas a result of himaritalunion!** The
principal wife, howeverywas considered special positiorelevated abovanyother wives and

concubinesAc cor di ng t o [whetkehor not héHas skexoal relditions with her, [the

134 For a detailed account on Heian period marriage customs, see McghyIMdilliam H., iJapanese Marriage
Institutions inThe Heian Period
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womanodos] secure position as [principal] wife
[being married first] and her #&Yodnie#ds)ement of Db
As Genji 6 s Raky @&uoes notthavethevsanme social expectations or
responsibilities as one with the role of wipgincipal or notwhich arguably serves as a primary
source for her private anguidbespite being only a lovetheL a d y R @dsivejtodlace
herself as equaltooraboee nj i 6 s p Aaiis tbarepie Whatcasts der character into
the abject for the audiendder actons threaten the established social arties her inability to
reconcile her lower position in heelationship with Genji and her passionate desires that breeds
the karmic attachment she suffers fronAm no Ue.
What perhaps makes |RoukforgivEableroweveraighatgnlikes si ons
i n the #AAoGenrji Menhgatariortheo norfry KAnawa the femaleo n r of ADi no
Ue appears not as ank i butyagda spirit of one deceased. Unlike the monstrous wifanawa
t he e xt en transgfessiBnark noj a@sesem as monstrouas to warrant as harsh a
reprovalfrom the godsn the play.This is arguably becauseontrary to how she behasia the
novel,sheis not portrayed as haviragtively rejectdher rolewhile still aliving member of
society to exadhervengeancerhis might also explain why dpse herbeing censureds a
murderous loveand beingstillr e f er r ed t o Ruponder transtoxmiatidikesh@i r i t 0
femaleo n riyKanawathes oul of Rokuj @ i ssavedthrdugh®udehisty s h o w
prayer:
Hearing the voice ahcantation,
The demonds heart grows gentle. [ é]
She enters nirvana,
Released from the cycle of death and rehirBuddha be praised! (Shirangaditional

Japanese Literatur836)

1351n the Japanese script, the same word () is used as iiKanawa
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In contrasthaving so disturbed the social nortime monstrous wife iKanawais given no such
opportunity or, perhaps, has forsaken all possibility,karmicsalvation At the same time,
although she is saved by the power of the BudBha k u pwd posver as aonr yidAoi no Ue
is considerably temperembmpared to how she is depicteddaenji Monogatari Unlike in the
novel not only doeder spirit ultimately fail in killing Aoj but theexorcism ritual isalsoa
successn then @lay.
When consideringhe differences in characterization and narrapio¢ between the novel
and then @lay, it is important to acknowledgée potential influence of writer perspectiaed
intended audiencén her articlefiThe Tale of GenjRe qui red Reading for Ari
according to G. G. Rowley:
From its very inception [ € Mu r a s a &enji Mbhopatarwagdippoduced and
consumed by women at the highest echelon of Japanese society. Until the early
seventeenth century, whe Gengrenaioethpnl et e t ext
aristocratic text, its manuscripts the property of aristocrats and aristocratsatggirin
interpreters. (39)
As both a woman writer and a member of itesan aristocracy, this may account fdurasaki
S hi k appareitfocus ibenji Monogatarionmorefl f e meourtgdlitics, namely love
intrigues This may also explain certaportrayals of female characters in her novel, especially
theL a d y Rask efle@on of what was viewed as acceptable womanly behavior from the
perspective of a fellow womam contrastAoi no Ueis most often attributed to Zeami
Motokiyo, which tertatively pla@s its writingsometimeduring the early to midMluromachi
period The changes made inthe@layt o b ot h Ro k uj @eflectnad onligaeshift nar r at
in social values of a medieval soci¢aygelydriven by the samurai cladsut alsahe

perspective of a male playwright writing fpresimably apredominantly male audience
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In terms of imagery as well as enactmemiike theo n r of KAnawa,the shitein Aoi no
Ueis witnessed by the audiendeectly engagg with thehigher powers, in this case Buddhist
forces hardat workto staveoff her vengeancén her movements theris an almost disturbingly
vivaciousand martiaknergy as she battles with the pribb has been summoned to exorcise
her spirit and save the Lady Adis hero n r wiefds heruchizug( , Ahitting caneo]
prop commonly associated with demonimisigr aggt
it overhead to strikehe prest is shown placing himself directly in her pdtlocking her
attempts to attack Aol hi s r e s ul ¢ 1 rpyegentiRgeak farmaré dynamic and
menacing.
Additionally, the threashe posestGe nj i 0 s p is moreinmedidicasRio k e j O
transformgo reveaher true nature a@no n r witl®ut once leaving the stagEhis is unlike
what is typical for most @lays featuring ghost characters, wheresthieeoften exits at the end
of the first act of a given play hangecostumdor therevelation of their true form in the
second actTheresulting effect is the audience is given more of a sense of foreboding as they
wait for the shiteto turn and reveal hér d ® m i selfd~urthermore, the threat she poses to Aoi
is far more real altogethefgr although inKanawathe femaleo n r isys@bwn to enact physical
violence all of it was directed at effigies of hertended victims rather than the people
themselves.
Despite thisalthough the dialogue informs the audience of the presence of Aoi, it is
important to note that likhe characteGeniji, Aoi is not physically present on the stage. Instead,
a robe is laid out to represent her prone, silent form for the entire duration of th€hgastark
contrast be tthefee®tnh &Rro& dvloBackvely seeking vengeanand Aoi as
the Di paalj ve woman who i sincreasesthefenaen pys@ si cal |
menacing presencdl t hough Rokuj @ gets t o,sbestddgoesy ver bal i

largely unheardasneither her lover Genjior Aoi are really present ihoi no Ueto interact
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with. Not only is she unheard, but she is also unseen, as her form is invisible to all but Teruhi,
who consequently has to translagr wordsand convey her presence to others.

Only aftershe has transformed and emerges as a monster can she, lam se¢thatas
in Kanawais also punctuated lyisrobing and shedding markers of her femininityAoi no Ue
this largely takes the form te shiteliterally pulling off her outer robérom her own bodwt
the end of the first halfvhich she then brings ovier head to conceal hersaff shéurns away
from the audience to chandguring the climaxn the second half of the plaghefully sheds her
robe as sheevealsher transformednageto the audiencwith the contorted features of the
hannyamask and her baredoko-patternechaku(seeFig. 10). The robe that had up untitat
pointkept herhidden and contained left discarded on the stags sheabandonsestiges of

acceptable femininity anaictively engages the priesho stands in the way of her vengeance.

\,;\
Mawmi c hi

Fig.18Screenshots frcmpfvide@cbd:osjing)ohdinmgle‘)ﬁ’ﬁ‘érmance byéy a
2000HYs h@d N@Wgakudg, Tokyo.

.
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In addition tothe literal robethe discarding as well as taking upatiier articles of
clothing or props are utilized to signify change in¢haracteover the course of the
performancePrior to theinitial disrobing,theshitealso casts aside therge fanRo k uj @ has
been holdingup until this pointwhich she later replaces with thehizue Later, however, when
theshted s powers are overcome b gheléeavestheschizuee ngt h of

behind to take up the fan once again. WhileHsmyamask may not have changed and her
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hakuis still left exposed, through spoken verse and the amad# agaitaking up the fan, the
audience is informed of thehited attainment of salvation.

1.3.1.3D G| Dj i

As a play writtercomparativelylater than bothKanawaandAoi no UeD @j i€ i
considerednoreof acontemporaryiecewithin then @heatre Loosely based oasetsuwan
the Konjaku Monogatars h ih whichanamelessvomart®® and hetustful infatuations with a
monkultimately lead to his deatlihenshe transforms herself into a serpentine monster in order
to pursue himD @ j fgsénts aarrativethat is markedly different than its original source
material'®’ These changesspecially irthe characterizationf thefemaleo n r apdihe overall
plot within the play indicatenot onlythe presence ahanges within the @heatre in term of
portrayingthe femaleo n r aycletypebut alscthe earlypresence of a protdead wet girlhints
of therole typeand its associated views of women that will become so prominent in later
Japanese horror cinema

The most indicative change is the shift in the fenoale r chafacterization iD @j @ i
from being depicted as a widow as in the original literary texd,toy oung unmarri ed #
ngl ay. I n the play, the abbot of the temple D
empty, has finally decided to have a new bell raised and holds a dedication ceremony. While the
ceremony is taking place, Wever, he strictly forbids the temple servants to allow women inside
t he grounds. I n the abbotbés absence, a myster
shir apy @9, mgproaches and persuades the servants to admit her in exchange for a
dance. As shdances, her true nature is slowly revealed as a malevolent spirit in disguise and she

flies up into the bell, causing it to come crashing down. After the fall of the new bell, the abbot

138n later literary renditions of the tatdhe will be known as Kiyohime.
137 Although it should be acknowledged thatthare e mul t i pl e ac c o uhen @laysf t he DJj O]
considered to have mostly takearrativeinspiration from thesetsuwaversion found irthe Konjaku Monogatari

s h {Klein 29697)
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explains that the Awomano t hehe speitroffaavanmtaswhb,ad al
upon transforming herself into a giant serpent in the Hidaka River, had chased a priest she was
madly in |l ove with all the way here to D@j @j i
priest who had been hiding inside trgginal bell by roasting him alive in a jealous rage and has
been haunting the temple as@mm r eyedisince. The abbot then gathers his priests to battle her
monstrous form.
Tentatively attributed to Kanze Kor No b u mi t s u thenwgh i awiiing | ac e s
sometimeduring the late Muromachi perioD, @ j 8fledtsa timewhenwomenincreasingly
became integrated into the patrilineal household. As Barbara Ambros wit&smen in
Japanese Religionstarting as early as the late fourteenthtogy:
The rise in virilocal marri ages was accomp
Additionally, remarriage gradually became less acceptable for widows, due primarily to
the spread of Confucian ideas about marriage and feminine jdéals T h e esédhadc h a n g
far-reaching repercussioffigr female renunciation, the increasing demonization of
female jealousy and sexwuality, the associ a
defil ement, and the exclusi i) of women fro
With the gowing affirmation of the patrilineal househpld wo man 6 s dunngthear y r ol e
Muromachi periochiftedtowards being more defined as heu s b a n dh@rshewasfiribe
Heian periodConsequentlyfemale characters nportrayedn roles such awiveswereall the
more emphasized as abject and outside the expected social norm
Althoughthe charactein theKonjaku Monogatars hsetsuwas also acknowledged to
be youngasshe is in then @lay,asa widow she idy extension more closefssociated with
thesocialrole of a wife.Having been married once before, she shpuddumably have a better
sense of proprietyDespite thisherii | u s t f udrivethey ® grieveusly overstep social

boundarieand be sexually aggressive in pursuing the monk:
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At midnight she secretly crept to where the young monk was sleeping, covered him with
her dress, and lay down beside him. She nudged him awake; he opened his eyes in fright
andconfusionil| never give ,lood@iing tthe twrolwmel e md ut
here tonight because from the time | first saw you, this afternoon, | have longed to make
youmyspousd. €] My husband is dead andUry93)am a wi
The wi dowbo portrayed ais appadling aat jest for besariallyand sexually
transgressive as sheakes advances on the marattempts to make him her husband rather than
the other way around, balso for beingnorally transgressive @he pursues not just any man,
but one of religionAware of the karmic assequences, the monk attempts to warn her of the
dangersbuttonoavall A Shoul d | carelessly break my vow
dreadful for both of wus. (UAB3.Mhdeo nmoan Kl 6 ss urcehp et ahtoe
attempts to refuse her advances only vexes the widdier and encourages herincreag the
degree of her transgressive behatppersistingimi e mbr aci ng him and teasi
h i rflry 93).Ultimately, hedeceives her byrpmising to do as she astsce he returns from
his pilgrimagesothat he can escapé@/hen she discoverss betrayalthis prompts heemerging
asafemaenr.y @
Unlike in Kanawa where the female characteeigplicitly attributedthe social roleof
wife that she ultimately rejects as part of the narraiiv® @ sh¢ is stripped ofirtually all
social attributes altogethaviuch like the dead wet girls that will follow centuries later, it is
neither her behavior as aandoffeselfthaiisviewedass | over
transgressiveer initial prohibition from entering the temple courtyard to attend#ile
dedication ceremonig solely on the grounds bking femalewhich echoes concepts of inherent
female defilement that wernecreasingly taking hold of Japanese medieval soclétg.resulting
effect on her characterizationin@j i€thdth er i dent i t y inthscasa fAfwgimaln, ®

is emphasized above all else.
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Furthermore, by being i g i mdt even aaexuilly experienced woman, her
character is portrayed then @layas more naive, led astray by the careless words efsyth
namely her fatheras described by the temple abbot
The priest never forgot to bring charming
the steward, who doted on the girl, as a |
your husband,ando u wi | | be his wifelo In her chilc
was speaking the truth, and for months and years she waited. (Keene 248)
While beingsoyoung and ignorannhay garnesome degree afympathy or pity from the
audienceultimately her character istill admonishedlue to her behavior. Althougthe may
have beeimnocently misled at first, thirce of her passiobecomes smexplicablystrong that
she loses all capacity for reason wishe is rejected by tmeonkand violently transforms
herselfto exact vengeance
Additionally, theshitefound inD @ i€ ndrenarrativelyassociated with water than her
original setsuwacounterpart, which reinforceke framing ofherrole typeas a protalead wet
girl. As noted previously, water is frequently associated with gloestsll in Japajandthe
young womarKiyohime, asshe will be later widely known as, is no exception vian
momentoudransformatiortaking place in theurrents of the Hidaka River
Soon the girl followed, swearing she would never let him [the monk] go. At that time the
River [Hidaka] was swollen to a furious flood and the girl could not cross over. She ran
up and down the bank, wild with rage, untilagt her jealous fury turned her into a
venomous snake, and she easily swam across the river. (K&ne 2
While water has beenftenutilized as a fluid boundary demarcatikgnoyofrom anoyq the
Hidaka River within thd @ | wajraitive is utilized as arsilar boundary exceptin this case
betweerthe human woman and her monstrous supernaturalrs&lénawaa similar

transformatiorof the womarusing wateis implied to have taken place, howetlee references
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are only minimal at besHardly anyreferenceo the Uji River is made in the play, where

according tol'surugi no Makithe original text on whicKanawais based, thenonstrous wife

o n r hadsupposedly completed her ritofitransformatiorby bathing in its waters.

Furthermore, thehiteof D @] i®@oi shown to have prayed to the gbikis the woman in

Kanawato attain her transformative power, implying that ability to transform herself intp

monstercame solely from within.
Whereas the emphasis on wateKanawais considerably diminished, tishiteof D @j @ i

is as much defined by her t Methgehdbehndtha on i n w

founding of t h eisheagilypnimbued withdbptijatandihe fenaning for

according to Susan Blakeley Klein:
D@j ®ji was supposed to have been founded b
shore at Komatsubara. As the sole support for her aging parents, she spent her days
diving in the c ddydhessheawaswdving she fpuéd a si@all e
Buddhi st icon [é] glowing beneath the wave
and filial piety, that was enshrined at th

From even t he t e mpWwanémnssubmerging themselvestinhvater s gentralfto o

t he D®@j Gisifor thiergason thatithough narratively the @lay appears to be derived

from thesetsuwdound inKonjaku MonogatariVirginia Skord Watergoints to thellustrated

scrolD@j @j i EngizaRmaki APi cture Scroll ]@8ksat he Fou

significant contributor to tha @lay rendition at least in terms admphasiing waterand

transformationAs Waters notesjot only isthere namention of the rivem any of thesetsuwa

versions of the legenbutt he womands transformation is only

138 Author unknowna twoscrollworkc onsi dered the first expression of the
form from the late Muromachi perio&or an English translation ofthext , see Waters, Virginia

and the |11 u®#84ated Scroll o pp.
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In Konjaku Monogatars hi f or exampl e, the widow dies and
snake forty f emfinesloftherpeairoomi(Uryh9dims contrasts witlhe
illustrated scroldepiction, wher¢hefemaleo n roys@ it r ansf or mati on makes
action of tWaterse?)ilntlseD Ojs @jr io | E ihegvilomdhwimis depicted as
the yaung daughter of an innkeepehasesfter the priest, her clothing and hair becoming
increasingly disheveledintil she finally casts off her clothing adives into the Hidaka River to
transform into a giant serpentine monstell before theofficial arrival of the dead wet girl,
this choice taespeciallycharacterize the girl d @ j dth water, or wetnesss indicative ofthe
presence of thisole typebefore its development in Japanese horror cinema.
So strong and fearsome a girl is she Heatjealous spirit continues to hadiné temple
D @j Where shédad killedthe priestthreatening thosthat live thereHer reasos for
continuing to remaiin konoyg howeverare markedly inexplicitUnlike the female n riy @
Kanawaor Aoi no Ug dthoughtheshiteof D @] @igkes referencetrerisi no and fAgui | f
audience is givenomparativehyittle contextas to what continues to torment Iseirit, at least
not in her own worddn fact, her story isvholly conveyed by other characters, namely the
temple abbqtto the audience
The serpent gl i ded handsearcheddereahdethere antiipdre o f
suspicions were aroused by tbevered bell. Taking the metal loop between her teeth,
she coiled herself around the bell in seven coils. Then, breathing smoke and flames, she
lashed the bell with her tail. At once the bronze grew hot, boiling hot, and the monk,
hidden inside, wasroaste al i ve. [ €é] | snét t48at a horrib
Unl i ke t heinAdmbye oRevénihgn@nstrous wife iniKkanawa sheis deprived of
an opportunity to explain or justify herself and her actiorthe audiencemaking her less
relatable andhus present as more of a monster than a human chavibié the femal® nr y @

inKanawad s ci rcumst ances ar esgantqudbneopportunity togxprese n, s h
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herself both before and after her transformation. Furthermore, she is still recognized as a woman
in the end of the playn D @ j , @nice the identity of her spirit and her story has been revealed by
the abbot, the priests react withvulsion rather thasympathy.This is evident irthatafterher
story is toldand the temple abbot and the other men ready themselves to engage her malevolent
spirit, she i s r ef er(n)eaddndlangemsa gia.Laékmgherpyace and thus
her perspective, thghitein D @ j i®jehumanized for the other characssvell aghe
audience.

The threat she poses to the other characters, and by extension the audiense, is
likened more to a monster needing to bequered rather than a human soul in need of salvation
In the climax of the second half of theplagt he pri ests ready th@msel v
they are primarily concernedith whether the power of their prayers will be sufficightT h o u g h
the waters of [Hidaka] River seethe and dry djpough the sands of its shores run/oDan the
sacred strengt h (&déened48J heihentireyffocusvithdtresir prafyeasi | ? 0
however, is trained on defending their temple from hexatnather than guiding her spirit
towards enlightenmén

And as we pray,

Defeated by our prayers,

Behold the serpent fall! [ é]

Her body burns in her own fire.

She | eaps into the river pool, [ é&]

Into the waves of the River [Hidaka],

And there sh&anishes.

The Priests, their prayers granted,

Return to the templ@Keene250-51)
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She is viewed as more akupernatural occurrence or phenometmbe dealt withand less as a
person Furthermore, olike in othem @lays featuring n r chatacters, both male and female,
theshiteof D @ | i@ poitrayed as actively striving to deceassd threaten the men in the play.
When she first appears, she disguises hersalas i r a angligsstdhtlie templservantso
that she can disarm themachieve her goals

In villages along the river banks

And if the watchers sleep when danger threatens

I 61 1 not | et my chances pass me by! [ é]

Up to the bell she stealthily creeps

Pretending to go on with her dance. (Keene 245)
Her intent to deceivpaints her character in a more malicious lightdinvites uncertainty as to
her humanityThe bitter grudge she holdsito that keeps her from moving on frée@noyois
one from long ago, and hardly concerns those whose lives she thr@hisratogethemales
hermore akin to théind of threat the dead wet girl femaden r ppg8s to her victims in
contemporary Japanese horror films.

In terms of enactmenifie impression of a monstisraccentuateth theshiteof D @j @ |
acting not just unnatural or uncharacteristic of a female charbates a humanNear the end
of the first act, as thehiteapproaches the beherdance, which starts oiffi slow, large circles,
gradually quickensHer earlier, circular movements become tighter until she at times looks like
sheis spinningn place as she chws closer to the belRs she stands directly under the bell
suspended oveead, the audience is witness to a startliisplay of power as the dropping of the
set piece is synchronized with thleited s j umpi ng u p wa giwes thennpeessiont . T h e

that the character has flown up into the Haérally isolating her from the audience.
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Fig. 19. Screenshots of bejumping from vide recording dd @ Bejfdrmance biKanzeKiyokazu, 24 Deember
2000, &2h oRark Noh Theater, Fukuoka.

This dramatic beljJumping feat, which is unique to the performanc®d j , @ patably
one of the primary draws for spectatdgkdditionally, theshited annaturalpower is further
exhibited to the audiende that the actual transformation of the female r of te play, as
wi t h R A& nou&takesplace not only on stage, but inside the bell isslthe priests
prepare to engage the monstrous thifeataudience knows is brewing from withihe suspense
builds Although they cannot see, or perhaps precisely because they saandtat is
happeningthefear and discomfort is heightened for the spectaldns. results in a stirring

reveal wherthe bellis finally raised again for the climax the second act.

While the bell plays an essential part in the actual revelationghit® s t r @ain f or m,

KanawaandAoi no Ue the taking up and discarding of signifiers of gender accentuate the

femaleo n r6ys@ t r a n drfttecaseoD Pp,@hi s e nt aifilds s radidiesnggo

of clothing from both genders. At the beginning of theypwhen theshitefirst appars claiming
tobeas hi r abysdsenii s given a male courtieros

dance for them. Whilthe wearing of such a hat is customary for the profesgioen that her

identity as a nd aibissgniftantvhatshe effettively etilizgs a aignifien s e ,

of male nobilityto gain access to the hdliis perhaps equally significant that once she has

achieved her goashe quicklyknocksthe hat offher head before flying into the betliscarding

the borrowed marker of masculinit@nce inside the bell, however, she also sheds the indicators
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of her femininity. As it is raised, shiaises her outer robe that she had pulled over her head to

conceal her transformed image,much the same fashion asAni no Ug and revealseruroko-

patternechakuandwildr ed wi g t hat partially conceals her
Once t he s n a koendreyigdgeshegnestia hndntense batiltsat

resembles the ebb aastheytdfeadtheiotémple fromiitssoastadgist. wa v e s

theshiteo f D @m@hgtriates her powand the serious threat she poses to not one, but

multiple grown menthe overall effects an increased focus on spectacle, and perhaps less so on

the story.Thisfocus on spectaci@mayaccount at least in part férewidely destructive nature

she exhibits, ag is more frighteningr horrorinducingto witness a monstrous being attack

othersindiscriminately As a resultthere is more of an emphasis on her as a spectacle than a

woman.

11.3.2 In Kabuki
1.3.21T@Pkai dP Yotsuya Kaidan

Whi | e L a dnpy b&peloithpb@stknowndepictiors of the femaleo n r witlh
then @heatreand Japanese classical literat@aya of T @k ai d @ Y o isparhamheKa i d an
epitome of the classic fematen r ayclketypealtogetherWith the coming of the Edo period and
consequent changessnocial valueslue to the influence of philosophies such as-Neo
Confucianismportrayals othe classic female n r ity tiekabukitheatreunderwensimilar
changesThese changes are most apptirehow she is characterizethd how her narrative
within a given play unfolddnitially written by Tsuruya Nanboku 1 1825 thekabukiplay
Yotsuya Kaidaywhich largelyconcerniwaand her vengeance against her villainous husband
lemon,i s consi der ed okadanaanhd cantinees i bethighdyenflugntiad a t
Japaese heatre and cinemaven todayO i w @h@racterization as a monstrous wife, however,

differs significantly from earlien @ortrayals of theole type whichin turn reflects changes in
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socialviews,namelythekinds of vales that were considered desirable in womezarly
modernJapan
The play opens with the @ n Tamiya lemon confrontng his fatherin-law Yotsuya
Samonoverhis wishto dissolve his marriagewith S a m o dawdgbktey Oiwa. Samongconvinced
of hissonin-l awds i mmor al imgloauttzEesrebeles leamongho subseduently
kills Samon inretaliation Running concurrently to this scene is the medicine seller, Napsuke
murdeiing whom he believes to be Yomoshicttie husband of Osod#,h o i s Oi wads Yol
sister andhe womarNaosukdustfully desires for himselfTogether, lemon and Naosuke cover
up their crimes and deceive both Oiwa and Osode by promising to avenge the deaths of their
fatherand husband, resgigvely. Later, however, lemon becomiesreasinglydissatisfied with
his | ife of poverty as Oi wthd gresénts gsbtanmadytrend s e
young granddaughter, Oume, Todoawahwith @wat Kiheime |l vy w
has her poisoned and disfigured, and lemon tries to set her up for adultery so that he has grounds
for divorce. Ultimately, Oiwa diem complete outrage and promptly return&omoyoas an
0 n rty t@mentthose who have wroegl her.
Prior to her transformation into a monstrous wife, Oiwa presenésrather frail and
weak woman who must depend loer marriagevith lemonso she cafulfill her social
obligatonsamsd aught er t o av e n @kalthe€onfudiaa values rfil@alspietynur d e r .
is one of the most highly stresséxth for sons and daughters, but as a young wo@iara
lacks the power needed fidfill this duty on her ownwhich leaves her no choice butrady on
lemon,no matter how cruelly he @és her:
Ol WA. |l emon has been mean to me from the m
look pleased when | told him his baby was a boy. Every day, from dawn to dusk, he calls
the boy a brat, saying he is nothing but a nuisance. He grumbles that the joaby

another mouth to feed. He says things like that even when he knows | can hear him.
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Living in this house is constant torture, with little wounds that never heal. But | must
remember that | emon promised .t Jlféddanlupt me at
endure this a |ittle while OshimaBss) , I 61 1 be
DespiteOi wa 6 s p e r and appatent dislike Borlgmpshe subjugates hpersonal
feelingsso that she can meet the social expectations and responsibfliteisigbotha
samurad daughter and marriedvoman in Edo period society.
Not only does she continue to tolerate her unfortunate situation, but steatsemon
a sonAs a wife,the social role is intrinsically associated with motherh@sdfailing to produce
of fspring to one fygroumds obdavorceEven ewien lénmoe abandonsther,
rather than angesheexhibits only helpless misegnd concern for their son
OIWA.lemon youb6re cruel! You were born heart| e
| married you becauge
| EMON. You needed help to avenge your fath
involved. Avenging murder is olthshioned. Leave me out of it. Wetgoarried because
you wanted a swordsman, but |1 &dm not intere
someone else who has the time to waste on vendettas. Vendettas make me sick.
OIWA. If you refuse, | have no one else to turn to. | suppose | shaukl éxpected you
to fail me. If you want me to go, | will. But what about the child? Will you have your
new wife take care of our baby?
| EMON. | f you don6ét want a stepmother to h
giving up a chance for a good new evibr the sake of a stupid bab@ghima861-62)
Despite Il emoné6és cruelty, Oiwa stil!/l uphol ds h
husband and agreeing to his wishes, however heartless asdrsaty they may be. Not only is
she willing toleave, but she also hands over the clothes off her ownasdeknondemands

them to @wn. What she will not let go of, however, is the mosquito netting meant to protect her
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son. Despite her struggles, Oiwa exhibits the idealized values of both a waomnariesin her
society, effectively painting her as a noble,-saltrificing motherly figure, as she clings to the
netting so hard that it rips her nails clean outhefr nailbeds.
At the same time, however, Oiwa expresses discontent with as wellras@rto leave
her marriage, which indicates her struggling within her assigned social role as a wife. By
expressing a yearning to leave her husband once her obligations to avenge her father are
completed, she exhibits behavior unbecoming of what was &deta married woman of her
status. According to NeGonfucian values, she was expected to be at least equally committed
and devoted to her husband and his household as she was to her own parents (Artitps 102
Furthermore, after giving birth to theson, she becomes so ill and weak that she is unable to
manage the household as she shouldoaoperlysee taallofh er husbanddés needs.
to their impoverishedstagte i s arguably what contributes to |
WhatOiwa,d o e s n 6 howdver,asvhat lemon is in falste r  f @urderey e dugh
which she ends up dying without knowing. Wttegreforeserves as the impetus for her
transformationintoan n riynds t ead i s her per Afterhavinggivenven fsel
birth toa son for her husbani&mon becomes increasingly dissatisfied with his life of poverty.
So dissatisfied is he that he seizes the opportunity to marry the younglgughterOume of
the extremely wealthy I t@ Kihei, who will go
granddaughter desires. He does not stop at merely enticing lemon with riches and an elevated
position, but even gwetnarsesodiwh with didiguring missme nd Oum
disguised as medicinghusensuring lemon would no longer be attracted to his wife. Oblivious
to all of this, Oiwa expresses the deepest gratitude over perceived charities bestowed by the
househol d Evdn aflertbéing Ka ctualy cast aside by lemon, Oiwa continues to try
andfulfill her role in society, for though she may be in such dilapidated conditions, she was and

still is the wife and (perhaps more importantly) daughters#raurai When the masseur
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Takuetsu tries to take advantage of, neder orders from Ilemon so that he can acciswife
of adulteryand divorce her without reproach, she clearly invokesdfaitis
Ol WA. What are you trying touadldyputRe member ,
anything |i ke that agai n, I wonot forgive
TAKUETSU. Wait! Your faithfulness will only hurt you, lemon lost his love for you
long ago. If you insist on staying with him, it will lead to nothing but more misfortune.
| 6 m tnlioeyouma
OIWA. What? Rather than patiently enduring hardships with my rightful husband, |
should turn to you? Explain yourself. Are you trying to lure me into aduli&ryau
insolent creature! Even though | 6of only a
samurai. Do you think you can get away with talking that way to @sRifna864)
Although Oiwa cites both status and social values such as loyalty and filial piety, hints of her
personal pride start to become apparent. Upon learning of the trutthof dote mond6s and t h
househol dds misdeeds from Takuetsu, Oiwa beco
ignorance:
| never guessed the
truth these gifts concealed,
sent day after day by our good neighbor It
My heart swelled with thanks.
Even wherthe wet nurse came, the destructive poison in her hand,
to cause my ruin, | clapped my hands in gratitude.

Now each time | think of it, my heart fills with shame.

BWh i | e iGdignatiod s understandable even in a modern context, during the Edo period laws regarding
adultery or illicit sexual relations were notoriously haasidsamurawe r e fiper mi tted t o use vio
cases of sexual misconducthis typically todk the form ofmegatakiuchi( , fA-wiee ¥ e)wheesdhe

samurahusband murdered both the adulterous wife and her lover. (Stanley 315)
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They must laugh and laugh at me.
Bitter, oh how bitter, is this humiliationO§hima865)
It is not until she suffers personal humiliation that Oiwa begins to express genuine rage, and in
her anger, she finally shirks all responsibilities and sense of duty as a wife that she struggled so
hard to upholdand insteaapts to pursu@ersonatevenge
Her feelings of humiliation and injured pride, her outrage over being made @t facd
what ultimately incense her to adtiving her to strike out and seek to punish both lemon and
t he ent i rheousghold As sheltenbs her@air and blackens her teeth, she gives in to
Asel fishod indulgence, completely ignoring her
devoted, ands transformegfully coming into her own asrmaonstrous wife:
Every moment isincertain, as the end comes for Oiwa.
But one thing is sure, the moment | die he
Now | have nothing but hatred for you, lemon,
And hate for the house of Kihei, hatred fo
None of you shall ever escape to a lifgpehce.
The more | think about it
the more my heart is filled with bitter, bitter hatre@sbima867)
In her momentshortlybefore her deatandre-emergence as ann r, thiskarlier image of a
desolate, miserable, and abandoned wife who verenged by her husband and devoted to her
child gives way completelio a woman of personal pride
Oi wads actions contrast significantly from
character present Motsuya KaidanLike her sister, as a womand@e lacks the power to
avenge the supposed death of her huspéoihoshichi, and so she agrees to a coniaan
marriage with the medicirgeller Naosuke in exchange for his promise to fulfill her vendetta.

Also like Oiwa, unbeknownst to Osode is the faett tNaosuke is actually tlomewho killed her
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husband out of jealousy and wounded pride. The man he killed, however, whom both had
mi staken for Yomoshichi, is | ater revealed to
discovers the full extent of her owrsdrace, having married and slept with another man while
her husband was in fact still alive, effectively (albeit unknowingly) committing adultery, she
chooses to have herself killed by both men rather than live with such dhasoeloing, Osode
preserves herself by atoning for her offense agaeishusbandndtaking responsibility for her
failures as a wifeOiwa, on the other hand, refuses to abide by the gender norms of her time
which might compel her to commit a similar act of quiet subiors While she has nothing to
atone for like her sisteif, she were to end her own lif@iwa would demonstrate socially
accepted fornof silentpr ot est over h.&Atrthelsame time,rnhe acsof saicidei on s
would also implyhertaking responsibility fopersonal failurethat may have led to her
unfortunate circumstanc@®.i w aetusalto do eitheiis indicative of the extent of her bitter
indignation.

Oi wa 0 s alaocontrastnvisthe loyalty exhibited byKohei, who manifests as
anothero n r ity @tsuya Kaidanin both life and death, Kohei is presented as an exemplar of
masculinedevotion.Out of desperation, he resottsgeaing medicine fom lemonso that he
can curehis samuraimastemMatanojo, who is grievously ilko that he can take part in the
vendett&forh i s o wn | Notrodlypiskohei eapturacnd tortured as punishmedot the
theft, but heis ultimately murdered by lemdo cover upOi w a 0 s Evdneas aehgefulghost,
Kohei 6s thoughts are stil]l pr eo,achisordsdsawi t h h
spirit are onlypleas for the medicine that would save shenurad s . Ultimkately, he succeeds
in death what he couldot manage to do in life and delivers the medicine to Matanojo. Once he
is able to see this task to the end, the resentment Kohei harbors towamspgears to

dissipate and his n r iyypgesumably pacified as he does not appear again.
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The hatredDiwa harbors and what drives her to become an r, lyo@ever has little to
dowi th her fatherédsnomur det) yfawa®Oewaf | emonods
father prior to her own deat@ne might assume thatOiMearnso f t he f ul | ext ent
villainy towards her familial household as a poweduh r ity d@ath however at no point in the
play is the audience given any explicit dialogue to indicate that she is aware, or that she even still
cares|In the few instancewhen Oiwa as vengeful spirit is able® verbalize her resentment
within the play she appeansot to have changed hircus in revenge:
OIWA. My hatred will not rest until the whole bloodline of the Tamiya family is dead
and every branch and leaf [&ff |It@ Kiheibds ¢
IEMON. Hail Amida Buddha, Hail Amid8uddha. The passion of a woman never dies.
Havendot you found salvation yet, Oiwa? May
will disappear and she will find re¢Oshima881)
As it turns out by targeting lemon for personal vengeanceiyeextension upholding her duty
as a daughter t o &oughths s arguabty pureacoiritidendehe overala t h
impression given in her actions and her words isitbabnly concern is avenging the personal
affronts to her prideBy deluding lemon into seeing her disfigured image instead of OOrme
mani pul ates | emon into killing Dbeoctintinallands new b
forcing himto have to go into hidind.ater, she also kills the wet nurse Omaki, the one who
bought her tthatded fo hee disfigarenmedi@r violent rage manifesting as a giant
rat“°that dragsOmaki nt o t he Onb @ Canal to drown.
Of all Oi w aupernatural acts of aggression, what is perhaps the most notorious is the
killing of her own son. Although imitial performances of otsuya KaidaiK o h eoinér sy @

portrayed ashe one killing the baby boy by eatinghbme f or e | e mo¥masy very eye

WThe rat is viewed aosn rainde henaharactaravasibarmin tiefyeadrf theaad. s

WipsfoundinTsuruya Nanl®®ku Zenshi
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versionsdepictOiwa as the culprit, her spirit manifesting as giant rats that tear her son apart
shortly after hedeathf hero nriysd cogni zant of l emonds role in
infanticide might be viewed as almost necessargtdne for the sins of having slept with her
father ds ki |l | er Inaaihkrthe isitalrscript gritténibyNarsboka ¥ Hnor
current productions of otsuya KaidanOiwad e n r nyakks no verbal mention of avenging her
father to lemon to indicate her awaren&sscause it is uncertain in the play whetbleeis
aware of this truth, her motivations behind killing her son, whom she had been so devoted to in
life, are equally uncleaand her character is thus made more disturbing to the audience.
This is accentuated by her seeming to relish using the image of their son to further
torment lemon later in the play. After lemon has gone into hiding at a hermitage on Hebiyama,
Oiwa appeardefore him holding the baby in her arms. She silently implores her husband to take
their son and care for him, which lemon accepts, taking this to be a means by which he can
pacify her spirit. Once he takes the baby in his arms, it transforms into alsioze@ st at ue. A
verbally expresses his contempt for Oiwa, she sneers back before vanishing. While certainly
dramatic and exciting, Oiwabs displays of sup
unnerving for the audience. Her complete abandonofdmith gender and social norms
consequently calls into question her moral character. This may explain why, though her behavior
does not receivthe same overt censuas does that ohost classic female n r of ten @
tradition, and justice maybeserved t h | emond6s death at the hands
actions are neither celebrated nor champiatdetie conclusion of otsuya Kaidan
It is important to note, too, that not all scenes as originally written in the script are
included or preserved in a given productioryotsuya Kaidanwhich further affects how the
characters are perceivdebllowing its initial debut in 1825, Nanboku &vs  suoderivgntt

several revisions and variations, as it was performed nearly thirty times during the late Edo

42TakenfromTsuruya Nanboku Zenshl
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period aloné** A number of revisions have since been adopted as canon. One particularly
notable addition is the line spoken by lemon afteisteonfronted with his villainous tenacity to
survive by Naosuke, while the two are standin

IEMON." Y emF" MoodU2*
Al 61 I keep moving, even if my head is cut
Despite not being present dcomeNanioformdtonlyl VOs scr
| emonds character, but whatas newnconsidesedtpelmost it sel f
memorable line of the play is spoken not by Oiwa, but by lemon, furthers his impression as an
iroaku, attributing his character a sengeclbarisma and romanticizing his villainy.

Just as the inclusion of Il emonds | ine alte
exclusion ofcertain scenes which were a part of the original shage a similar effect on the
narrative Some scenes @ften omitted presumably to streamline the narrative and focus the
pl ot on fewer characters. Such iIis the case fo
iOshi odads $wahichleoth exdamdics &soadad Kohei, respectivelyDne scene
oftenexcluded hat i s particularly pertinent to discu
Takinogawao dance scene, in which Oiwa visits
only opportunity the audience isvgn to see Oiwa as a young and beautiful woman, before her
transformation into an n r. Fu@hermore, it is the sole scene in the original sérigtiring
which Oiwa is able to speak directly to lemon and confront him with the wrongs he has
committed agaist her upon her transformation. Despite this, the scene has been performed so
infrequently since initial productions that it is not always recognized as part of the narrative. Out

of the past productiongéotsuya Kaidarollowing World War Il, less than hihave included the

143Based on records foundinthei hon Gei n@ Engeki S auhkythe BreResedtchCgnierd Dat ab
Ritsumeikan University.
144 Translations of scene titles taken from Shochiabuki Greats: Domestic Dram&2-24.

“5AsfoundinTsuruya Nan2488u Zenshi
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ACatching Firefl i é&8gbeingdeplivedof thiosgeaeythetchascter Qiwa
losesboththe opportunityto be heard byhe object of her resentment and to be humanized for

the audience.
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Fig. 20. Chart measuring frequency of scenes includddukiperformances of Pkai d@ Yo tatsnajgra Kai dal
venues in Japan from 1947 to present. Data compiledfranmb u ki K Je n Jgptaamb aAxcd or s6 Assoc

In many ways, Oiwa ceases to be not onlife, but a woman altogether. Narrativehg
ano n r her@haracter is without spouse or spaasiher infant son is one of the first to die upon
her transformation into am n r, 8 resulting in hesasting offboth the roles of wife as well as
motherthat would socially define her as a wom¥isually, she is deprived of virtually all
markers of femininitythe most important beingerbeautyand hair.The poison she imbibes
results in part of her face becomigtesquely marred and swollen, so much so that even while
still alive her visage is already considered monstrous and almost inhuman by those who witness
it. After the truth is exposed to Oiwa by Takuetmng shesisually confirms for herself the

destruction of her imagshe prepares to gtto pay a visit ta h e redidengeHer long

160



tresses come out of her scalp in bloody clumps as shesdwnbair.As part of her preparations,
she also attempts to apmgaguro(Z ¢ 7 , At oot h), keduling k achjushag o
blackening of her teeth but her entire moashwell, further distorting her face

In addition toO i w &ainsukiscenebeingperhaps one of the most icorfiar her
character irthe play, the astof applying makeupand o mb i n g themsdvesireheavily
imbued with femininity even todayrhese agbnsas they are utilized iMotsuya Kaidaiy
Oiwa, however, serve as a means forthéry andseizecontrolof the destruction wrought upon
her by lemonThe act ofohaguroin particular can be viewed ags attempt to assdrer position
as a wife, ashis was a custom reserved for married wontitimately, her attempts to use these
acts to preserve what remsiof herfemininity work against her and she is made even further
monstrousin so doinga highly feminine acdss transformednto something grotesque
perverting the act damisukiand what it tended to represent in both premodern literature and
thekabukitheatre'4®

As she loses these social and visual indicatosugh her transformation intoann r y @
Oiwa gains power and strengthe did not possess as a wonlarierms of enactmenas she
squeezes the blood from masses of herthairhave fallen out from combing it with her hands
and verbally expressési t t er resent ment towar d,shereisanon and
strength of voice not heard beforiéis dramatielly audiblechangein Oiwa, combined with her
later highly aggressive actions agemgeful spiritare perhaps one of the reastmsrole of
Oiwa continues to be played bkaneru yakushaather tharthetraditionalonnagataeven in
current productions of otsuya Kaidan

It is important to notghough that onceDiwa hasdied and her transformationto a

vengeful spiritis thereby complete, her opportunities to hisenewfound strength of voice is

1481t is worth mentioning that this p e r v e r $iat unigwe towhés single play, dsuruya Nanboku IV is known

for inverting establishedkabukiconvention in hisvorks
161



comparatively limitedln someperformances of otsuya Kaidanshe is shown to makitle

more tharguttural noisess she sneeeg lemon This may be to maintaisome mannerfo
realism asOiwa died with herthroat cut opeiby a swod, but bybeinglimited or, in some cases,
completely lackingn speechthe audiencstruggles taelate to or sympathizagith her. One

mi ght ar g u actionsspetk foDthenlges, &ind words are not necess&tgwever,
combined with her visual appearance, it is difficult for the audience to recaybzea figure as
anything other than a monster.

II.3.22Kai dan Botan D@r @

Asa comparatively more contemporary piece tiatsuya Kaidanthekabukiplay
Kaidan B ot gpresersd ar&her nortraditionalkaidarrmong in terms of its production
history as well as the portrayal of its female ghosts andupernatural element ovetalhe title
of the playis derived fronthekaidanwr i t t en by A dawevertRepiay itselfis 1 6 6 6
considerednoredirecty inspired by theperhaps moréamousrakugoversion which was
adaptedang er f or med by irBl&86langpultished in B884A% afiabukiplay,
Bot an pr&eénts@s a particularly compellikajdanmonq written following the Meiji
Restoration of 1868, where practical imperial rule was restored, and Japan entered a period of
rapid modernization in what was known as the Meiji period (ABER CE).
During this time of industrialization arembracing of Wstern ideagliterature, and even
theatre, influenceon more traditional art and literary forms in JapparticularlyJapanese
views of the supernaturas evident. According to Susan Napier in her bdbk Fantastic in
Modern Japaneskiterature
In premodern literature and prints beautiful women turned into serpents, metamorphosed
into mountain witches (the smlledyamaubd and, most frequently, transformed into
horrific and vengeful ghosts, wreaking revenge against their (usudiy op@pressor

with a success that their rdde counterparts could never have achieved. After the
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[Meiji] Restoration, however, such melodramatic depictions of women and the

supernatural were increasingly regarded adadtiioned or vulgarf23)
N a p s @sedvationsf this shiftin portrayal of the supernaturale supported by Noriko
Reider,who considers the primaryreasoror whi ch to be that fAmany [
interpreted the supernatural as unrealist€ o r | u n e A (i A p &7&8)liAdcarding
to Reider, Ench@ hdwrthe supefnaturg wean belingrdasinglg nt e d
consideredh fipr oduct &didanarmextensionmfdhat neuromhthyi A p p 878)l o
Despite this, smesupernatural narratives continued to resonate with audigheesni k o  J @ o
notesthateven after the Meiji RestoratiotheBot ann B @r @t i ve fdcircul at ed
various cultural forms 06  w i 1884publitaon ofE n cohs@ v er si on bteebestmi ng
selling fictionalHowknckhs? opfr essheemathreldteatont,aisell) .
as the narrative focwsf his version of th@ o t a n, h@vwver@as markedly different from
Edo periodkaidan Thisreflects both changes in interests as well as the social valaes of
modernizing Japan.

The samdoldstruefor thekabukirendition ofB o t a n, wbigh sh@res more in
common wi trakugdperformahédban the originakaidanwr i t t e n hFirstAs a i Ry
written by Kawatake Shinshichi Ill, who adaptselectp ar t s o fakugdto behp&ridraed
for thekabuk stagebyOn o e Ki kiul§a®t @eVpl ay soon fibecame one
popular pieces of theatere per t oi r e i n moTheeavents df thabukigay ( J o 17
revolve primarily around the love affair betwet@e beautiful Otsuyandayoung samurai
namedHa gi war a .Fdrdedta e bpafto one anothefior monthsShi nziabur @
both shocked and deepl y pagdngvehcsedbativag follovled n e ws
soon after byhat ofher wetnurse and maidservant, OyoHee strengtho©Ot suyuds passi o

Shinzabur @ prevent her f r omasmghosttogpntiouetheirh owe v e

The use of the word fiunenl i ght enalytrgnslatdasfi einn irgehft eerneendc er
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romanceWhileShi nzabur @ attempts t o spperoatuedsitatons ms e | f
these efforts are ultimately t hamédhistweedmings t he
Asthe servantcouplear gai n with the ghosts to dismantl e
formoney Shi B6sabuf@ is f i nanhdtakeshdrlaverbackémdyy Ot suyu
with her.

Compared to earliekaidanrmonolike Yotsuya Kaidajthe supernatural presence is
notably less emphasized in favor of featuring the more human chamidieesplay In fact, it is
more difficult to identify who of the spirits that appeaBio t a rcab ®rdefined as the
actualo n r of tle narrative, as the central female gh@ssuyu, does not exhibit the typical
characteristics od vengeful ghost, let aloriee murderous loveole type While the story of
Botani Pdc @nsi der ed okaidamo fo ft hlea pfatnherseee fgorlekadtor e,
Yotsuya Kaidamnd OkikuoBans hil Sar@®yasehuks presence as an
distinctively limited. Rater, it is in the living, human characters of the play where resentment
demanding vengeance breeds.

This comparatively modern take on portrayaigaditionalkaidannarrativestrongly
resonated with audiencesthe MeijiperiodUpon wi t nes ¥06s8gpkr kogmad@ce
Bot aninDayod Lafcadi o Hearn wrote how he was mac
pl easur e o fin Ghosty dapa’d).lbeeriencinghis newoundfi p|l easur e of f ¢
that Hearn describes wpsrhaps a strong draiar audiences 08 h i n s h iBcohtia nlahtl Zbr s@
would continue tde influential in adaptatiornsf kaidanthat followedlong after the Meiji
periodl n 1974, &ni s h mord\hnmbemnyarsion theBrod taen pldy,dr @
featuring a narrative thatas closertd¢ he comp | et eforhelapar@sev er si on,
contemporary theatre compaByngakuza*® The success dhisversiomr esul t ed i n &ni s

B ot a n beihgperfdrmedonthekabukistage shortly after its Bungakuza premiere, and fully

148 Founded in 1937.
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adopted by th&abukitheatre in 1989%° In present dayeen i & #974versionofBot an D@r @
hasalmost completely overshadowed the origketbukiversion from 1892n popularity By
comparing bottkabukiplays™°to one anothels well ago therakugoperformancendthe
original seventeentitenturykaidan differences in female character portrayal, both ghost and
human help indicatea shift in views of women in modedapanese society, as wellhasv the
femaleo n rigudlizedto highlight social transgression

In bothkabukiplay versiors, as well as themkugoperformancef the narrativethe
ghost ofOtsuyuis shown to be, as much as she was in life, piningfori nzabur @ rat her
resenting himin fact, it is the strength of her desire that results in her death, as she wastes away
desperate to see him agdipon her death, she along with Oyone, who aéfurns tdkonoyoas
a ghost to serve her mistress, wast ejealoisy,t | e t
as is typical of most depictions of the murderous lover, or even resentmeftlovern z ab ur @
failing to come to see her in lif@tsuyu is preoccupied solely with feelings of helpless love and
longing After convincinghim that the news of their deativsisjust nasty rumomeant to keep
himaway,Shi nzabur @ is only too h aRegniedatast Osuyr ace C
malkes it clear to her lover that she has no intentiosvef letting him go:

OTSUYU.6 pM¢XW=0dpT1odQi3y=pF" wod AOXOTT

YoMpQcoZd4QpB* ¢seomFaOMyY 29dQduv‘° ZAaoonUpx
omp W 151

“9n i shhd tbasn wds @rst glagedor kabukiin 1976, however the cast was mixed featuring athuki

actors and contemporary Japanese actrel$seas staged for the first time with an entir&bukicast in 1989
starringigol den pairo actors -KeBao#dd WNama8@bar ®VV (1944
Al t hough &nishi N®&lbutypunkoiii@icadiernporary theptrasof 108dtebecame
thoroughly recognized askabukiplay.

51Takenf r om @&ni s hBo tNorb iy @rkd |,
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ANo matter what happens, lhusibaadvice medtieacyod e d t h
Shi n z-samalBved if | were to die, those feelings will not changshall resent you
if you ever forsake me.
Tobot h Shi ntzeadvesdréppiriomozd Shi nzabur,Hésswomlados er v an t
notappear to raise any sortiaftial alarm Her words present more asleclaration of the
womanos | ove r at herThisidlargely becawse, ratleasthys pantinthehr e at .
narrative, neither of the two men are aware that Otsglyufactdeceasedandsucha young
womanwould posdittle dangerOn c e T 0 mo zhi@ masteriwil®tsupuandher true
form is revealed, her presence takes on more of a menactogoath him and the audience
Surprisingl yelps kismesr discaventhet@itha®ih i nzlad ur @
protective talismanplacedat every entry point this house, preventing Otsuyu from visiting
him, shedoes noftfully keep true to her wordEven afterS h i n z lsasapparéhtlyabandoned
his love for herthereisnes i gni fi cant ¢ han gretead ofi rOd ssaurytumesn tbaée h(
Q ) or anger, shexpressemore of the same desperate longasgoefore. Even when Oyone
tries to reason wither mistress 0 gi ve up whm s®hifihhzabuii®aadd chang
d Q0 0 ), Otsuyu refuses to let go of her passion and appeals to Oyone for help:
OTSUYUMUTIB" MumB W +wid NOXZI{wY* ®OMEé @O
u" sl MW 12
iNo,lrefusel wi sh to gsam®de ShdeéabNon@,0 | 6m beggi
Although ultimately Otsuywdoes claim his life for herself, firmly placing herthe role of
murderouslovelhyer feel ings for Shi nz ddspite®betrayahai n t he
Ratherthan Otsuyuit is her maidservant Oyongho becomesore aggressive andkess itupon
herself to help her mistress get what she wiaptsaunting, even threatenifigo mo zn@hket o

him remove the¢alismanson  Shi nz ab ur @ dteey cae eniediitbongh®tsuguas t h a

2Taken from &&rBiosthain IRBddr Wy uki ,
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the one who motivates Oyone to,dttoes not appear thsle is abléo achieve much on her
own. Unlike other female ghost characters, let alone murderous lovers, death does not seem to
l end Ot suyuds s pi worippweraompared tdvidat sha possesdedlifa.ge ncy
Given the strength of her obsessiphowever, one might imagine that if Oyone were ever to
refuse her, she would not simply resign herself and retuiandga

Although not overtly vengefuDtsuyu still poses as a formafn r iy tigat she harbors
A r e s e nRather than.b@penlyfixated on a specific individual, her resentmertash quiet
and pervasive as she bitterly resents the world at fargkenying hethe opportunity fofove
while alive As such, she suffers frothe most intense passionate attachment in d8athhas
things shecovets andvants them desperately no matter what the spiritual or material cost. When
T o maq at the suggestion of his wife, Omjmegotiates his complicity for the price of one
hundred gold coins, she implores Oyone to pay the exorbitant sum without heditation.
Kawatake Shighichi 111és 1892kabukiadaptationthe intensity oherpassion is madepaarent
evenprior toher deathasthe performance opens with Otsuguatherinterrupting thewo
lover®secret meetindue toa starkdisparityin statugKincaid 296) Despitebelonging to a
highersocialclass Otsuyuhelplessly desires one who ssteouldnot have andeingforced
apart fromShinzabu@by her fatheis what drves her to commit suicidén bothkabuki
renditions, he extent of her romantic attachments to ShinZ&fsam beyond the grave
although notaccordedhe same Buddhist censure or association katimic sin as typical
femaleo n rfgud inn @lays, still strikes the audience as unnatural, even disturbing as she gets
what she wants in the eridespite thisshe is still prtrayedas a innocent, attractivgoung
woman an imagesheis ableto maintain precisely because she does not act on her own in the
narrative T hr ou g h a€@syobaggesssomn her behal f, Otsuyuds

maintainedgven protected.
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In contrastthe murderous lover charactéom the original seventeenttenturykaidan
on which therakugoand, by extensigrbothkabukiperformancesrebasedis sexually
aggressivehroughouthe narrativeAdapted from a Chinese ghost stdiy male protagonish
As ai Rad#hadaptawn, named Shin o ,jh& no prior living relationship with the
supernatural female who appears in this tfaléact, the first time he meets herduringO-bon,
after the recent loss of his witgho, up until this point in the stogt leasthad filled his
thoughts entirely
[ €] his breast sfordhisdite]raeddis steevehwere alwaygsisoaked
with tears. He lingered forlornly by his window, pining for the days they had psssed
happi ly t doghenkthat his.ownwig was now among the souls of the
departedHe spent his time offering sutras for her repose and had no desire to set foot
outside his homgMori 34)
Upon seeinghis beautiful, mysterious yourvgoman, howeveihe becomethoroughly
entranced:
The womands eyes were bright as |l otus bl os
eyebrows lovely as a laurel tree, her jet black tresses indescribably all@ringruly,
she seemed a creature notof thesld!'[ Shi nnoj @] | ost his senses
by the woman that he could not resist following h&4) (
Having no previous knowledge as to her ideraitgny form ofpast history with the protagonist,
thewomanpsesas entirely a mystery Shethubhagnmore8ilai nnoj @
potentiallydangerous air about hier the readerespecially as the protagonist first encounters her
duringO-bon, a time wha spirits are believed to be highly actitter appearance also seems to
haveara | most hypnot i cDespitebnly momenisrbef@Havingbeanjeste
himself overtherecentloss of his wifehenow seems to have forgotten about her completely,

consumed by his attraction to this mysterious young woittais.frames her as more of a

168



malignant temptress, and she is likenedrteby Sh i n n o j @ {veho mevedlsdhie touttor
him aboutvitlhbe ntartawexr eieof hi s
You are headed for disaster. ltds no use t
through the fence and saw everything. You know, human beings are energetic and pure
while theyodre alive, buteyamgl@emyandveigus.di e an
That s why corpses are taboo. Now youodore d
realize 1t. Youbre sleeping with a filthy
energy will be gone, your vigor depleted, and origfnes will beset yoyMori 36)
Unlike inE n ¢ hr&kdégsandbothkabukiversiors, there is little mention of the servant
character beyond her accompanying the female ghbstfocus is entirely on the murderous
loverrwho openly expresses her r eseNotongisishe over be
portrayed as more aggressive than Otsby alsdittle to no context is given to explain her
violentbehaviorand thus humanize her charact@onsequently, in thkaidanthe woman
presents as far less sympathetic and more akin to a villain or massttre forcefully takes her
lover back teanoyowith her, claiming his life.
WhenSafy i t ei cEnsk @t o a d kamantopesfam as Rakuga he s
sought to flesh out the narrative further with a full cast of chara®etber than populate his
adaptation with more ghosts, however, he optedcorporate and focus on conflicts involving
ordinaryhumansAs a result, rather than Otsuythe human characteirs E n ¢ hr&kdgs
narrativeare the ones wihopenly exhibit qualities that could easily result in resentment in death.
Tomoz@dés wife, Omine, is a notableiatmampl e of
honored motivation for the classic femalen r iyth#bughout the narrativéVh e n = T ésmo z @
initially troubledboy Oy oneds supernatural wvisitation, Om
husband is keeping another woman in their bedra@ter, whenthe two have begun a new life

together after receiving gold as paymgamtremoving the protective talismans from
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Shinzabur @6s home, resulting in their master?d
fidelity towards her. Her suspicions are confirmed when she discovers how frequently he
patroni zes a deerrteaiOKkutigahouseea |lw the second
as a prostitutdn therakugg s hortly after her dakstterovery of h
argumentensuges dur i ng whi ch Thiswfei@ hemd s hep gloielsl icma@ z
jeal ousyo (Drake 963).

Il n &ni shi ds ver si obelievedin his mielity sorstroagty thateven Omi n
as Tomoz@ is attempting to murder her, she is
that he can be withis new lover, and not to protect their secret as he claims. Her last words
spoken in the play are of her venting those frustrations:

OMINE” 1 "3 g6 Lliost xu péd 0O M<?®

ALies, you wish to kill me to be with that
Given thefeeling of mortification that she expresses, combined with being brutally murdered by
her husband shortly after, it is little surprise that her feelings breed resentment so strong that it
takes effect almost immediately upon her death. So powerful dobsstme in death that she
is able to prevent her husband from escaping, pulling him back despite his greatest attempts to
escape her supernatural grasp. In this scene, which takes place minutes before the close of the
entire play, Omine exhibits both poweend agency as she ultimately rises up from the river in
which he tossed her body, and drags him down into the water with her. In life, she lacked the
power to do much about Tomoz@dés inbindshddi ty an
can exact vegeanceCompared to Otsuyu, Omipgesents as more propeo n r witla clear
grudgeegeni shi 6s 1974 version of the narrantive al s
bringing the play to its conclusioa,s Tomoz @ guondr Ominedsinterrupte

spirit, who reappears possessing the bodyofOme 6 s f r.i elntd ,i sOr@ykane s ap

BTaken from &&rBiosthain Iddr Wy uki ,
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combined withto&posanledisr t i mredésds that andi ves T
be killedin turn by heo n r. fh@implication thus being theteir deaths were orchestrated at
least in part by Oyong@resumablyas punishmentfdr h e ¢ o u p | te iake demadds ofi t vy
her mistress.

At the same time, the human charactertheB o t a n naDafiveade equally showas
enabled by the supernaturids, presence merely exposing theinerentvillainous natureThis is
especiallytruef Tomoz@ and, to some extent, Omine. W
while she does threaten and tigrhiim, she does not inflict physical harm on his person.
Additionally, inE n ¢ hrékégs T o m oigzaleadyportrayedprior to his supernatural encounter
asdissatisfiedwitth i s st at us and po\agreestydoadtighostwislees end, T
not so much out of fear for his life, but in exchange for monetary compensation in the amount of
one hundred gold coins. While he proposes this mtsityeate an excuse escap®©®y one 0 s
threatening wrathas it is presumed that ghosts do not have mbtiélyis request is sourced in
the desire to transcend his current financial and social poditonst ead of Ot suyuods
attachmentowardsS h i n z thédesirg®, f T oanadQnide to effectively become their
own fAmasters, 0 even at the expermkweindedth,t he | i v
Shinzabur@ does not realize that the talisman

suspect that his servants have doometfbr the price of gold and material gain. Furthermore,

while Omine is ultimately killed by her husbandh e i dea t o trade their m:
conceived of by Omine, not Tomoz®@ himself, wh
Thisis especially evident as neither Tomoz®@ nor

conscience as t o .Onmisethrebtens tadxpose thBihmisderdnuodfa O

154 Originating fromE n ¢ hré&kégs this is actually meant to be a play on worlthie Japanesscripty I r ei  wa
ashigana( X~ 7 )astheworaashican be under s tobubvdas dlso anrarehaio terfin foe g s

Aimoney 1. coino
171



desirefor redemption,bub ut of sel f i s h f nnfidelityrLatér,itooon over Tor
Tomoz@o6s claims that Omine must di eshdow t o th
selfishness, as well as perhaps his greedantingto keep their acquired wealth for himstelf
share with a new lover.

As a more contemporakaidanmonocompared td&abukiworks likeYotsuya Kaidan
this nontraditional portrayamay also account for there being very little visual implication of
Otsuyu as an antagonistéitherplay version oB o t a n. F& @madat the entitg of each
play, she presents as little more than a beautiful, pale young woman, making it even more
diffi cult for the audience to identify her character as antagonistic. The only instance when she is
shown to be otherwise is the initial revelati
where she appears more as a skeleton, her face suddenly changingtiof@ human skull.
This portrayalwhich is quite unlike the appearance of what is by this point alinesipected,
bordering on stereotypical, ghostkaidanmong i s t he only ti me when Ot
as anything short of innocerder agearing as a skdten also implies thatheis something
more akin to a corpse than a spirit. This is not an innovation unique kalib&iplay, however,
and has an established precedemhénoriginalkaidanwr i t t en hipwhicsthd Ry @i
appearance of the womands ghost is I|ikened to
sat [Shinnoj @], face to face with a skeleton!
and legs, nod its skull, and reply in a voice that seemedt@co f r om i t s36mbisst ho (N
imageryin turnis inspired by the original Chinese ghoststotg d apt ed btbeftesai Ry @
cater to Japanese readersimpwhich the discovery of the womaharacteto be a skeletal
revenanplays an essentiable in the talgJd @4-64). This choice in portrayal in theabuki

performance may therefore have more to do with paying homage to the originalratedal

155 The title pronouncedsMudan dengj{ : fATal e of t hireChiReseo Writtenlb@unYowe r n 0

(1341:1427).
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andbe | ess indicative of aRegaudlasdsheeffea of hisvostial Ot s uy
portrayal in thekabukiperformance arguably changégimpressiorshe gives offis a ghosn
the play, for in some ways her presence is more physical and mttantie typical ghost
character found in tradition&ghidanmono She posesaor por e a l presence that
in fact embrace, and who can, in turn, potentially do him real, physical harm. When it comes
time for Otsuyu to actwually claim her | overds
the play, despite the originkhidans t or y det ai l ing how the man di €
wrapped painfully tight around his neck. This further supports the overall impression given that
Otsuyu is not meant to in fact pose as an antagonistic, ocmgnéorce in the narrative.

In contrast, the display of violence exhibiiedhe&&n i s hi byeb®it dn Tomoz @
is killing Omine, as well as Omine when she returns as arr ty éfact vengeance on her
husbandis in stark juxtaposition withtheecn e of Shinzabur @6s death at
which marks the dramatic end to the first act ofkhleukiplay. Not only is there no visual use
of blood, unlike in the case of both Omine an
face is onehat is, at the very least, one of surprise rather than fear or horror as he is taken by
Otsuyu. While this lack of fear or resistance may be largely due to his misunderstanding that his
love appearing before him must mean that she is in fact alive aadspoit, Otsuyu herself
does not change at all in her disposition tow
therefore depicted more as a scene of misfortune or romantic tragedy, and far less as a scene of
horror. This contrasts strongly withtheat or t ed f aci al expressions o
face as he struggles desperately to escape Omine dragging him witlaheyao

Whenexaminingkabukiplay renditions oB o t a n, it B €guallyimportant to
considerthe influence ohot only script but alsothe actérs pr ef er erkabeki i n a gi ve
performance. This accounts for there being multiple endmbgsthkabukiversionsof the

narrative a majorityof which considerably diminish the supernatural elenrefdavor of
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featuring instead the horrors of humanityn i | e Omi neds gohnorsghdstp ber et ur n
the most popular ending for performancesanfi s hi 6 s v ie theinitial script vehidha y ,
was also the versiao be firstfully performed by thé&abukitheatre in 1989T o m oigzd@ven
to madness and casto his senses only aftee haxkilledOmine Horrorstricken and beside
himself with griefand regret, he per f or ma n ¢ e holdimglhés eifeiw histatms, T o mo z @
drenched in rain, desperately calling out her ndmeontrastKawatake Shinshichi Ifi s
adaptatiortended to adhere moctosely to theakugdd s e n d i n,gn,a numbewd v e r
performances h e r o | e is notablyTnoamoed t@make him more of a notorious villain
While he still kills Omine due totheir quarrel,her death is portrayed as something calculated
rather tharan accidenas he remainsalm and collectetoth throughout and afténe deedand
evencovers up her murd€Tsuji 101).The implicationist hat Tomoz @ was al ways
immoralman r egardl ess of the ghostsd presence.

In a similar vein, the underlying messagéothkabukiplay versionsoBot an D@r @
differs from earliekaidanmonoand seems to have notably less to do with the supernatural.
Rather than theentral female ghost figure Otsuyu, or even her maidservant Oyone, the actions
of the human characters are far more fearsdnfei s i s e ¢ hmakegbwiheseheEnc h @6 s
presencef the supernatural sedenor e as a device to bring about
punishment as part of hisnarrativtes i ndi cated by the famous || ine
closing address of his performanaéich was also used as the tagline forlkihleukiplay itself
he expresses moeecaution of the work of people rather than spirits:

Wl hx YEg) M®®

ARat her than spirits or ghosts, humans are

Rather than highlighting the femaden rdye&havior as transgressive, as was typical of most

Edo periockaidan t he human characters wdltheught he subj ec

156 Taken fromSarty | t ei Ench@ Zensh
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Ot suyuds passion for Shi nkanayoisithne@otaause fortees ul t i n g

events that take place, tine end it is the actions of humans, through their acts of greed, lust, and

j eal ousy that these events come to pass. None

Oyonspiitts perhaps highlighting the potential wi
I1.3.23Banshi Sarayashi ki

ThekabukiplayBa ns h1 S presentseoselofithabukit heat r eds ear | i es
examples ofhe proto-dead wet girfor the classic female n r. Mdge so tharprecedingn @
examples of thisole type the protedead wet girl as she is found in tkebukitheatre shares
stronger similarities and serves as a clgsetotype to depictions of the actual dead wetrgie
typefound in later shorror films.

First adapted for thikabukistage in 1720 under the tifNishiki Sarakumai Yakat#he
kaidannarrative that would be later knownBs n s h T S avould nafidhyh cagture the
imagination of theatre audiences until 1741, with its debutras an g y Zperfothance. i
Numerous evisions for th&abukitheatre followed soon aftealmost all of whichwere titled
Banshl S ananptabdeixdeptionwaswhen theplayinitially made its debut in Edt?
written byS e g a wa  aha tklgdMinotiybshi Koganeo Kikuzuki[D Y u Q] in 185058
To this dayd o KI@ sersionis the most welknown versionoBans h1 S athamky as hi ki
largely to its successful revival in 19%f Thekaidannarrative that inspired atif these
theatrical renditions, however, dates bactheearly Edo periodIn addition to being considered

one of th&adarb hakengsiedé Oi wa and ,udalthe, t he

157 present day Tokyo
BAfter this initial 1850 performance, fa&8bhhewWwing produc
SarayashikiAs such, | will be referring to the work by this naarel not its original title

Starring fgolden pairo Kat aokainthileadngnesn XV and Band®
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existingkaidan one of the most pervasive, as indicated by the number of regional variations that
are known to exist°
At the opening ofl o k @ kabukipldy gheruling lord of Himeji Castle has fallen
fatally ill and is on his deathbelh preparation for theuccesion of theheir, Tomonosuke, a
prized set of ten plates have been placed in theitadya i t i n g Q &sitheyatedgended r e
to be a gift for the shogun. i Wictlhdti migs Ogii fktu,6 s
Sanpej hope to obtain permission from the Tokugawa shogunate for Tomoidosukes u g c e s si 0
thus securing his future as the next lord of Himeji Cablt¢.all men share this view, however,
as Asayama Tetsuzan, the chief retainer otthieentlyailing lord, hasbeen plotting tausurp
Tomonosuke for year$Vhen his attempts tpressure Okiku into helping him in his schemes fail,
hekills her to silence her, but not befaebjecing her toprolonged tortur@ut of both spite and
sadistic pleasuré¢. ncensed over the injustice of her dea
ano n rty eédact vengeance
As was seen with the proettead wet girl in the @layD @ | , #eré is an increased focus
on making the girl, in this case Okiku, into a spectacBa n s h i S aAs sughatlseleiisk i
little exploration of her character as part of the narratdfeall thekabukipieces discussed in
this dissertatiorB a n's h I S asrcanpaaasiviely dné of the shortest narratjeesl the
character Okiku herself does not appear @ahtduthalfway through the playJpon her entrance,
theaudience learns littlaboutOkiku beyond that she is engaged to Sampeiis highly coveted
by Tetsuzarnn spite of this factTetsuzanhavingaspirations to seize poweattempts to attain
both things that he wants by coerciag i kcan@pkcity inmur deri ng her fi anc®0

Knowing thatboth Tomonosukend Sanpewill suffer fatal consequencasthe set otenplates

180 There are as many as foryjghtknown versions of the Okiku legend in various provincesstly concetmated
in western and southwestern Japan. For a comprehensive sutteyQKiku legend variations and the proliferation

of the legend itself, sdet @ A Nilson solSarayashiki Densetsu
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are not presented in pristine condition, Tetsuzan has one of the plates stolen inidetret
intent touseit to blackmail Okiku He confronts her over the missing plate and accuses her of
the teft, but promises to overlook her mistake if she will become his lover:
TETSUZAN.[ é3] 671 BoNYit1 MNMw"AB6Abos WY", 6 O
PNxe=>38" GWM Hy" ¢= * ®
filf you forsake Sanpei and submdurself to my will, | shall forgiveour error from
today,andluxury shall beyour goodfortune this is quite favorable,wwu | d ndt?2 you s a
OKIKU.ZAsYDOCZxn" T6 bu 1TATNO 2 XXz T" wp
oFaxneéuwl¢=n"
AiYou look down on me with those words, blbok to my husbandot forgetting my
devotion.You wicked, inhuman villain of a man, yalishonor med
Although Okiku is not seen interacting wianpeprior to her scene with Tetsuzdrer
devotion to her fiancé can be inferred based on her continued adamant refusals even under pain
of death to surrender herself to Tetsuzan when he prapestier Because the audiendees
not see how Okiku is with Sanpéitle contextis givenas tothe emotional nature of their
relationshippe it positive or negative. Consequently, thisedgohasizes her ties with him,
making her presemts neither avife, being still unmarried, nor a lovérhe focus then of her
characteb ecomes Oki kuds struggl ensatewomarty vifueBys uz an t
staying loyal to both her fiancé and her mastgen at the risk of losing her life, shalde to
fulfill her role as a proper woman.
While the audience is certainly compelled to pity Okiku and despise Tetshean, s
presents alittle more thama young woman who exists to be tortured and killed, to suffer for the
sadistic pleasures of the anvagzing male figureRather than a scene of actual transformation,

such as iseenin D @ | th the bell, it is theexcessiveviolence both physical and

161 Taken fromMi h onk o k u G iMingrigoshi Kobahe na Rikuki(Ko k ur i t 924 Geki j @
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psychologicaldone unto Okikiby Tetsuzarnhatbecomes the spectacle of fhiay. Not only
doeshetakei si bly tangi ble pleasure in seeing Okik
missing plate, but he proceeds to tortureldyehaving her tied up and beaten with a wooden
sword all the whiledemandingromhert he pl at eds | ocation, a quest
cannot answer even if siagshed to.

This focus on making violence into a spectacle is not unique to this specific play
Referred to asemebascenes of violence or torture w@@pular as the climax of manykabuki
play.Li t eral ly transl| at semepalid ot nBcessaeiln require pHysicalr e s s ur
torture and could consist afcharacter, either male or female, being psycholiigisacked into
a corner and fApressuredo into divulWthtmg a sec
influence ofn i n @y @Whojveverkamigata kabukplays increasingly featurestmeban
which women were physically torturegetom even the times of eanyi n g y @wherdheu r i
theatre form was still referred to kso | @playsfréquentlyfeatured scenes of torturing women.
Due to its c¢l osenri npgryodhépnd anayplaywdght§amagkta katsuki
began adapting the puppet theatgaysfor its own stage from the early 170@speriod of
adaptation which reached its peak inte-1700s.Although not conclusive, this trerad
increasinglyphysically violentsemeban kamigata kabukeoincides with performances the
originalkabukiad apt at i on o f,wlick madde i debut ia Kyotain 1720e

Oki kuds gemebd o ndets uzsaanddsredHoadimelhgghlight of the
play, especially due to its watery climawhichfirmly identifies her as a protdead wet gitl
After already having beaten her quite sevevely the wooden sword, Tetsuzan has Okiku
strung up over a wellro further draw out her sufferings much as possible, he hasplenged
into the waters again and agaseeing her bloodied, hair in disarray, and drenchetiuzan
genuinelydelightsat the sightThe scene concludes with him viciously cutting her down with his

sword, allowing her body to drop down into the w&he wateitself that her body is drenched
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in, too, isattributed a deathke quality,asthe honmizueffectsat this point are specifitig
fidyed cr iims pancordirgtahescriptThi s is r ei nf ocetainegadd by
accompliceC h T, whmassociates the watef the wellwith thesanzu no kawa

CHY TH. x X X0c"ax X XxXoawM g 12

fiTo measure the depths of the River of Three Crossiaks the water from this

world as youtast meab
Unlike the protedead wet girl oD @ , @rjeverother examples of the classic femala r y @
where water was seen to have a transformative quality on her charaoter, wat er of
narrativenot only completes heransformation into an n r lyuiZa)so contributes to her death
As afgirlo madefiwetd by water pllutedwith death,Okiku thus presents aproto-dead wet
girl that more closely resembles the dead wet girttadrdor cinemaout of thecomparatively

few examples of thisole typefound inn @ndkabuki

Although water has consistently been utilized both narratively and visually to connote the

supernatural,n this regardD k i kdyirg $mage isalsoeroticized by being made we{s much
aswater, or wetness, has been associated with the feminine in terms of (menstrual) blood and
giving birth, it is equally evocativef sex.This imageryis evident from as early as the Heian
period wherewater, although often used to express lament in time &b tears, could also be
usedin poetryto suggest sexual desiruchas can be seen in the poem written by Fujiwara no
Toshiyuki Unknown907), a poet of the midHeian period and member of the Thifyx

Medieval Poetry Immortals alongside Izustikiby, as foundinth&K o ki n Wék a® h

; ACollection of Japanese JP¥%ems of Ancient

VhEbXOYSTQRUGQI E X0 bo GWOIFGOH®

Te

Ok i |

a

®2Taken from Mi hon KingriyoshGdoagent Kiksizuli K@Rur it su Gekij @ 125) .

163 Commonly abbreviated @0 k i ,centpiled in914.

184 Taken from théVaka Databaseun by the Nichibunkeinternational Research Center for Japanese Studies.
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fiFalling without endthese rains have swollemo a river of tearsyet only my sleeves

are wetwith no way to see yau
The association of water witbexual activitycontinues to be seen in the Edo periodiand
presenin evenkabukinaming conventiond'he termnureba( b /1, Al ovigwhiclt enes o0
l'iterally tr anwabusddespecifically iefer éotan asdert an@ sertsual scene
with implied sexual intercours@eiter477). As much as the audienogay be horrifiedy the
extent dofture@kthelhandsof Tetsuzareingher image made physically wet with
honmizustage effectscausing her clothes to cling to heyundbody, creates an uncomfortable
degree of sexual attraction in seeing teath.The audience ithusalsoguilty of being morbidly
titillatedbys e ei ng Ok i kjusthas TefSuzanisinehe glay.

Furthermore, theause folOkiku incurring such viciousalmost vindictive, violence
which brings about her femerging as aa n r, lyagittle to do with anyshortcomingpf hersor
wrongshehas doneAs an entirely innocentoung woman who is not only wronged but made to
suffer so inexplicablyQkiku herselfquestions the iquity of how much she is being punished:

OKIKU.K" a " NYOU' MToUcBmayxW=Zod%=2 X~ 1Twd

¢ aB=ZT UYDd O M2My .1

A A lvhat pain, it is unbearable. Whateuéifatedkarma did | incuto suffer at the

hand of such lanacuctetpetr tvhiilsl ahiennd i sh pain but
Par all els can certainly be dr awYotsuyeKadepvehm Ok i k u
is also made to suffer immensely by an abusive.®an w atorgs howeverjmplies thatshe has
in some waybrought about her owmisfortunebyn ot onl y mar r yi(allgeit her f at
unknowingly) but al so failing t o osnee qtueenhhdry husvhanc
contempt. Furthenor e, t here i s a certain tbeiggoade of cho

o n r, wh@re she allows herselfb@ immersed imer feelings of outrage over being personally

BTaken from Mi hon KingriyoshGdogagent Kiksizuli K@Rur it su Gekij @ 124)
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humiliated.In contrast, th only semblance of an explanatibatOkiku is givencomes from
Tetsuzan, who accuses leéinviting this upon herself by tempting hifde faults hefor

enticing him to maksexual advances, by doing little else other tiarply being a young
woman,only to reject himEffectively, she has been persecuted for anything she has actually
done, but f or wh adwhasihueforturate enaulgh tashffer asthe dands gfiar |
powerhungry sadist.

Te t s uz a nharslly sufoice as @n explanation or justificatiand mightaccount for
thehighlyv i ndi ct i ve diosngagsdimesiwben sh@deergesRisimgfrom the
depths of the welshe appears as similarly sadist&Tetsuzan was to her in lifduch like how
he psychologically tortured her before her dedtls,terments her murderer by counting plates
over and over:

OKIKU.dww é vé v [é]lghu" 5 ‘¢=nsd "7Xx46

¢cRlo=ondQd "’

fiOneé Twoé THow ehate yoll, €etsuzaRlease by all meanket us

examine those plates once more. o
Her nature thoroughly changed from her traumatic experisheghecomes both violent and
aggressivewhich strongly contrasts with heriserableigure from only moments befare
helpless to danything about what was being done to. Bershe pursues and haunts tldprit
of her misfortune throughout tmemaindeiof the play all her thoughtsarebent on making
Tetsuzarsuffer at least as much if not more than she herself did:

OKIKU.[ é) AX« TN6H®" §B6ASUN xaloé xgOM T °

167

6Taken from Mi hon KinériyoshGloagent Kilksizufi K@Rur i t su Geki j @ 126)

®Taken from Mi hon KingriyoshGdoagent Kiksizufi K@Rur it su Gekij @ 137)
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fiAs my body was run throudby that evil blade, | shall show you hellish paind

suffering f bowhatefulgou argy Eessézado h
Her feelings of bitter outrage at the injustice of her deatlie as the impetus for Okiku
becoming am n r. pna@nsed by the extetat whichshe has been wronged, her vengeamce
Tetsuzanthough pointeds not especially compleXAs a protedead wet girl, she simply hates
as indicated by the majority of her lines ano n r cpr@isting of her expressing her contempt
for Tetsuzang ¢ 0 ).

Theef f ect of Oki ku 6 s rigddmppunded dy the facetiat hars a n
narrative lacks a clear resolutidithile she swears to continue to haunt Tetsuzan until he is
made to suffer for all of his wrongdoinipe playBa n's h 1 S amdswith thehviolstaring
each other down.e audiencés consequentlyeft to considethe possibility thathes n r y @
continuesto batlarge whi ch i s accentuat ed kdidgnintJdpan. per vas
Her ghostly presence is especiallyogrig@nded i
tied to the physical existence of the well sheelieved to hanteven in present day® The
0 n r of @kiku is thusmplied to possesan intenselesire for retribution long after death which
is more reminiscent of the dead wet girls -¢fairor films such as Sadako in tRengufilm
series, who is largely inspirday Okiku. As the female n r nyakks her transition from the stage

to film, from the classic to the new, this will become increasingly rtfgenorm in her portrayal.

168 ocated on the grounds of Himeji Casillen present day Hy@go Prefecture.
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Chapter Ill. Beginning Transitions from the Classicto the NewFemaleOn r vy
l1.1 BACKGROUND ON CHANGESTO THE CLASSICFEMALEONR Y &

[11.1.1 Development of th&aidan Film Genre in Japan

As in many places, when motion pictures were first introduced to Japan, they were
viewed largely as a natural extension of the&@hartly after film wasintroduced from overseas
in1897t he first film camera was i mport €@55)t o
and though initial film subjects varied from shooting street scengsisitadances, filming
excerpts of stage performances soon followed (Richi&8)./n 1899, Shibatd sunekichi
filmed excerpts okabukiperformances®® namelyMomijigari, st arring | chi
and Onoe VKasswelagboirnd n [DDj @i ATwo Peopl et
starringOn o e Ei z a b-19840*axd I¢hin@& Kakits| (1874-1945)17? As Donald

%)

Japa

k awa

DOj O

Richie notes, A[t]he Japanese audience percei

say, the United States) a new form of photogr

of the early Japanese stdilms were in some manner or other taken from the stageno s t |
from thekabukiorshinpa(0 , f n e w "3theatreso(Riahiy 22).

J a p an e s ecloseicaneentiandcthe stagetended not only tthe narrative source
material of a giverilm, but alsotheatrical paradigmgarly films not only made use of the
onnagatatradition ofkabuki having male actorsonsistently perfornthe roles of women, but

al so At hwas tisudllyncomprissdeof fdlfontal, longrunning stagelike shats ( Ri ¢

1891t should be noted that these were not kedukiperformances, but staged solely for camera.

170 A version of thekabukidance dramdu s u me . \DigMAjsiu me wadijsteriormed in 1753inin
D@ | @inich features two leading dancers instead of one, did not premiere until 1835.

" Thenameheldb y B a ifréra89¥ fo 1903.

12The name held by Uzaemon XV from 1893 to 1903.

173 A new form of theatre that emerged in the late 1880s as an early attempt to modernize Japanese theatrical

y

hi e

performance, generally based on stories of contemporary domestic life which made use of colloquial language.
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23). According to Richie, tld adoption of such mechanismscinema in Japahas largely to do
with an overall | a ¢ kup o that finreand do infs Jrecgsedilm, aslbma p ane s e
the Japanese stage, actuality was one thing; theatricality was anotlfe@ongequently,
women did noappear in film as actresspsrtraying female characteusitii comparatively late
from 1918 at the earliest (Miyao 152¥ Although Daisuke Miyao notes in his articgleThe
Oxford Handbook of Japanese Cinethat there were a few exceptions, it was not until the
1920sthat the use of actresses started to be normdfizadn d t he fAactual 0 femal
performing feminnity for film (153).As film production companiegradually made their
transition away from mechanisms evocative ofdtytizedkabukistageand its theatricalitythis
in turn contributed to Japanese film being re
actresses, the female body took on a new role and styles of eltéinged (Gerow31-32).
Despite the modernization effodsiring the Meiji period, especially the consciou®gff
to embrace logic and scieniceliteraturedue to Western influencéhe rich narrative and visual
culture ofkaidan ghosts andy @klent by the Edo periogersistedConsequently,&scination
with the supernaturaontinued in the growing modern age of Japanese cingitiathe first
film based on &aidanrecorded by Asano Siiin 1898 Kobayashi6). Before long, much like
with the kabukitheatre, these films developed into a whole genre within Japanese cinema. By

1949,more than 278° of these sacalledkaidanfilms had been made in Japathile some of

174 Another reason for theomparatively dte appearance of film actresgtha womenwere not legally permitted

to performsince their banning from the stage in 1629, a prohibition wiveeh not (officially) rescinded until 1891

(Kano 31).The Imperial Actress Training Instituté,a p a n @cting Schaoldor womenvas founded by

Kawakami Sadayakkd 871-1946)in 1908 (Kano 73).

™WAccording to Miyao: fAEven in 1919 only 3 out eof about
actors for female roles. 0o (153)

176 Based on records found in téren Databaseun by the Motion Picture Producers Association of Japan, Inc

and theJapanese Cinema Databaseun by t he Japanese Governmentdés Agency
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these films from this time period were referred t&aki, which was used interchangeably with
kaidanto refer tothegenre, Western imported films about monsters such as Dracula and
Frankenstein were also referred tdkakki films in Japa. The termikaidanf i | ms, 6 on t he
hand, was strictly used to refer to Anativeo
by akaidanmonofrom kabukior a populakaidan

As increasingly more films were made in #®@dangenre, subgenres also emerged, most
notablyk ai 'y @ f st r aRemaekabtypetry 2 quarter daidanfilms made by 1949
fell underthis category’’ Largely inspired by botkabukiplays andkaidanof the late Edo
perioddepicting normal cats possessing the ability to beopr@ek kimown adbakenekds 1,
imonster aqtheseg lao fltgs@pieatlydentured cats transforming for vengeance by
drinking the blood of their masters after their wrongful dedghste oftentheir master is female
andherdeatha suicide resultingfrom anguishoversome injusticeWhile technically ay @k a i
thebakenekas it manifests in k& a i filny I8urs thelines between ghost and apparitioften

taking on the attributes @k dead master, almost dipossessed by their spirit.

Fig. 21. Screenshots frotk a i g ia bes hi ma [Kay by;@ddfelnegend of the].Nabeshi
Directed by Watanabe Kuni§hintoho, 1949.

It is important to note, however, that discussiokatlanfilms from prior to 1949 is

largely speculative as much of tilens and recordef Japanese cinema prior to WWbWar |l

177 The first knownk a i filng Ws made in 1910, based on #@bukiplayHana no Sagano[ Nekomat a

A ; fiLegendDeoniont hoef Catgao] whi cShe gwaansa wroikt@ elnl lin 185
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has been logb history Little to no physical films exist due to the Great Kanto Earthquake of

1923, which destroyed nearly every film studio in Taklyaterthe firebombings by the Allied

forces during World War Idlecimated largguantities of films made during the 1938s.

Michael Crandol writes in his chapter on horror &adi films in The Japanese Cinema Book

of the films made i n |essthaaadozghaiki bims] darecknoWfoto | d War
survive, mostofthem nc omp | et e and fAHoror@BADPAS a resulfy amajorityo n 0 (
of thediscussion of pré&Vorld War Il kaidanfilms is based on records or descriptions rather than

the physical works themselves.

Jay McRoy not es, drrorwieemaaxisted in[Jagpdnlprevioosdoghe h
end of World War Il, Japanese film culture of the 1950s and 1960s was the site for a virtual
explosion of tal es aviuchlike howiaterestankalantboprisheca | vy ps e 0
during times of great social uncertainty near the end of the Edo period, the 1950s and 1960s saw
a boom in thé&aidanfilm genre in the wake of World War Il as Japanese audiences developed a
renewed interest in horror, especialyosts As Coldte Balmain describes:

[a]t a time of societal disruption, shifting relationships between men and women, the

demise of rigid dishctions between classes and the rapid [modernization] of Japan, the

horror film provided one of the most suitable mechanigmzugh which to articulate

anxieties and concerns over the changing nature of Japanese society at a time of

unprecedented upheavéBl)

For both these early piorld War Il kaidanfiims and those of the latéaidanboomperiod of
the 1950s and 1960s,Wwever, none were explicitly referred to or largely considered to be
Ahorror o by JaMVadaMarciaeo 3486) dhile thesefdms were often made to
express the fears of Japanese socikgfocuswas moreoninvoking psychological fears or
emotional horrors rather thd@aturingmo n st r ou s AThisismipdicaiveanrthe s . 0

comparatively delayed reveal of the monster in these films, even in films lofahe supgénre,
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where seeing thieakenekavas presmably a primary draw for the audiendeénisis quite unlike
most Western horror films of the time that te
t hem t he c €randal,faHo d308rus o (
Although arly kaidanfilms arguably had more ofafocasn t he fAmonster , 0 |
inspiration from imported Westekaiki films such as-rankensteirandDracula,"®this largely
fell out of stylein the years following World War IBtrugglingto negotiategheir national
identity and collectivevar responsibilitya majority ofpostwar filnmakersand authorswere
preoccupied with what James Orr refers thigaisha ishiki ¢ * 6. , fAvi cti m
c onsci o ans teredsdgoddriray their protagonists more asnsabdf circumstange
capableonly of reaction as opposed to assertive actidbltilizing the kaidannarrative as a
vehicle to engage with contemporary discourse on guilt and victimization, Japanese postwar
filmmakers(and audienc@svere able to safely explore their feelings of anguish and torment,
effectively exorcising the horrors, or fAghost
This distinction of such earlgaidanfilms not being explicitly regarded as horror may
part be related to thg e n foeud en adaptatioBased on existing records, nearly three
guarters of films made prior to the 1950s in the gerees cinematic adaptations kdidan
monoin kabukior existingkaidan Even thosepr®or | d War |1 fil ms consic
were still often loosely based on sokabukiplay orkaidanwith small details such as character
names or setting altedeThis is not unlikehewelle st abl i shed tradition of
in thekabukitheatre, where playwrights woutgpically select a dramatic setting,forwo r | d 0
(seka), often derived from already existing literature st their playsn. By utilizing

previously established characters or narrative eleniatsei newo pl ays coul d be

178 Both films produced by Universal Pictures in 1931.
179 Formore on the emergence lifjaisha ishikiafter World War llandi t s cruci al rol e in for mi

national identity, see Qrdames Jrhe Victim as Hero.
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understandable and engaging for the audidncemparison, films made aft&/orld War I

were considerably less focused on adapting existing narratives, with filmmakers increasingly
seeking to come up with truly original films of the gefreis is comparable to hokaidanitself
emerged as a literary genre in Japan during teegeriod, where early works initially focused

on translation and adaptation of existing stories from other countries, eventually giving way to

truly original works as thkaidangenre fully developed as a style of ghost story literature.

FILM ADAPTATIONS FILM ADAPTATIONS
19101949 19501989

mKabuki mKaidan mKabuki mKaidan

m Other Lit. m"Original” m Other Lit. m"Original”

Fig. 22. Charts showing the percentage of adaptatiok&biiki kaidan and other litenay sources o A or i gi nal 0
works in films made from 1910 to 1949 (Left) compared to films made from 1950 to 1989 in Japan [Ritght).

taken fromEiren DatabasgMotion Picture Producers Association of Japan,, lmedJapanese Cinema Database

Agency of Cultural Afairs, Government of Japan.

Additionally, bothin terms of narrative as well as visual style, po&irld Warll films of
this sacalledkaidanboom period were more noted for taking inspiration from Wwétte
Balmainrefest o as an AEdo gothi codo aes kadanapproacht at her
Inspired more by works written by authors suclhdsut agawa Ry {1928 sruzkne ( 18 9 2
Ky @k a -1030kFidanfilms became more focused on portraying the psyche of the
supernatural and delivering a haunting atmosphdrs is believed to haveaastedwith films as

early asMizoguchi Kenji (18981 9 5 @Jpebss Monogatarf Q " ; A Tal es of Moonl
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and R¥whicki$ noted for its subtle approach to depicting the supernatural and
emphasizing more a sense of trag@sigimain 43).

As a genre, the Edo gothicksown to be at least partially inspired by ivestern notion
of gothic horror.Originally a literary genre first established with the publication of Horace
Wa | p orheeCastle of Otrantm 1764 the termgothic horrorhas been used to defiléestern
storiesand filmscharacterized by elementsfefir, deathsuffering,and gloomThe narrative
themselvesend to revolve around a battle between humanity and unnatural (though not
necessarily supernatural) forcestagainst an oppressive, bleak landscapth the endings
oftenunhapjpy and romance hardly if ever a focdsnidst allthe horrors and deathtleastsome
discussion of morality, philosophgr religion is typically expecte®y the mid1800s,gothic
horror literature became increasingly focused on utilizing its villddaghey supernatural or not,
as embodiments of humélaws. Ma r y S hFeahkénstgindosel published in 1818
considered one of the earliest examples of this shift in fimcgsthic literature American author
Edgar AllenPoeperhapsnade this the most famous in his wovksere he explored
psychological traumand the evils of marAdditionally, becausé h e gimaginative s
impulse was drawn from medieval buildings and ruins, from whialsatdraws its namesake
storiesaretypically set inan old, dilapidated structure, such agadhiccastle or Victorian era
houseThis setting tends to also weigh heavily on the,@sthe event®f the gothic horror
story are often instigated lmharacters enteringspace, whereuponig oftenrevealedhat the
setting isconcealing some terrible secoetan especially frightening and threatening monster

The Edo gothic, which Balmain uses to

reinforce conservative values, with their helplessinvis trapped in nightmarish gothic

| andscapes, 0 shares similaritiesAswemryh t he

180 Also known adJgetsy released in 1953, based on the Edo pdtadans hdf the same title written by Ueda

Akinari.
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Hughes notes, both traditions tend to Adraw m
devastated by war and disease and afflictewi t h superstitions [é] to ¢
human vi ol enc e Inghe dasepftte £dogoathic, this§@st) especially the one
seen irkaidanfilms, is almost exclusivelgupernatural ridderHow this past is utilized
however, is a kefactor of distinctionRather tharnavethe past embodied sntiquated,
physicalresidencesr structures that house some horrifying ancient myskatyg gothic works
tend to wholly transport their audiences to a faraway time, thereby creafiag&a sense of
fifantasyo As Susan Napier notes lirer bookThe Fantastic in Modern Japanese Literatuiee
use of the past and its fAighostso are a means
filamconscioudd eparture fr om cToindepanusedream realdysespecialyo (9 ) .
served the interests atidiences, who sought tkaidanfilm as a vehicle for negotiating their
collective war responsibilityDistanced by time, the postwar Japanese viewer chstwciate
from and safely process their feelings of guilt and conflicts with national identity.

Consequently, while characters in astéén gothic horror filnare likely to encounter the
monster of the narrative in the present day upon entemmgdgeval structure or haunted house
imbued with the pastarely does thkaidanf i | m6s narrative take pl ace
This may also account for the continued interest in adaptation of existing tracktd&iand
kaidannarratives, albeit to a lesser extent compared ta\fwdd War 1l kaidanfilms.!81 Even in
the casevhere the film is partially framed by a contemporary settimg audience is still
transported to a fantastical past that compmsest ofthe film. Such is the case with the film
Kai by @ Otw na@Y¥ai;keiGhost Cat % wheréntKaiknandPondo] ,

Tadahiko, a couple engaged to be married in the present day, are revealed to be descendants from

181 As indicated byFig. 22 (right), kabuki kaidarmonoandkaidanadaptations still accounted for over one third of
kaidanfilms produced postVorld War 1.

182 Directed by Ishikawa Yoshihiro (1925 released in 1960.
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the families of two ilifated Edo lovers. Because of this bond, Keiko has fallen prey to the curse
of abakenekowho still has not forgotten its grudgeagain her f ami |l yds ancest
threatens her life. The audience is then transported to a distant past where the Edo couple,
Kozasa and Yachimareachportrayed by the same actors as their modern counterpart, and their
story which led to the cat Tama transforming into a vendetkénekainfolds

A further distinction of the Edo gothic from its Western counterpart is not only the
tendency to focus mom@n time rather than place, but alsotbacharacters to embody this
supernatural past and escape from redlityhe Edo gothic, this fantasy tends to be expressed in
theentire cast of characters, both hero and villain, human and monster. Edo samuganor n
figures in particular are often wutilized to p
| awl essness and sanctioned br ut ailwhdtherinthe] act s
cause ofwar,selff r at i fi cati on, ughkesn8pdhsrempnasisanrchalaaevie 6 ( H
evidentin thatencountes with the supernatural as parttbe Edo gothikaidanfilm is more
ofteninstigated by character interaction, rather than entering a physical bpdwecase of the
comparatively fewekaidanfilms set in the present day, suchkaa i by @ Ofteemagai k e
characters are especially relied on to produce and transport the audientie Edo gothic
fantasy.

As much aviewersmay derive a dissociative pleasure from these characters, however,
the presence of ghoststhe Edo gothic also encourages them to confront their own notions of
realityy Accordi ng to Namigerm,e sii[ greh casntos ,p haorscks [ €] a
fantasy, inherently quest i &hnThegFantabktiein Mandéri on o f

Japanese Literaturesherefers to Lois Zamora, an authority on American comparative literatures,

18 Consumers of Edo peridaidanliterature itself readily accepted the existence of the supernatural. In fact, a
crucial element and powerful selling point of publistkeitians hwas the promise that all the stories were written

from personal, redife experiences by their authors (@sson,Y 1 r38)i
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who considers the presence of ghosts in ficti

represent an assault on the basic scientific materialist assumptions of western mdhdatnity

real ity is knowab!l e®Thpsywhitkihe presdnte @hostso henBdo ol | a b |

gothickaidanfilm may be crucial in order to construttf ant asy, 0 i tompelsthd he s a

vi ewer to reconsidero what they accept as fArea
Despite this distinction from the Western gothic horror tradition, by no means does this

mean that the Edo gothkaidanfilm is notequally concernedith generating a haunting

atmosphereAs Colette Balmain describes, this manifests as part of the Ediz gesthetic in

uncanny fl andscapes articulated through the e

objective realityo (51). Visually, this Asubj

as special effects. For both edkBidanfilms and those of thikaidanboom period of the 1950s

and 1960s, there is a strong focus on what Mi

aesthetic that is evocative of tke@bukitheatre tradition as a product of shooting films on

entirdy constructed, indoor setilightmares from the Pad8-50). InYabu no Naka no

Kuroneko t hi s aesthetic is evident in the | ack o

residence in the film. Because both Oshige and Oyone are no longer bdingsyaj their

home is seen asliminal space that vacillates between states of reality and supernaturality to suit

their needs. Even supposedly outdoor scenes were filmed in this manner, sudgetsun

Monogatari where the characters are traversing alfogn Lake Biw&® via boat,which was

actually shot on a pool in the studio with added smoke effects (Russel 60). Far removed from the

Areal i smdo produced by f il kaidanfimsimadease ofhighy out do
stylized sets evocative of a world thigerallydoes not exi st, of an AOt her
world spatially alien or removed frpm our mun

184 As quoted inThe Fantastic in Modern Japanese Literatdde

18 Located in present day Shiga Prefecture.
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Nightmares from the Past3 ) . 't i s through t he-ruesad iocsft itchoe sse
that the uncanny atmosphere is produced, whicreseas a distinctive trait of tk@idanfilm

compared to later-Borror films.

Fig. 23. Screenshots of uncanny atmosphere ftégetsu Monogatar{Left), andYabu no Naka no Kuroneko
(Right).

Crandolnotes, however, that the special effects used to portray the monster of most pre
World War Il kaidanfilms and perhaps some of the edtgidanboom films differed from
kabukb s fAestablished repertoire of stagerfpé] omet
the supernatur al stweltoand fttorsd p mko awrhsa ngred , Dp lain
Atrick photographyo and ot hexposufefréevérsafilmingtaadc hni g
st op mNMighimaresdrom(the Pas6-96)1%1 n addi ti on to these #ftri
assisted acrobatics akdbukistyled stage combat were heavily utilized whenever the human
protagonist, typically a samurai, engagedghestory @ kogthe film. The effect these special
effects and scesdad, however, became increasingly viewed as garish and largely incompatible
with the emerging Edo gothic aesthetikaidanfilms. Though the presence of these
conventions can still be found in postwar films of kiaedanboom era, their usage becamesles
and less prominent compared to earlier films. Instead, directors of this later petandaot
films chose to focus less on overt spectacle and more on subtle tensions, creating an uncanny

atmosphere through filming and miea-scene Crandol,i H o 1©308)r

186 SeeFig. 21, right,f or an exampxpootr ddobbileg utilized in portray
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Rather than thkaidanfilms made prior to World War Il, thedamidanboom films, most
notably those made by Nakagawa Nobuo (19984), are largely considered the precursors to
what would later be known ashérror films.As noted previouslkaidanfilms werealtogether
not recognized aselonging tahehorrorgenre While J-horror strongly differs fronkaidan
films in both content and filming styf€” many J-horror filmmakershave taken considerable
inspiration from the overall haunting atmosphere in ttkesganboom films,despite filmingin
actuair eal i stico | ocations instead of on indoor,
Starting from the lat@950s however, certaikaidanfilmmakers sought to produce
imagesand scenes more evocative of true holiraticating the beginningsf a transition
towardstheJ-horragenreN a k a g a w a kawanifilonsospesificallyhave been cited as the
direct inspiration for severatlorror flmmakers, resulting in the director himself being credited
as one of the earl i est aAlthoaghstishigblfatmdsprencarndn e o J
aestheticallystylized,Nakagawa has been noted beginning tancorpomteconcepts
resembl i ng,oBribgmghis fillhsaonuch closer to thehbrror genre compared to
earlierkaidanfims.As Bar bara Creed notes in her essay i
regard to the concept of body horror
The grotesque body | acks bouonrd afrsiteash;| e .t0o i[sé
the abject is created in the collapsing of boundaries between the living and the decaying
or putrefying flesh [éfor the] concept of
body-monstrous of horror. Although the specific natof¢he border may change from
film to film, the function of the border remains constamtd bring about a conflict
bet ween the whole and the proper body [ é]
Thisuse of t he n gbsertakelesgmciady inbhs dorks inspired byabuki
kaidanmonosuch asT @k ai d @ Y o arslkajdan K&sanegafactjiv y ; fAGhost

187 Discussed further itv.1.1 Development of the Cinematic Horror Genre frokaidan Films to J-Horror.
194



Story of Kawheeint® slassigfanple n roys@ body, mostisnot abl
portrayedwith adisturbingly mutable qualityrrom the latter half of thkaidanboom period,
otherkaidanfilmmakers, too, started to utilize increasingly grotesque and unsettling imagery

similar tothat ofNakagawa Nobum their films, choosing to make the graphdestruction or

degeneration of the (female) human body asimary feature of the narrativ®

Fig.24Screenshots of fhor r oKadarukasanegpfudhibet) andkady b g DgaReé @enaf r o m
(Right).

111.1.2 Continued Prevalence of the Classic Femaden r § Beginnings of the New

FemaleOn r indapanese Cinema

Much ashas been seen with the classic fenale r ity J@panese theatiaidanfiims too
were heavily focused on portraying this archetype of the vengeful female lglnoabt
insignificant that the first recorded examplekabukiadapted for film in 1899 were both titles
that featured not only the supernatural, but a supeaidaminine characteEvenwith films
like Ugetsu Monogataror Yabu no Naka no Kuronekahich explore direct romantic, sexual
relationships between humans and (female) spirits, it should be not#ukethapernatural
feminine is still presented adatal threat.

Thisfocus on the supernatural femaeerhaps the most distinctive trait

characterizatioof the Edo gothic compared to its Western counterpadording to Napier,

188 Also known asThe Depthsreleased in 1957.

189 Discussed further itil.2.2 Changes to Elements of Visual Representation
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Afr equentdmanwha has saperhatuel control over life, death, and the connection
with the pasto (25). I n the Edo gothic, femal
are particularly associated with epresentbothi r el vy
the Otherness and fundamental indestructability of traditional culture as they war against the
reality of modern Japan using their supernatu
gothic portrayals, in which the female is rarely if ethex villain or in possession of any power to
speak of. More often she is depicted as a damsel in distress, her suffering an appeal to the pathos
and sympathy of her audiendes Michael Crandol notes, thiseéspeciallydistinct from
American andeuropean examples of gothic horror filmgherethe presence of a female victim
is almost a necessity, st he audi ence often experiences thei
a female victimfor patriarchal society permits the female horror moviémito enact
responses to the monstrous deemed inappropriate for the traditiondl malédightméres
from the Pas65).

The prevalence of the supernatural female, especially the fermale go@inues today,
as can be observedin@ndkabukiplay recordsln both then @ndkabukirepertoires, a
significant number of plays feature a femal@ r iyst@ad of a male as the primary supernatural
antagonistFurthermore, the frequency and apparent popularity of the femaleiyadrend
that continues to present das can be seen by examining the frequency of stage performances
featuring femal® n r chaghcters compared to malen r chagactersUpon examining recemt @
andkabukiperformance recordg should be acknowledged treamarked increase in frequency
of performancegeaturing male n rigyaoobservable, indicating an overall increase in interest
in plays featuringd n r chafacters overall, regardless of gentteany given decade, however,

the number of performances of tleenaleo n r hagbeen proportionately higher than the male.
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Fig. 25. Chart measuring frequency of@erformances held at the National Noh Theatre ( 3 ) in Tokyo,

Japan, featuring femate n r chafacters compared to malen r chatacters from 1979 to the present. Data
compiled fromBunka Digital Library Japan Arts Council, amde n d a i NG Kydgen JOBen Kiroku
Tsubouchi Memorial Theatre Museum, Waseda University.
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Fig. 26. Chart measuring frequency kébukiperformances at major venues in Japan featuring female y @

characters compared to malen r chagacters from 1979 to the present. Data compiled Kamb u K i K@en Dat ab
Japan Act or s dNihbdrsGseo cnidha tEnogre,k ia nSddg @ , AridResearch Eentery @ Dat abas e
Ritsumeikan University.
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Since 1979, the ratio of performances, for bot@ndkabukj that feature a fematen r y @
has remained consistently at least 1.27 times the number of performances that feature a male
o n r, ing@lying an overalpreferencdor the supernatural female. This ratio of performances is
shown to more or less increase over time, reaching as high7atimes$ fom ¢and3.38 times
for kabuki The increase in frequency @fn r pgrédrmances during the 1990s to 2000s coincides
with the emergence of thehdrror film and the consequenrhdrror boom period. This can be
viewed as correlated with an increddnterest in and popularity of théadrror film genre itself
the implication thus being that traditional theatre capitalized on this interest and sought to stage
more performances that appealed to contemporary audiences

Interestingly, though recordsealimited forkaidanfilms prior to World War 1l, even as
interest in adapted works started to wankaianfilms of the 1950s and onward, a preference
for kabukiplays that featured a femaden r rgnfdined. Of these plays adapted for film, nearly
halfar e based on wor ks kadanp'd®’ The storylmfyOiwa hsevrittéribii r e e
Tsuruya Nanboku IViT @k ai d @ Y o tfa exgnaple, kas betraadaptsa kaidanfilm
34 times. It is particularly notahl®o, that of thekabukikaidanmonoandkaidannarratives
regularly chosen for adaptation irkaidanfilm, Yotsuya Kaidas the only work that continues
to be chosen occasionally for adaptation (or at least as inspiratichpmod films, indicating

how muchO i w aairativecontinues to resonate with audiences even today.

190 The first knowrkaidanfims ofK a i d an B ¢Qtsayu) aiPd@Ka i d & Y o (Qwaywere Kai dan
recorded to have been made in 1910. Tte knownkaidanfimof Ba n ¢ h @ S avasaecadedtd Have been

made in 1911.
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Fig. 27. Chart showing the number kéibukiplays featuring female n r cpr@pared to male n r chafacters
chosen for adaptation kaidanfilms from 1910 to 1949 and 1950 to 1989. Included films have been limited to
those for which th&abukititle being adapted was explicitly stated. Data compiled fEiman DatabasgMotion
Picture Producers Association of Japan, Inc.,Jaghnese CinemRatabase Agency of Cultural Affairs,
Government of Japan.

The prevalence of the femaden r, lye@he the classic as founckaidanfilms, n @nd
kabukiplays or the new character type as associated wlitbribr films, is also seen in Japanese
horror agnema. In the case of Japanese film, howeYanagi Masakmotes in hearticle on
postwarspectatorship ahekaidanor kaiki film genrethat audiencewere predominantly
female(51). According to her researcat least half, if nomorethan half of the typicalkaidan
filmgoing audiencewas comprised ofoung womenYanagi considerthisto be a significantf
not definingtrait of the genrgas it may account for the emphasis on fercal&ric narratives

In addition to thegendered demographics of thadience for th&aidanfilm, it is also
worth notingthe overall influence of the presence of the actress on the popularity of the female
0 n r. ¥ilih critics and scholars have generally attributed the rise of the actress to the adoption
of reali sm, or a Asense of authenticitiyn, o in

Multiplying Personas ci nema as a medi um has been engrair
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natualness, especially because of its mechanical properties, its ability to provide close framing,

and its photographic repr cmdnagatdbisoper f23mancWwi b

insufficient, as the view tbutshouldicgrespchéto s houl d
actual bodies of actors on the screen, o0 the a
naturalism to the widely accepted archetypal

As the utilization of actresses in place of tmmagatabecame standard practice by the
1920s, the female movie star came to pose as
site of attraction to Japanese,Nghtmaeesmfeomthe ver al
Past111).In the case of thkaidanfilm, instead® r el yi ng on AfAdi splbays of
filmmakers focused more on presentitigh e si ght of Japands newly mi
transformed into hideous mon &vereimtse cdsedfthbasee t h e
films adapted from actu&bbuki kaidarmonq theonnagatatradition was quickly abandoned in
favor of the actress. The first@areen appearance of the classic ferate r Giwa portrayed
by an actress, for example, is recordetde in 1925 (Uchiyama 149). As has been noted by
Michael Crandol in his article on early Japanese horror filmMianJapanese Cinema Boak
the caseofthe ai byWgenre, the gender of this vengef ul
explicit in prewarkaidanfilms. In thekaidanboom period of the 1950s and 1960s, however, the
bakenekdigure became increasingly characterized as feminine, to the extent that actresses
known for portraying such rolesuch asSuzuki Sumiko (190485) and Irie Takako1©11-95),
devel oped abakeegka t Bt efblarerd382).fiven wi th the fnatur
movie star, Fujiki points out that her performance was not limited to the sexuality of her physical
body, but also emphasized addpaemsri noohyen({Rad
onnagataon thekabukistage, the film actress in Japan, be shekaidanfilm or a

contemporary drama, continued to serve as an
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In the wake of World War I, howeveas Japan struggled witls nationalidentity,
w 0 me refresentation idapanesélm becamecomplicated, even contradictomyhich echoed
the positionof women inpostwar society. Adulia Bullock writes in her article on postwar
Japanese feminism:
Japaese women had been grantadunprecedented array of legal rights under the new
postwar Constitution, including the rights to vote and hold office, to choose their own
spouse, and to equal opportunity in education. Yet they found that attempting toeexercis
these rights brought them into conflict with persistently conservative societal and cultural
norms about wo mé attiusles ihat wereprereasipgly eeinferced by the
economic realities of the postwar period. (73)
Filmmakersimmediately following World War llundersignificantpressurdy the American
authorities during the Allied Occupation to promote gender equality in social reform, were
encouraged t o de pnilledtlibefated) gnaindeperidényworsen,dréemg
wartime militarist repression and mascul inist
democrati zed n e w(Sdita328)Gancurrently, hdwevethis irhaigd o s
Al i ber at ewrian ad Eepresentedire cinema was at odds thighfact that the female
was increasingly commodi fforms df sexually pharged,wratic J ap an
entertainment, including cinema, were primarily targeted to and accordingly consumed by male
audienceso (Saito 332).
Although initially under strict censorshifpy 1949the Japanese governmérds ordered
by the American authoritiesestablisked EIRIN,*®* and under these newovie regulations

Japanese filmmakevrgere granted more freedom for sexual expressidheirworks So long as

the genital areas were not actually exposed, particularly the display of pubic halre@ndere

191The abbreviated name f&ri ga Ri(nr i 6 i xk@which translates to fiFilm C

Organization. o
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no actualshots of penetratiosex and nudity could be freely portrayauscreen (Balmain 70).
Independent flmmakert®ok full advantage of this newfound freedom soon after, and the market
was quickly inundatedwith i | ms Aful l of titil | &mtheocaspofs ex ual
kaidanf i | ms, this manifested as what Bal main des
although perhaps less sexually explicit, the fergalestwas increasingly positioned as an object
of male desire (72).

As Ayako Saito writes in her article féhe Oxford Handbook of Japanese Cinema
APost war womeno6s | i beration was, thus, first
both in reality and visual imagination, epitomizing the contradictiondfppst r democr at i z
(332).Saito raises the question, howevertaas h et her t he i ntended audi e
was really fAthe women who were displaying the
watching them (332).1n the case of the female ghost, especiallyotire r theZilesire
experienced (by men) is also intertwined with the abjection of her irBggextaposing her
body as a site of both sexual desire and horror, the female pp<8 as more of a reflectiorfo
mal e anxieties and fears regarding the growin
democratized Japan.

Despiteherpremodern inspirations, tfenematicclassic femal® n r of Kdidanfilms
exhibits marked differences in portrayal compared to earl@ndkabukiworks. These
differences are especially apparentilims made during th&aidanboom period of the 1950s
and 1960sincluding thoseadapted from prexistingkaidanmonothat feature the classic female,
such as Nakagawa No iasoyd Kaidanghese chandjes prpattayalo n o f
indicatenot only the beginnings of a shift towards increasingly more hardurcing film, but

also similar changes in social viewsverds women of the time.
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[1.2 CHANGESTO DEFINING CHARACTERISTICS OF THE CLASSIC FEMALENRY &
IN FILM

[11.2.1 Changes to Elements of Narrative Style

111.2.1.1 Characterization

As the classic female n r hagthade her transition from stage to scresgnificant
changedo howsheis characterizeds well as how her narrative tends to unfaolel apparent.
Unlike herdepicton in n @ndkabuki there is a distinct focus arharacterizing the cinematic
classic femal@s a victim of circumstanceegardless dfier attributedole type Rather than her
becoming am n r dyedo some transgression on her =g, is more often characterized as a
woman who is made to suffer horribly despite abiding by the rules and expected gender norms of
society This shift in portrayal is viewed to be influenced by tbacept ohigaisha ishiki which
took hold of postwar Jmnese societgs Japastruggled to come to terms with its collective war
responsibilityOftentanslateca s fivi ctim cbpsdakesen®ss, asot he ¥
per son wh o ®higaisharishikrefeesdoth@hypesrationalizationo f Japanédés pos
as the victim rather thaas the aggresséllowing World War Il.In so doing, Japaas a nation
was able tsuccessfull navigatef eel i ngs of guilt r pagtwardi ng t he
activitiesand represenitselfii f i r st and foremogitng@Oua@diitonmned, p
Consequentlythe cinematic classic fematen r tgnds to beharacterizeavholly as a victim
who resorts to aggression in reaction to her wrongful tormaginér than byvillful choice, thus
justifying her acts of supernatural violence

This shift incharactefocus may explain the marked increaseppearancesf the prote
dead wet girtole typein kaidanfilms. While the dead wet girl does not fully emerge until the
development of-horror, hints of thigigure areincreasinglyapparent with the protdeadwet

girl as she is found ikaidanfilms. Unlike other predominanble types where her monstrous

¥2AsquotedinDo i T aigasbaishikio 2 9 7 .
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quality is associated with a clearly defined social role, the yeta wet girl served as more of
the ideal vehicle for expressitige cinematic classic feateo n r ag @woman madectim in
and of herselfRather than her behavior in human society, essentially what is being censured is
the woman for being a woman, potentially exte
entire gender itself

This focus on th@otential monstrousness of women as aleltan be viewed as a
reflection ofcontemporaneousnxieties and fears towarttee changing position afomen in
postwar JapariWhile women previously had been restricted by a system that demanded their
subordination to the family patriarcnder the Allied Occupation women in Japdircially
attainedong soughiafter rights, namelfit he ri ghts to vote, join pol
and unionizd éas well as] equal ( Ammlghatse shidedtimey educat i
howeve, women were discouraged from exercising these rigktthroughout the 1960s the
counfipybébsperity was increasingly predicated o
confine women to the domestic sphfae a housewife], so as to enable rtedevote
themselves entirely to poweBuliock@4).AsiDavidSlategri ne of
notesin his article orclass and identity in postwar Japan for Rautledge Handbook of
Japanese Culture and Socigeitwt all women adhered to these social expectations

Middle-class wives of salarymen were able to stay home and fulfill their wifely and

motherly duties. But many women work[ed], either partfull-time, and many working

class women found themselves having to navigate between economic necessity and social

respectabi | i trgpreserted fheirWenmituationragone of independence, in
contrast to the good wives and wise mothers whom they thotightas | i vi ng a fd
exi stence, fAshut i1ino their homes all day a

company gave many of these women pride of accomplishment. (109)
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As a young, unmarried woman, full of untapped potential and as of yet unbrydéesidgial role,
the protedead wet girpresents one of theest means to articulagowingconcerngegarding
womenand their newfound independeringpostwar Japan
While theincreased presence of the praiead wet girl charactém kaidanfilms may
imply less of an interest in utilizing the classic fenale r ty d@nsure certain social behaviors,
other socially imbuedole types are still apparent, albeit with changes. st notable are
changes to the monstrous wife, specifically,
mor e of a @ molncnhtrasbta earlienpetiodsemhichavere strongly influenced by
NeoConfuciani sm, t he wasmeaphasiged above all elaesordamgtonot her
Barbara Ambros:
Trends such as greater urbanization, a higher percentage of wage labor (rather than
employment in family businesses), and increases in the number of nuclear families
(rather than multigeneratiohlaouseholds) made the role of motherhood more important
than of wifehood. Technological innovation made household chores less time consuming,
giving women the opportunity to focus al mo
(136)
Although it should be noted that the monstrous wife has often been associated with motherhood
to some extent, especially as foundkabukiplays, starting from as early as the 1960s, the
classic femal® n roys@ c h a kamlanfilnesrcan benseen incraagly associated with her
inherent responsibilities as a mother more so than as a wife. It is those responsibilities that she
ultimately chooses to ignore or actively reject, resulting in her transformation into the monstrous
feminine. InOnibabals ; A ® e mH &%jod dxample, the unnamed mother character,
played by Otowa Nobuko (19284), initially resents Hachg former neighbr whowas drafted

along with her son to fight in the weavaging the courny andnewly returnedrom the

¥pirected by Shind@ Kaneto, released in 1964.
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battlefield. The motheholdsHachir e s ponsi bl e for her sonbds death
unnamed) daughten-law to stay away from him. Later, however, the daugiméaw is
seduced by Hachi, and the mother becomes not only angry but also jealous of their relationship,
despite her resentment of Hachi. Rather than as a daughter, the mother starts to view her
daughtetin-law as a rival, especially after her own attésrp seduce Hachi are coldly rejected,
and she resorts to terrifying the daughtelaw, using the guise of a demon to force the two of
them apart. Consequently, however, tla@nyamask that the mother has beesaringto scare
her daughtem-law and prevent her from seeing Hachi becomes permanently adhered to her face.
In the daughtem-| awdés attempts to have it forcefully r
horribly disfigured, tr alrhisisoneexamplgtodemmanstratent o a
the transformation of the monstr oudinueoblee t o 0
found inkaidanfilms throughout th&kaidanboom period and will later become a prominent
feature andole typefor the new fenaleo n r of Jhorror.

In a similar veinchanges in views of social valuegardingromanceand passiohave
affectedthe murderous lovaole typein kaidanfilms. In contrast tdhetypical classic female
found inn @lays whosepassionatgealousrage tends ttransform her into a dempthe
cinematic classic female is depicted more often astaactive, hauntingbject of passigreven
sexualdesird n Mi zoguchi Kigetsy the 8prit ol tBeyAingfLady Wakasa is
especially characterized by passion as it is revealed that she remains biumuolytmot out of
explicit resentment towards a particular individual or even the samurai who killed her, but out of
bitterness over having died before ever getting to expezi®ve, and so she actively pursues,
seduces, and consequently threatens the life of thé stiv i ng Genj I r @.

Rather than purely images of abject horror or fear, the cinematic classic temaléy @&
often equally associated with sexual allure and tyedine danger she potentially poses to the

human (male) characters in a numbekaitianfilms also tends to be sexualized, of which
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Shind@ ¥Kabunne Naksdn® Kuronek®an especiallgtrongexample'® Using her body,

theo n r Qsidgeseduceser samurai victimso that she can tear into their throats as lieeiyp

bed with her, effectively turninger sexualitynto a weaporo avengéer own sexual assault

andwrongful death Her monstrous violend®wards her male victim&ioweverjs temperedy

her husbandl s r leavingsurviyed beingonscripted intowaEv ent ual | 'y, Oshi geo
vengeance is overwhelmed by her feelings of genuine passisimembraces her husband and

is thusmademorebeautiful tharhorrifying to the audience

Fig. 28. Screenshots of supernaturalessticfrom Ugetsu Monogatar{Left), andYabu no Naka no Kuroneko
(Right).

Furthermorein contrast tan @lays such aKanawaor Aoi no Ue wherebeing seen as
one ruled by passion does not appear to attribute any particular sense of sinfulness to the classic
female ofkaidanfilms. Consequently, her feelings and desires are no longer demonized as they
were in the past. Instead, having such retaipte wants and needs almost humanizes her for
the audienceThis shift in characterization is indicative of changes in social views in Japan over
time. As the classic femate n r agdnade her transition from stage to film, the societal values
reflectedhave also shifted. Compared to the Edo period when Japanese society was largely
defined by NeaConfucianismandBuddhist beliefsvere widespreggostwar Japanese society

was encouraged to adopt more Western valwbgh were deemeahore compatiblevith the

9“Be|ljeved to be at | east partiall yabumoNpkfr eAd; bfyl nAkaut ag a

Groveo], written in 1922.
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newly democratized natioMarratives where feelings of passion or lewereassociated with
karmic attachment and sin that result in horrific consequences for those inthalged longer
resonatd with audiences
In keeping withhigaisha ishikisentimentthis lack of simattributed to the cinematic
classico n r cardalso be viewed as a means to relieve the audience of their own feelings of guilt.
Through the expression of her feelings and suffering, she evokes sympathy and is portrayed
more as a victim driven tsuch vengeful and violent acts, rather than as aamcmctively
choosing to be the aggressbrthe case of th€urokami[? ; fABIl ack Hair o] epi s
anthology filmKaidan[w ; A St r a n'Ytlee wifeachamated ghares significant
similarities to that of the monstrous wife in theplay Kanawag as she is coldly cast aside by her
husband for another woman. Despite her strong feelings of resentment that are visibly tangible to
the audience, the wife iKurokamidoes not seek her husband out to curse likentheshiteof
Kanawa andinstead quietlyesents him from afaeven in deatht is only whenhe finally does
return to her and embraces her as if nothing has happeste@alizing that she has digbat
shebegins to exact her vengearasearo n r oyehis cruelty.
Interestingly, in some films made during the earlier half okdidanboom, the
cinematicclassico n r hergelf is almost entirely removed in favor of casting the female spirit
more as one of passion and devotion. A notable example of this can berfabediimKaidan
Banch@ Sdw ayadfschi;kinGhost Story of Hiverp Mansi or
much unlike its earliekabukiplay renditionB a n sSardyashiki Okiku returns not so mucis
anonrbput@sa tragic, |l ovelorn, and very fdAhumano ph

about her demise, tormenting him with more-gatfuced feelings of guilt rather than terror.

195 Also known askwaidan directed by Kobayashi Masaki (19966 ) , r el eased in 1965, based
collection of writingsKwaidan: Stories and Studies of Strange Thingitten in 1904.

19 Also known asGhostintheWell directed by K&)meleasdinsl®si.k azu (1921
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UnlikeBans h1 S antkekamanfim ®kiku is depicted as one of the maidsthe

family mansion of the youngebellioussamuraiHarima, whaopursues her despite their stark

difference in statudVhen Harima is forced to accept an arranged marriage to secure his future,

the set of ten plates are presented as a dowry, rather than as a gift for the shogun to help secure
succession like in the originkhbukiplay. The plate she is punished for bregkihus represents

as much her own h e a rbetiayaleadisbraken promisedoamarsy hd.a r i ma 0
is the guilt he feels over having killed Okiku that haunts and torments him, driving him to his

death, rather than any aggressive actionkn Gk u 6 s p a The filmitself sheaviyi r i t .
influencedby theshin kabukid © | ,  fi kakukd)'®’ modernadaptationoBa ns h i

Sarayashikivrittenby Ok a mo t dn 1%L which had akady transformed the original

narrative into more of a humanIntheshimkahuki el i mi na
version, however, Okiku breaks one of the pl a
which is what incenses himto killhérn contr ast, Oki kuds breaking

portrayed as a complete accident in the film, absolving her of any guilt or premeditation.

Fig. 29. Screenshot of h e h u s b a nkdroksmiepisodeufroniKaidam(Left) and set photo f k , kuds ghos
appearing before HarinfomK ai dan Banc h®ghar ayashi ki

197 Refers to plays composéar thekabukistageduringand following the mid to late Meiji peridoly playwrights
and writers outside of tHeabukitheatre world.

Ookamot o Kid@6s modBamc v@ rSdordstingwshhiifrati ith&aidandnona
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Both this lack of censure towards private attachmantsemphasis on victimization have
had considerable influence lessenthe gendered distinction between female and maler ity @
terms of motivation for vengeance. Rattteant he f emal eds vengeance bei
more private passions or resentment,ahe r aycletype found ikaidanfilms tends to be more
focused on righting injustice, regardless of gendérile this motivation would have been
typically associatedith the more public male n r ag und im @ndkabuki such a clear
divide is not discernible when it comeski@midanfilm depictions.This is especially apparent
with thek a i $ulpgénre, where the ghostigkenekdigures, most of which present asfale,
emerge almost exclusively for justice on behalf of their deceased masters, a behavior that would
be expected more of a samurai to demonstrate his loyalty to his lord.

This focus on justice withikaidanfilms can be understood as a reflection otimof the
Japanese mindset following World War licéording toRobert Orr, a critical element that
figured into the conflicted feelings regarding war responsibility, as welbaisibuted to the
development ohigaishaishiki Al ay in the sense of betrayal a
ulti mate sacrifice for the good of the state
into [ €] a 6 me a$tugylind tefsxd medneg andhniegotiale the moral
respongility for waging a war of aggression that they ultimately Itds¢, postwar Japanese
audience of th&aidanfilm preferred to see the n r, lyoth female and male, completely
justified in their exacting of vengeance. This is evidertitdw rarelythe maleo n r, wh@&n
present in &aidanfilm, was portrayed as that of a samut#mlike social roles like a farmer or
merchantit was not as easy to divorce such a martialfrola its history asn aggressor and
depictwholly as a victim

With this shift in charactemotivation and focus on victimizatiprn arguablybecomes
more difficult to discern the monstrotesminine However, it is notable that among the rare

kaidanfilm exceptions that feature an especially aggressiveaatieevengeful figure, almost all
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of them are femalélhe existence dfaidanfilms such a®nibaba,which features women

capabl e of both physical vi ol emnlsehingatttl Amonstr
innate capacity for the monstrous feminine in all women, a theme that will become increasingly
popular later <horror. While the presence diis filivingo monstrous feminine i@nibabais

most likely in reference to earlier superstitidagdief in women possessing the ability to turn

themselves intdijo, a reference that is visually reinforced through the mathkra wés use of
thehannyamas k speci fi cal |l y ofimd ©lked ti m etf eea rfeidl m)o, awh
conspicuously absent frothe film is a scene of explicit transformation for the methdaw.

Lacking a scene depicting her practice of a cursing ritualiske no koku mairior anact of

willing self-disfigurement to transform herself intdigo, the audience is left fealy

uncomfortably ambiguous as to whether there is an actual supernatural presence in the film. This

in turn has led to some film scholars being divided on the ger@aibfba In so doing,
however,Onibabaeffectively epitomizes the Edo gothic, blurringetboundaries between what

is supernatural and human so much so that the lines disappear almost completely, leaving the

audience with only the woman as the Amonster,

§ o 4 4 y 3
Fig. 30. Screenshotef themotherin-law as thefimonsteé from Onibaba

[11.2.1.2 Plot
Perhaps one of the most significant changesrims of plot for the&inematic classic
femaleo n réye&rative is the emphasis on portraying the supernatural female as something

erotic, even romantidhis often manifests as scenes of genuine passion, where the (male)
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human character is seen indulging in a romantic or sexual relationship with the 8upérna
This narrativeelement can be viewed as having derived from a number of Edo gothic literary
works, such as those written by |lzumi Ky®@ka.
fantastic, 0 Napier not es ritpomdmbrabledemdlehor FfAcr e a
characters, all of whom were deeply associated with old Japan and many of whom are strongly
connected with the supernaturalo (27). Encoun
heavily imbued with erotic tension and gjgles regarding desire. Mayu kakushino rdi T
Wix ; fAThe -HEiyckibm o WStpriarnistloalt,ed by Charles Shir@
Obsession, 0 for example, the traveler Sakai [
fellow guest at the inn wine he is staying:
Suddenly the light went out, and Sakai felt a chill start in his skull and move down his
backbone. He turned around and saw, there in his room, the figure of a woman who was
|l ooking away. [é] Her ki monotedbgsearh, &dt, | i ke
damply clinging to her figure. [ €] One kne
silk fabric of her kimono spilled over it.
rustled her kimono, and he smelled the incense thathmd used i n the silKk
was frighteningly white. She covered both her eyebrows with the paper, and looked
directly at him with her big-88yes. nDoes t
According to Napier, the supernatural woman of the Edo gothic aesbode of the most literal
forms of Afantasy, o0 as she presents not only
Aembraces traditional Japan dge(seMohogataBuydYabe ei n g
no Naka no Kuronek@onsummatinga el at i onshi p wi t h trhodesn fiwo man
worl d, 0o the male character i s -fduelpfiicltlende natso daesr

desires an escape from the reality of his current world (Napier 23).

19 \Written in 1924.
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While the harboring of passions may vader necessarily be depicted as transgressive, a
level of caution against engaging in supernatural romance is still expressed as part of the
narrative Even wherthe cinematic classic fematen r nyagpresent as erotic, beautjfanhd
loving, she stilloftenposes datal threat to the stitliving human mée characterAdded to this is
the uncertainty as to whether the human male character, and, by extension, the audience, can
trust her feelings to be genuine. In a numbéidian films, the cinematic classic female is
shown to effectively feign pure or genuine passion and use it as a weapon, to disarm and seduce
her (male) victims for malicious purposes (Uchiyama-88P Many & a i filny t@at features
a bdkeneka c t r e sssuse ofrthéskvieerein the vengeful spirit presents as an alluring,
beautiful young womai not to romance but to seduicso that she can catch her human male
victims unawares and later attack themKla i by @ Nor[ei ~ MpJ Num&host Cat
of the Cursed® w a m #°dhkbakenek@ppears in the guise of multiple women to exact
vengeance against the corrupt and lecherous samurai lord, Nabeshima Naosstgetably as
one of Naoshigebds wives, t thebakénakdycceetyihga . Di sg
causing numerous deaths of both men and women who serve at the castle, nibstigidayent

of surprise but also by sedirng and charming Naoshige himself.

Fig. 31. Screenshotsdf ady HonriKgaa by @ Nor o no Nma'

200 Also known asBakeneko: A Vengeful Spirdirected by Ishikawa Yoshihiro, released in 1968.
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In order to achieve this level of intimate interaction with the living, however, be it for
genuine passion or malicious intent, the supernatural fem&kgdznfilms, including the
classic femal® n r, mudtpresent as more human l@ast in appearance if not also in character
and behavior, rather than something otherworldly. In order for the classic fematedy &
considered attractive as an object of passion, her living partner (or victim) must see not a
monst er , bwomanads dhdisfreer to alter her destroyed (or at least distorted) image
than most earlier stage depictions, the cinematic classic femaleiytiffis brought closer to
recognizably human naturAs the audience witnesses scenes of passion betwemalthe
character and a beautiful humpresentingvoman, they are left with a strong sense of the
female characterds humanity and perhaps | ess
boundaries between what i s fehandtherasultingudease h a t
and uncertainty such ambiguity generates, is what effectively breeds apprehension of the
cinematicclassic femal® n r iyt audienceBy bringing the supernatural closer to what is
recognizable as human, but th@eating distance frortihhe audience by not having the
supernatural presence entirely behave as such, the abject, or monstrous quality of the
supernatural is thereby creatélthe case of the cinematic classic female r, theZemphasis
on her erotic beauty and apparent humanity highlights her monstrous chaduieethe contrast
between what the audience exgecom her character and her actual behavior in the Tilis
therdoy increases the feeling of horror within the audieaéhe viewer is uncertain as to
whether or not they can trust their own senses.

While the image of the cinematic classic fenala r nyagcontinue to be ambiguous as
she fluctuates on screen from her pristine to her distorted (destroyed) or monstrous image, the
femaleonroys@ narrati ve demands that some form of
transient that transformation mhg. The most explicit and overt example is her transformation

into abakenekoRather than seen transforming into a serpentine monsteijor #ne cinematic
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classic femal® n r tgnds to manifest more often as a demonic cat, as indicated by the mrevale
subgenre ok a i Withigkaidanfilms. Although the animal itself is recorded to have been
present in Japan from as early as the Heian period, kept mainly as a treasured pet, folklore
revolving around the innate supernatural powers of cats did naneesalespread until the Edo
period.Similar to the snake, the cat in Japanese folklore poses something of a paradax in that
wasassociated with good fortune, as indicated bycth@inued presence of theanekineko(

® , Abeckoni ng c dapao jodagpuy anthesamedimeswas feéared for being

especially dangerous and vengeful towards hum@hst contributed to this unease was how

cats were observedipd i sappear mysteriously i mmediat el

y

indicating somei n u s u a l rel ation bet ween (Thiserayagcowht t hei r

for not only the prevalence of thea i $ulgg@nre, but also the liminal quality of thekeneko

itself, presenting asomoy® the ani mal and
Although thebakenekdends to be more prevalent, the narrative association of the classic

femaleo n r witli¥snakes did not disappear completelkamanfilms. Unlike thebakenekp

however, there are comparatively fewercaiiedhebionnan N; fAsnake womano)

the female characters explicitly transform into serpentine monsters (Uchiyama 182). More often

the classic female n r ity sch films are shown to be capable ahswning snakes, effectively

t

using them as a weapon, to swarm and attack the targets of her vengeance. While this distinction

in kaidanfilms may be due to the practicality of staging such a fantastical transfornthtgon,

utilization of snakes alsgissogatesits usagdrom previous associations setsuwaandkaidan

of Japanese premodern literattweh er ei n t he womandés sins of | eal

be transformative, punishing the woman by changing her into a giant snake. Consequently, the
ressons for thénebionnaappearing and summoning snakes often have little to do with jealousy

or passionate resentments. More often, it is the killing of an actual sralserves as the

impetust or t he womanods r eRatherthana Bectian ofherpegandl ul s pi
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charact er , death, typgally preeedirsg mrasdor dter the death of the actual woman

that causes her n r ty rganifest ashebionna Even inKaidan HebiOnna[v nN; A Gho st
Story of theX@ghakdéd Womamdohs a rare example of
moreofas er pentine monster, her appearance i s pre
jealousy, but the villainbés coldhearted, sadi
protected by the womaws a result of her saéiging her life in an attempt to protect the snake,

t he wooma iy@dsnted the ability to curse othépsdeath, even possess and control the

living. In both cases, theebionn®d s ur se mani fests as scales that

bodies.

: —_— TR N
Fig. 32. Screenshots of theebtonnad s v i ¢t i ms, b ot HKaidan Mebi@rmpa and dead, from

In mostkaidanfilms, however, as was noted with stage depictions of the classic female
onr,y@he cinematic classicds transformation mo
or at least distortion, of her image, usually through a scene of violence, howghethslt
violence might appeat. n Na k agawa N oHKadan &asandgaficfiRuifsufféran,
what seems to be a small, innocent injury in an accident that results in her keeping half of her
face covered, her image thus obstructedecomes quickly ggarent in the film that

supernatural forces are at work as the wound does not heal and swells to the extent that her entire

201Also knownassSn a k e Wo madirdécted b Nakagava Nobuo, released in 1968.
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face becomes deformed and she is virtually unrecognizable, leading to her eventual death and

full transformation intoam nr.y @

Fig. 33. Screenshots of Rimjured, her image obstructed (Left) and aam r, eimage destroyg@ight) from
Kaidan Kasanegafuchi

Even in the case of thea i filng, @here technically it is the cat that is transforming, the
master, who is often a woman, still suffers some violence that results in a &adsasfther
socializedmage, thus bringing about the need for vengeance which in turn initiates the
emergace of thebakeneko 1 n Nakagawa Né&hu g, Onest Kaotby ®l e
Yashiki[ w o ; AMansi on o f%thebled nathar, Mtyaji,Girattsudfgrs
violence indirectly when her son is murdered. This violence is furthered when, upumn tiil
avenge her sondés wrongful deat h, .Brivemtoiuter sex ua
despair and unable to endure her suffering, Miyaji begdeloved caflama to consume her
body and exact vengeance in her stddiglaji thenkill s herself,and Tamalutifully drinks her
blood and transforms intolmkeneko

Unlike stage and literary depictions of the classic fernater, scéhes of willing, self
destruction of oneo6s ikadangles. lastead ofcdestrycteomthet | v el y
form of seltdisfigurement, acts of seiffiflicted violence in the form of suicide, especially within
thek ai sy@genre when the catés master is female,

any form of censure of these women who are driven to such actions. Unlike women who

202 Also known asBlack Cat Mansionreleased in 1958.
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committed themselves to tlhishi no koku maircursing ritual, theiacts ofselfinflicted violence
arenot viewed as defiance or active rejection of their imposed social B#epite being so
egregiously wronged, Miyaji is depicted as lacking any other recourse. Her status as a helpless
victim is thereby heightened, inducing pity morertligsapproval or scorn.

ConsequentlyMiyaji is able to preserve her humanity to some extent as she displaces her
desire for vengeance and aggression on her cat. Rather than embrace violence and transform into
a monster all on her own, she beseeches Taraettin the role of aggressor in her stead.
Arguably, it is the (female) cat that actually commits an act of transgression by consuming
Miyaji o6s bl ood, and i n s o-dedtrogtionofinageihonght s an ac
oftendonein the name o&évenging itsmasterupon feeding off the body, a cat can no longer be

considered a pet cat and something domestic, but something raw, wild, and monstrous.

L g
Fig. 34. Screenshotsf Miyaji pleading to Tamaefore killing herself (Left) and of tHeakenekaevealing itself to
exact vengeance (RigHtpmB @r e i Kai.by@ Yashi ki

While there is less of a distinction in terms of motivation betveggsnders,
transformation of the cinematic classic femala r iy s@ll emphasized over the male. This is
particularly notable considering an overall increase in scenes of violence in narratives that
concern the male n r, with manykaidanfilms featuring the malsuffering a wrongful,
particularly violent death, often at the hands of a corrupt saniuraiincurred violence
however still does not result in an explicit scene of transformation for the cinematiconrale y @
where his image is destroyed or at leastatted like the classic female. Even Nakagawa Nobuo,
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previously noted for beginning to incorporate
tends not to extend thisiage destructioto the maleo n r chagacters that appear in his films. In

Kaidan Kasanegafuchi t he bl i nd masseur S@etsuds murder

i mpetus for the film, ultimately resulting 1in
however, though violent, is shown to have little residphysicaleffed on S@et su when
appears as am n r. Yhid contrasts significantly with how Rplhysicallypresentss a vengeful

spiritin the same filn{seeFig. 33, right).

Fig.35.Sc r e e n s h o tmoments befdr@a@eatls (Left) and asan r (Right) from Kaidan Kasanegafuchi

The power of sighalsocontinues to hold narrative significanioethe cinematic classic
onréys@ narFroat ichear acters | ike Miyaji and S@et su,
impossible to defend themselves from human threats, let alone supernaturaltociesed both
to become n r ity tieir respectivéaidanfiims. More often, sight plays a crucial role in
perceiving the supernatural itself, regardless of the inherent gender, ansithéddwiman
characters, and by extension the audience, to cortfreintnotions of realityAs wasshownin
premodern literaryandr amat i ¢ depictions, sight or HfAseein
importance in acknowledging its existenoesome cases, lacking the ability to see is shown to
make one vulnerabl® ano n r ag Prendersneincapable of perceivings pi r i t 6 At t rue f
the same time, acknowledging having seen the supernatural is occasionally portrayed as

threatening to the spirit itself.
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One of the most not abl e fimxKkaidap,inwschthes Kobaya
episodesMi mi nas hi H@i['chl dcy HamBlseiStory of Hoichi
andYukiOnna[ N ; A Snow réépanavely@émonstrate instances of using sight. In
Mi mi n a s hthe bkh@iitulahcharacteabiwah @sdri  fi | u tisrengered iecapahled
of discerning the truth regarding his patrons who seek his perforroatieeHeike Monogatari
night after night. Rather than nobles wishing for purely literary entertainment, they are revealed
to be theo n r of tle Taira clan, still caught in anguish over their deaths during the final battle at
DamotsunoUra I nstead of in the main hall of a grar
graveyardor the restless spirits of the Tasaeking a form of spital pacification through
HOi chi 6s performance, Thus ahathetexpemnseoafoh
reminiscent of the historical tradition of thei wa Hei@hsdyarded as spiritual visionaries by
virtue ofbeing blind, who were oftenkal ed on t o perform oral tales
s o u |l s ., howWaver, shiepicted as both vulnerable to and endangered by the supernatural due

to his lack of sight, requiring the intercession of others who can see and reveal the truth.

Fig.36.Screenshots of HJi ohridte Taira mMiominmmaanschepisbdedronitaidis

In contrastfor the female spirit o¥ukiOnng it is not so much the actual seeing of her
true form but theicknowledging of having seen it that poses a thtain choosing to spare the
life of theyoung, handsome woodcutter, Minokickhe makes hirawear to not tell a soul he

has seen her form, denying her supernatural existence to the world. When hegigviitdaks
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his word by sharing his close encounter with his wifieo isactually the snow woman in
di sgui se, she is forced to |l eave, as being fnu

konoyo

Fig. 37. Screenshotsdfhe snow womands forced separation from Minok
konoyo(Right) in YukiOnnaepisode fronKaidan

Water continues to be narratively utilizedkimdanfilms, especially as a site for haunting
for theo n r, yedardlessfogender Oftentimes the vengeful ghost figure of the film will emerge
from the depths after being killed, or, more often, their corpse disposed of in water. This
prevalence is evident given the numbekailanfilm titles that contain some reference tater,
particularly a still body of water such as a pond or swashwhichK ai by @ OtKaamabgyad k e
Noroi no NumaandKaidan Kasanegafuclare notable exampleall three films feature deaths
of charactersn or near watethat reemerge as n r, lgo®ever botfDtamagaikeandNoroi no
Numaare distinctive in featuring the deaths and disposals of multiple charaglstgrsmale and
female,in the same body of water.

INnKai by @ Nor, oriexammgef H@ema c u r s mpin tleffilm is betin s wa
motion first by the suicide of the Lady Takafusa in its stagnant waters. After the betrayal of
Nabeshima Naoshige resulting in the overthrow and torturous death of her husband, Takafusa
drowns herself along with her petcattogsea bei ng f or ced t oThbuglc o me N;:
Takaf us alinkenekdah at tdhmer ges i s depicted as pri mai
both its powers and the effects of its curse are shown to be compounded by the deaths of two
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ot her women in the same swamp. Years foll owin
Yuki ji catches Naoshigeds fancy, who is now r
Saga CastleAlthough Yukiji tries to escapeom Naoshige with her fiancé, the couple end up
fatally wounded and dyi ng b e sthadtle auliankedfifstu s ads s
witnesses the almost obligatory blelagping scene forthe a i by m, only it is Y
that seems to prompth e fallaranéfmation into a powerfldakenekdhatlaterterrorizes
Naoshi geos alltsnmysterious ddpemaiurat happenings and deaths, Naoshige has
still not mended his ways, and he turns his lecherous attention to the sister of one of his vassals,
Yuri, who also commits suicide at the cursed swamp to escape héVidtehedeaths of all
three women compounding the pollution of gt waters,thebakenekas finally able to bring
its long vendetta against Naoshige to its conclusion.

Additionally, water is increasingly shown to be utilized by the cinematic classic ty &
bring their vengeance to its conclusion. A majority of such films end with the villain being
drawn to the same body of water to be confrofbetheir misdeeds by the n r gndbften
meeting a similar watery demise. Such is the case for both thd Bladshige ik ai by @ Nor o
no Numa(seeFig. 38, left) and Gensai, the primary villainkfa i by @ Ot(seefig.§8 i k e
right), bothof whom aredragged down into the death polluted waters, never to be seen again.
Even inKaidan Kasanegafuclihis trendof utilizing wateris apparent, as the femalen r Ruid
avengs herselfin the climax of the filmby bringing about the deaths of all those who wronged
her in the very same swamp h,eventhadhlshe hers8fdet s u o

did not die there
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Fig. 38. Screenshots of villains Naoshige (Left) frédtra i by @ N o r amd GensaRighityifromK a i by @
Otamagaikébeing killed in the same body of water as their victims.

Although the genre is considered to be largiesived from literarjkaidanandkabuki
traditions (at least initiallyn some wayshe overall narrative of theaidanfilm is more
reminiscent osetsuwaalbeit implicitly. The actions of the cinematic classic femala r nya@
not necessarilpe censured, compared to actsatsuwditerature, or evem @r kabukiworks.
However, there is stillmimpliedmessage to the audience regarding winat should do in order
to perhajs avoid a similar fate as those who fall victim todha r figuze of a givenkaidanfilm.
Rather than the cinematic classic femgtlewn to commit transgressigiise human characters
are the onewho do; and oftethey are depicted as corrupt Edo samurai or men of similar status
who flout the rules of their society and thus intiteo n réysi@se upon thenThe cause of the
cinematic classic femake n r iy c@nsequently portrayed as just, while the culprits loehér
torment have committed incontrovertible crinzesl thus deseepunishment, absolving her of
her acts of aggression in destroying th@imis is especially true within tHe a i supg@énre, as
the transformed vengefbbakenekas often invokechotas an agent of petty revenge, but of
justice.Furthermore, theengeane ofthe cinematic classic fematen r isyn@re often shown to
be successfufiving the overall impression of rightesnessThis contrasts heavily witlater J-
horror films, where the new fematen riys®d r ar ely shown to be #Ain

let alone at peace.
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Despite this portrayal of the cinematic classic female, however, she is still not typically
seen as the hero(ine) of her narrati¢ best she is depicted as an unfortunate, sympathetic
victim who, after all of her wrongful tormenat least gets justice in the end. More often,
however, she simply vanishegver to be seen agaker rolein righting the injustice wrought
upon heiis only quietlyacknowledged iit is evenrecognized at alEven when she igresented
as an agent of justicehe continues to be framed as the monbtah in terms of her narrative

and how she is presented ameen

[11.2.2 Changes to Elements of Visual Representation

With the transition from stage to film, the classic fenwle r hasindergone changes in
the defining characteristics of her visual portrayal. As can be inferred given the prevalence of the
k a i finy ®bgenre, the cinematic classic female roys@ t r ansf or mati on i s f
presented using imagery pertaigito catsEven when not explicitly female itself, thakeneko
inagivenk a i filny i®heavily imbued with feminine attributes. Not only dolesvengeful
bakenekmftenutiizeaw o man 6 s i ma g ® prayon victing,ibgt iy also is ghown to
be essenti al | yo niirpjadsdten Semale)ndstemfterhavingeconsumed their
blood.Prior to transforming into hakenekphowever, when the cat is identified by name in a
given film, it is dten revealed to be a female pet 4t.

One might even view the visual transfor mat
as a replacement for prior associations withahieor kijo, with her ears serving as a form of

horns, and the eyes of thakenekas a substitute for the gold eyes of degganmask as seen

inn@ortrayals of the classic female. Unl i ke th
i nheonennatt uir e 0 i n t he wo ma n bakénbkoeguirésaraaddtibnalr mat i o
element namely the catédés act of corksaudigsdg i ts ma
W InBPrei Kaiby@ Yashi ki, Kaiby@ Gnepettatghatiaterdransfarmsintolaa i by @

bakenekas both female and named Tama.
224



however, the catods presence i s c oimgyngineoreabl y d
of a direct visual association with cats for the cinematic classic female. yhek a i fing &

Kai by @ Otisaapagicularlyro@ble example of this associat@sit is a comparatively

rare example of theakenekd i g u r e 0 se bany mEigatechy the death of a male master

The young samurai Yachimaru is the only one whose bloaditdy shown to be consumed by

the family catin the film. Despite this, not only does thakenekamot assume the disguise of

male humans, but also does not appear in a physical, visibly tangible form until the suicide of

Yachi maruds | over , K e bkadksean mundered infer her death, hgweverd h
thebakenekas seen tgrimarily assume the form of Kozasa hersalid gives littlevisual

indication of its true naturgave fora few instancesnost notablywhenher shadows seen to

take t he f Althoogh thédbakeneka@esravesal. itself in the climaxjands like claws,

covered in fur and with pointed sathe film keeps thismage of thebakenekanostly obscured

by shadow At no point in the film does its true, monstrous form come into full \oétine

audiencd not even a glimpse of its face is se@n.a result, thé&akenekas more strongly

associated with the image of Kozasa her3éie audience is thus given more the impression of

Kozasa as the fematen r ayefiging her lover than ti@kenekoavenging its masteThis is
accentuated by the fact that only after Kozas

vengeance for Yachimaru and his family.

Fig. 39. Film set photo of Yeh i ‘maru a nghosts at tha pg)ranLeft)reénsht athe bakeneko
disguised as Kozasa following her death (Right) fibmi by @ Ot amagai ke
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In contrast to the waning use ari or kijo imagery, snakes continue to be visually
utilized inkaidanfilms, albeit to a significantly less extent than thiakenekmr actual physical
disfigurement. As noted in the narrative portrayal of the cinematic classic fenmale lgo®ever,
rather than as a symbol for the jealous attachments of women, the snake insteadcetabdslyo
the malice of the monstrous feminine when used in portraying the supernatural. While the
Buddhist connotation may have lessened since the dagsoivaabout figures like Kiyohime
transforming into a giant serpentine monster due to the karmic sins of passion and attachment,
snakes as visually utilized kaidanfilms have interestingly developed somewhat of an erotic
connotation. This is largely due severahebitonnaf i | ms, nHebieéyi ¢ heo Af eat u
M@r i | kuk,o Whlo9 3wBoul d | at er b e(seefgod® left),sns t he A sn
scenes being ravaged by snakes while scantily clad or nude (Uchiyar88)18&ther than

jealousy, the snakeecame=ntwined with a morbid, yet highly sensual and titillating image.

Fig. 40. Film set photos fronhebtonnafilm Hakuja Komach[ n 1 ; AWhite Snake Womano] . L
Hirotsu Mitsuo, Daiei, 1958.

Thanks largely to the influence of filmmakers such as Nakagawa Nobkaidasfilms
increasinglyeme t o i ncor por atoeg rooan e gthse ovfi sfukad d ynam i f
cinematicc | assi c femal ebs transf or marwentohangesuesst o i n
and less often is her image destroyed or distorted figuratively or in the form of stylized violence.
Instead, physical disfigurement and mutation is relied on over stylized convention to intensify

t he audi enceds f e anagebkwgrsintbefcase @nibabg althoogh diedt h e r
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reference is made to time@heatrethrough the use of tHeannyamask and its visual association
with the transformed fAdemo4dnil awdfse micrtiurad , tulatnis
involves moe of a literal and graphic physical disfigurement of her {aeeFig. 30).2°4
This shift in visual depiction is viewed to be as much a reflection of théset of
postwar Japanese audiences &sabnsidered a development towards what is more recognizable

as fAhorror.o According t ooB adyesédasuatembotimentofiphy s i

=]

Japands own tr auma throughwhighiindigdudahemd HistbricaWaaumal |
become displ aced fr oo51). Thisdisplacenheht® natentirdlyo t he &6 o
successful, however, as thet leemdircreasidgyr i es bet we
[ probl emati zed], as the external alien turns
(Balmain 51). Uporseeingthe monstrous convegthrough the physical mutability of the
cinematic cl assi c fecormes keenlyawalody dagily mutable thewr owenwe r b
imageis, and that virtually anyone can become a monstes. trend in visually portraying the
transformation through explicit and increasingly grapheans or fir eal 6 physi cal
will come tobe a major defining characteristic of the new fenoate r iry I&er Jhorror, the
beginnings of which can be seerkaidanfilms.

Changes are also evident in trisual associatioof the cinematic classic fematen r y @
with hair. In contrast to thgradually sexualized images of the snake, hair, once imbued with
sexuality and erotic tension, now more oftentilized to purely denote the supernatu@iosts
in kaidanfilms are frequently portrayed with their hair hanging down in disaasyvas &o
noted with portrayals ikabuki The most wild and overt displays are associated with the

bakenekd or m o f the classic femal e, where her | en

covering her entire body, giving the audience the impression that ctvapetely covered in

204t js also worth noting theisual homage tdZkaiddY otsuyaKaidanapparent ifdJapansee horror cinema, starting

with kaidanfilms whichcontinwusly featured female n r chagactersiavingphysically disorted faces.
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hair, converting what was predominantly a feminine, often aesthetic, trait into something creepy

and monstrougHair is notably used in this moceninousmannerirK ai by @ Nor,o0i no Nt
where thebakenekal i sgui sed as s Nabshigeeésuiting an a distucdbimglove

scene aber monstrous natuis conveyed to the audience through her arms being covered with

hair.

/ il &

Fig.41.Screenshots of bakeaskagatute peing exgosed throughehair during her love scene with
Naoshige fronK ai by @ Nor.oi no Numa

Hair imagery is stilusedin kaidanfilms to express the feminine identity, especially as a
woman transforms into the classic femal@ r andZher burgeoning feelings of resentramet
finally unleashedScenes of combing are often utilizedsirch scenedn the case of cinematic
adaptatios of thekaidanmonoYotsuya Kaidangiven how iconic th&amisukiscene is and how
cruci al it is to Oiwads tr ans fkahukipky, thisstene nt o a
is almost always given its due, often depicting the loss of her halioaaly clumpsn graphic
detailas she combs through her tresses.
Similarly, cmombs and other hair ornaments are alssociated with the emergence of the
cinematic classic female. a i by @ Ot hainoengnaentkaee especially utilized to
visually represent feminine resentmeldpon seeinghe ghost ofier lover Yachimary haunting
the pond and realizingethad diedKozasa drowns herself in the waters, her death and return as
ano n r sigified by a floating comb. In the case of AkiYoa ¢ h i ma r bair srnaménst e r |
figure more prominentl y iToesbaperbeirsgpaped byta@msrupty i s u a
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magistrate, Akinstabs herself in the neck with her own hairfio cancealthedeath, her body

is thrown down a nearby welHowever rather than water, it is through hair that her resentment

as aro n rigc@nveyedWholly embodied in théairpinshe used to kill herselfhe same

hairpinsuddenly reappears before thevile s who br ought about both h
destructonl n t heir attempts to discard it, Akinoos

which promptly starts to bleed.

Fig.42Screenshotél oht Kngasamb (Left) and Akainmy@ bl eeding
Otamagaike

A patrticularly notable and unique example of the utilization of hair imagekgidan
films can be better found in throkamiepisode oKaidan As the episode title imm@s, hair
figures prominently to not only represent the supernatural feminine, but the identity of the
woman herseliSeeki ng to el evate his social position,
his wife to marry a noblewoman of higher statuponthehe banddés depar,ture an:t
the audience is given considerably less opportunity to perceive the wife in her entirety, with the
focus of most scenes being her hair rather than her face. Through her hair, the resentment over
being abandoneandbetrayed is tangible, filling the audience with some apprehension when the
husband finally returns to find the wife just as he left her. Although he claims heartfelt regret and
deep contrition, what he expresses in words, too, has more to do with theaptrgsgss of his
wife that he has dearly missed, namely her hair, which he almost fixedly caresses. Come
morning, however, the wife is revealed to have long since deceased, her hair being all that

229



remains of her corpse. Her hair promptly stalks aftehtlsband as he attempts to flee their
dilapidated house in terror, leeches the life and youth from him, and ultimately ensnares him in

vengeance.

from Kaidan

As can be inferred given the continued significategwater plays in the n roys @
narrative, imagery evocative tife cinematic classiz n roys@inection to water figures quite
prominently inkaidanfilms. Even in the case of films where a specific body of water does not
play a significant narrative role as the site of death or corpse disposal, water is often used to
represent the presencetbé supernaturalAtmospheric scenes of rain or a storm frequently
precipitateano n r6ys@ e mer gence. Often water is utilized

atmosphere as part of the Edo gothic visual aesthetic qwesaken iklgetsu Monogatarfsee

Fig. 23, left).
I n addition to water, there is an increase
bl ood. As something iohbleonotdl wasmpoaoteaovwvi 8pal

n @nd was used to a lesser degrekainukicompared tkaidanfilms, which notably feature

increasingly more dramatic displays of blood. This can manifest as blood in scenes of violence,

or be used in a more sinister manner with an almost Macbethian connotation, visually reflecting

both the sins of the villain antié breeding resentment of then r tye@iselves. B Br e i Kai by ¢
Yashikj blood is used to this effect, manifesting as a steadily growing stain on the villainous
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Lord Sh@gends wall, the same wall behind whic

who he murdered

Fig.44Screenshots of the growing blood stainonmiy%hggenots
front of the wall (Right) fronB &r e i Kai by@d Yashi ki

In some cases, bloasl used in addition taater, emphasizing the death that is
effectively polluting its depts. In theMi mi n a s hepisote@Kaidéni the ocean waters off
the coast of Damotsu no Uaae seen to turn red with the mass suicide of the Taira clan in the
face of defeatinK ai by @ Ot biodasgspecially utilized to this effect, as with each
murder and body that the villains of the film discard in the pond, the waters turn a thick, vivid
red as it is sullied further and further by dedthe overall emphasis on assataig polluted
water with theo n r chahcter is increasingly apparenkaidanfilms compared to earlier stage

portrayals and will continue to be seen to greater extent in tatnrdr.

Fig. 45. Screenshotef water polluted by blood or deafftomKai by @ Ot(lzfthargMii kienas hi H@i chi
episode fronKaidan (Right).
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While this association is seen to apply to the cinematic classic of Kdidanfilms
regardless of gender, with the later emergenckeotiead wet giih J-horror, water, namely
polluted water, will become an explicitly, almost exclusively feminine associ#fibtints of
this shift to an almost exclusively feminine association, however, can be observed in some visual
portrayals of theinematicclassic femal® n r, gsgecially those of the pretiead wet girl in
kaidanfilms. These portrayals are much more evocative ofhisrdor descendant compared to
earlier visual portrayal of theamerole typein n @ndkabuki as the cinematic classic female
version of the protalead wet girl occasionally manifests as a blooégraggled vengeful figure.
[11.2.3 Changes to Elements of Enactme8tyle
As wasdemonstrate¢h the enactment of both male and female ghosts @ndkabuki
the focus of the enactment of such characteksiganfilms is similarly on using movement to
create distance betwetre supernaturandthe audience. Largely reminiscent of Kabuki
t heatr eds u stebothéxcitessandemife its audehaegthisss often accomplished in
kaidanfilms through the use of special effecthis isespeciallyevidentwithin thek a i by @
subgenre wherein tHekenekdigure is shown to not only move in a manner more evocative of
cats than a human, but alsdo® capable of sudden feats of acrobatics and dramatic leaps
bordering on flightThe mosiotable of thes&eline-evoking actss what is referred to aseko
jarashi( o fF wo, fAcat toyingo), which Criathedo!l descr.i
subgenre and 0 dkabukpdtadeirvwich aérobdt§performiag as the ghost
cat pakenekpand their human victim(s) would leap about the stage in a pantomime of a cat

toyi ng wi tNightnaaresrrom theePasBT-38).

205 Discussed further iftvV.2 DEFINING CHARACTERISTICS OF THE NEW FEMALE ONRY &
26A1 t hough Crandol uses the woratrobate teatsopbrimrmad thekabuki s houl d
theatre were performed by actevighin a given troupe, and not by specifically acrobatthe circus entertainment

sense of the word
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Furthermorekaidanfilms tend tofeature a degree of violence that is comparatively more
intense than earlier renditions of the classic female in traditional theatre and premodern literature,
wherein shdnasan arguably more direct hand in exacting her vengeance. Rather thah acts
relatively bloodless violence, often masked by stylized movements or stage effects, the cinematic
classic femal® n r tgnds to resort to more explicit displays of violence, lending her a sense of
physicality that is comparable to a monstey af k Many k a i fings@for example, feature
female spirits who resort to tearing into the flesh of their victims with their teeth, effectively
getting their hands dirty with more explicit, physical displays of violence.

In addition tothis increased emphasis physicalviolence the targets of the classic
femaleo n r6ys@ v e n g e a nkaiganfilmnare aftery greater i number compared to those
in many a stage play émidannarrative. This contrasts especially with thé&heatretheo nr y @
characters in which typically have a single, explicit target for their resentment, be they female or
male. Furthermorén some cases of th@nematicclassic femal® n r age@hown to cast a
rather wide net, directing their violence towardspeavho share only a general affiliatioth
her,rather than a clear, single person or explicit group of people sundr@msirderer or a
specific family clan. A notable film in this regardYsbu no Naka no Kuronekahich features
Oyone and Oshige agngeful spirits who have dedicated themselves to eradicating all samurai,
not just those directly involved their brutal rape and murdédrhis is indicative of a growing
trend of increased violence overall in postwar Japanese horror cinema, whiehewriidcome
especially associated witkhdrror films. It should be noted, however, that while the classic
femaleo n r of Kaidanfilms may not always be as discriminating in her revenge, she still tends
to have an explicitly understood motive. This wi & significant distinction between the classic
femaleo n r apndZthe new classic female, especially those defined as dead wet girls.

As indicated by the presence odpeiecenes suc

Kuronekband Mi yaji 6s B¥e eKali b g dheryiadtagparant increase in
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scenes of gendered violencekaidanfilms compared to the kinds of violence founchi@nd

kabukiplays or Japanese premodern literature. It is notable that when scenes of gendered

violence are preserthey are almost nevsufferedby a maleThis tendency towards and

exclusivity of gendered violence continued to increase over time, eventually reaching the extent

of violence present in laterhbrror filmsthatis almost exclusively gendered/ith theactress

taking the place of the male performer of fem
on even more of a voyeuristic air which has only been accentuated fogdnem of film.

Rather than the ideaf femininity embodied by thennagata thephysical body of a woman is

present on screen to beth sexualized and sexually violat®&hlmaincalls attention to this,

pointing outthatunderthe regulationsegarding the portrayal of sestablished by EIRIN
1949isexual violence and extreme snamthgethmged c hi s m,
through [é] as | ong as t her eEvenaecadesaftesthiegise of f
of the femalenovie stay the lurid, even morbid fascination with seeing her image both violated

and destroyed is still evident. The opening scertuobnekofully encapsulates this, ése

samurai not only rape Oyone and Oshige, but they are also seen to watcioldien as they

eatand wait theirturqpr esenting a particularly disturbing

Fig.46.Screenshots of the samur ai eat i ngYamndaNal@enovat chi ng Oy
Kuroneko.

As much as the cinematic classic femala r igys@en tancreasinglysuffer acts of
gendered violence, the physical body of the supernatural feminine itself is also eroicizned.
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asearlyas he 1aBefek@m c tir e s s e Suzuki Sumikgnatdied ynore on her
performance and bodyith minimal makeup to deliveasupernatural feline performance in
prewark a i fiilgs@Both sexually alluring and dangerous, the audiencecapsivated by the
Aambi guherny] omonstr ous ,Ngatmares fromeha Pag71)TGis and o |
emphasis on the sexualized female bodyupernatural portrayal continued throughout the
kaidanboom periodin the case oKuronekq the actress Taichi Kiwakd94392) who portrays
the femaleo n r Gskdige titillates both her victims and, by extension, the audience, as sken

in various states of undress throughout the film.

For the fsnake iavastheasmmodherbedthdt wak mareknumstly
sexualizedBei ng both fond of snakes and even having
Ahad no reservations about |l etting them slith
giving M@ri a reputation aabaNgtngressrgoieo! wi t h
Past253).This effect was perhaps accentuated by the fact that the actress was arrested for
Amurdering her married | over i nkadanfimshehad r age
starred in as the main monstrous attraction, effectivelyimgki i s nake actr esso an

that extended beyond her predilections on set (CraNagiitmares from the Pag62-53).
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Fig. 47.Film setphots o f M@r i | kHaKuja KohaclkeahdSyzuki Suriko as theakenekdRight)
fromKai by @ Nazo[wnox$hami$ﬁ€ﬂne Ghost Cat and the Mysteriou
Ushihara Kiyohiko, Shink@ Kinema, 1938.

This blurring of boundaries between the supernatural and the human can be considered a
defining elementfothe Edo gothic aesthetic khidanfilms altogether, not just in portraying a
more effectivel yo i niguiesih additiorsto réflectimg shiftsiresocial
views, this change in characterization of the classic femaler andZthe tendesy to portray the
supernatural (female) as erotickiaidanfilms is likely due in no small part to the presence of
actresses instead of male performers of femininity as founddmdkabuki Successfully being
able to present such monstrous ambiguitthercinematic classic female is arguably only
possiblecoyma ki ng use of the womands physical form :
the inherent sinfulness of the female character due to her actions or feelings of attachment, the
woman herself, &r actual image, is what is rendered abject

Wi th the cl as s ifromstagerodilmped enactmerdikagdanfiimso n
over timehas grown increasingly focused on highlighting her monstrasitiyremoving her
from humanity altogethefhis contrasts with stage depictions of the clafsitaleo n r, whére

the focus of t he mwdsremopirghdcloaractedrondfeminaity.dteet me n t
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development of thk a i bulpg@nrén postwarkaidanfilms is a notable example of this, as the

fbakenek@a ct r ess o who f ol | owe dws lessokused Gpenforking, | r i e

asa fibeautiful 0o monster, and Atoughthismayphave sent i n

been at lest partially influenced by the fact that Irie was about ten years older than Sumirki

she i nher i thakehekalt ¢ r tecotdingeo MichaelfCrandol:
Suzuki s | imited makeup [él et her] | ar ge,
the monstrosity conveyed primarily through
usually relied more on the makeup itself, which was more generously appiieddioler
womanos features. Heavy |l ines around the m
masculinefuct over ed f orearms al most completely ol
femininity. (Nightmares from the Past1)

From her very firsk a i firy, @tled Kaidan Saga Yashikk m! o ; AThe Ghost St

Saga Mansi #nali eidors I8sHh Feogefubakenekeontrasted significantly

from that of her predecessWhile k a i filrgs@eaturing Irie still adheretb the established

convention of having the actress present as a beautiful young woman before her monstrous

transformation, Athe metamorphoses [were] mor

(Crando] Nightmares from the Pasf71). Otherpostwarkaibydfilms, such adshikawa

Yoshi Kari blgr@&@no Numaas well as th& a i Wwork®@made by Nakagawa Nobuo,

similarly favored moreof the monstrous spectadta their bakenekactressexpting for

increased use of makeup and costume pieces to enhariightialness of their appeararsen

screenThus, rather than attempting to remove or distance the actress from femkaidgn

filmsd enactment of the cl| a-$wnancormoasingskeid, end s

despite how she might physically present or appear to the audience at times.

2Directed by A8HRi Ry@hei (1901
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Fig. 48. Screenshots of Irie Takako as tyekenekdrom Kaidan Saga YashiKLeft) andMishima Yuriko (1946)
as one of thbakenekd s a p p &arKean ey No r (Right).n o Nu ma

[11.3 ANALYZING FILM PORTRAYALS OF THE CLASSICFEMALE ONRYe

[11.3.1 In Kaidan Films Adapted fromKabuki and Literature
.3.1.1TPkai dP Yotl859)y a Kai dan

Asnotonlyone of t h &aidanp lbut abseperpapetizetmost wieiown
Japanese ghost story in Japthe, story of Oiwadias been a popular source for adaptation both
for stage and for filmThe most widely accepted as the best of thesganfilm versionss
director Nakagawa Nobuqgwhghidada®nedenotorgyroaitsi ¢ pr od
stunning visuals but also for being tioethe original narrative-rom the openingreditsscene,
Nakagawalearly pgs homage to the dramatic source matesalt is implied to the audience
that the events aboud tinfold are to take place on the set &hhukistage Despite these overt
references, and staying more or less true to the origimtalya Kaidamarrative however there
are stark differences that arguably alter the ovargdtessios inthe film compared to the
kabukiplay. This is especially apparent in the characterization of not only Oiwa as a female
0 n r, pugalso of lemoms ahumanvillain.
The film opens withthe @nlemon  who accosts Yotsuya Samon
is on his way home late at nigldlemanding to know why Samon has withdrdwsacceptance
of I emonb6s marOiwa la g fi of pgedemanibislboth Samoma his colleague,

S a Hikbbei. The murders ar@itnessed byNaosukeSeeing an opportunitjyaosuke offers to
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become | e mon 0 sfalsalytestifiesgs tothecidentity of the murdereso that he can
obt ai n Os yodnger sis@rsNadasike fancies her for himséiwa, along with
Osode, implorel e mon and Naosuke t o adesthBheyaien avengi ng
accompanied in this endeavor by Yomoshichi, the only son of Hikelb@ialsoseeks to avenge
his own fatAbBeiosmombhrdar . i slensoh agees®hegdosukes f i anc
do away with Yomoshichin exchange for his complicityrhe four end up parting ways, with
Osode joining Naosuke in pursuitthie man who Naosukéatms not only killed their father,
but Yomoshichi as welMonths later, lemon and Oiwa have married and even have an infant
son together, buteis vexed by theirmpoverished living condition®ided once again by
Naosuke, lemon aims o away with Oiway poisoning heso that he camarry thedaughter
of t he we alOunfewho isinfdtuaked with lemotJpon her death, Oiwa returns as a
horrifying o n r, wit@ all of her rage focused on exacting vengeance on her husband.
Compared tahekabukiplay, Oiwa s p oas wifeto lenmon is far more emphasized in

thekaidanfilm. As is sung by a performer estage during the open credits:

Ob~wd P [ EDFTF Y0 twxeBT 6 whoodsu(
pLIJZOS
Al't i s said that t h enebifetimebutdhat ofphasbaachand and c h

wife lasts fotwo [ é What karma talevotemindandbodyt o oneb6s hbes band o
poisoned and killedl

The implication thereiis thatthe bond betweenraarried couple isne of the mos$acrosanct

Oi wabés duty as a daughter to avenge her fathe

while alivein the play, is thus secondary to nesponsibilities as a wife.

208 This Japanese transcription of film dialogue and all others are by the author unless otherwigialotpe
transcriptions with translations have been provided for fitmseitherdid not havesubtitles or, if present, were

determinedy the authoto be inaccurate
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Even as her health gradually fails otiee course of the film, Oiwa does her utmost to be
a proper wife to lemon and fulfill her role by seeing to his every need. Unlike kalhiplay,
it is not seen that Oiwa dislikes or resents her husband at all. She bemoangtherished
lifestyle, but at no point does she speak ill of lerativer than regretting that Iséll has not
acquired a positiarHe is cruel to her, but she does not compl&imeonly cries miserablyand
helplesslyover being sanaltreatedvhen she is alon®espite this, she has faith in him being
true to her as spouseEven wherthe masseufakuetsu sharesith herrumors about lemon
having an affair with Oumeshe doesiot doubt his commitment:

OWA.T YOI Edz N1 Z=ZnBTw"Z TYtowoMnid¥y=Y"

PMEIXFXW{xWZocapm[epx nNOTGUO" {Xaphb
cNUdyy YKIQd6 "
fiBecause yo(iTakuetsliare not yet marriegou may not understand, boging

husband and wife means tlsaichthings do not happd® ] For my husband, at least, |

know he would never do sucltahi ng. 0
Just as she holds their bond to be sacrosarttipholds her role as his wihe believes that
lemon will uphold higole asherhusbandDiscovery of his villainy later thus comes as a

complete shock to Oiwa. This contrasts with kabukirendtion wherein she always knew

|l emon to be a brute and had only subjected

avenge her fatherodés murder.

he

Fig. 49. Screenshots of lemon with Oiwa (Left) and with OufReght) fromT Gk ai d @ Yot suya Kai dan
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The character of lemon himself presents as a man of distinctly less confidanices
kabukicounterpartHis image and status asamuraj orbushi( e , A w a,liswhabhe i8 )
highly fixated on and what largely drives his actions throughout the film. Sdigens he to
any slight disparaging hims a samurai that hashes out anslays Yotsuya SamoandS a t @
Hikobeiwho both insult himTheir disdain for lemon is also framedlelyby the fact that he
lacks statusThiscontrasts with th&abukiplayd s e v e nSamon ak mareeconcrete
grounds for refusi ng ¢asheghasywmofBat lmod smbézdedd i n m
money.

Degerate to beecognized as a samurbamonis driven to kill and commit great
misdeeds out of this desirkt the same timeaside from the material gains that come with being
a proper samuravith status, lemomlso strives to upholthe ideals and values afmember of
his classDespitebeingvery similarin acts of murder and subterfyde considers his
accompliceNaosukebeneath him and does his utmost to distinguish himself as diffeoemt
one so lowbornMaintaining his image as an ideal samumaitters so much to him that, though
destitute, he refuses compensat i danghttQumen |t @ K
from ruffians

IEMON. = wixNDx ' oYw" ey eméi MOPB"

AAlthough| maybe destitute and without a positiorsamurais still a samurad

As the film progresses, however, it becomes clear to the audienes gr@amoredsiemon
may be with the ideal ahe samuraihe consistently falls short of that ide&Vhile he presents
this rather nobl e bushavpoeis above even fonds madgeismf a t r u
stark contrast to how he behaves in privaggemon isshownto be a man wheeadily pawrs
off Oiwab s b e | for mgneyrHg isevenwillin g to put uphis own wifeas collateral for
borrowing money from Takuetsu, who also runs a brokitiough a number dfabukiplay

narratives are noted to feature samurai selling their wives in this fashion, unlike lemon, these
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characters are typically driven t ooltamings f or s
needed fundsinordertoaverighh e de at h lonf coonnetérsa slto,r di.emonados i n
are strictly for personal gaimas being without a position he lacks the financial means to assert
his status as a samurai

| e modesireto attainthe more materiahdicators of beingicknowledged aa real
samur@ howevergventually outweigshis conviction taupholdthe ideal and e complies with
Naosukeds plot to do away with Oilandattam&@ t hat h
position for himselfAlthough he agrees, lemon exhibigreat amounof hesitation, even guilt
that i s unique t o h kadandlim aVhen dNaosukedsestipns lerhon asy a | [
to whet her he adgttialclh meafdr Ofvd, hensgueablé ta give a decisive
answerand he balks at the suggestion that he kill his wifieself. Although ultimately,he goes
al ong wi t h N ahe guitlowethaving @iwadillee in order to elevate himself is
evident.Even after Oiwa has diedeeing her disfigured faead mutilated body nailed to the
shutter door with Takuetsu still makes lemon uneagykéeps reassuring himself that society
will not suspect or rebuke him.adingnotonlyb r ought about Oi wabds physi
but alsoset up his wife for the gne of adulterypoth literally and figuratively besmirchirtger

imageto improve his own, lemon can hardly bring himself to look at her

Fig. 50. Screenshots of Oiwa and lemonfran@k ai d @ Yot suya Kai dan
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Consequently, lemon presents as a far more conflicted character thakabuke
performances he suggles to reconcile his actions which are so far ftoeendeal heaspiredo.
Upon casting the shutter domn whichOi wa and T a kwee hasleddtsthelbwater,i e s
there is not even the slightesdication of triumph or satisfaction in his tortured expression. As
her et orts to Naosuke: AThe | i1 kesEwrtotyeorary wo ul d
end, lemon is not seen to fuklynbrace his acts of villainAs much as he attempts to be seen as
a samurai, he ends up further and further away from that ideal.

Instead of anroaku character who is as sexually attractive and charismatic as he is
villainous, the audience is presenteith a character both insecure and unsure of himself
throughout the entire filmA/hile it is difficult to explain the exact reasons for this rather
dramaticcharactechangeparallels can arguably be drawn between this emasculated lemon and
the postwardpanese soldieMu c h | i ke t h e tosfiodnmtanieagirowhatast r uggl es
become aneaningless existenes the survivor of a lost wademondesperately seeks to
validate himself and his existence as a sam@igen the immoral acts he must resort to in order
to maintainit, however] e mo n 6 sof tpebushtidealis depicted ast the very least
impractical, if notunconscionableBy clinging to an olefashioned ideahat stresses feudal
values, the adoption of which ultimately | ed
censure in tis postwarkaidanfilm.

Whilei t shoul d al so be acknowl edged mapat t hi s
have been done to makan more of a sympathetic character, if anything, it almost makes his
actions worseDespite his tangible reluctance and guilt, he still follows thromigth all of the
villainous deeds he commits in the playhile he refuses to kill Oiwa by his own hand, when
Naosuke proposes procuring poison to do the deed for him, he is seen silently considering.
Despite his appearing to have second thougisatedlythroughout, he gradually comes into

his own as a villain as he deceives both Takuetsu and Oiaehieve higjoals.
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Furthermore, lemon as a villain takas a more active role in what is done to his wife in
the film. In thekabukiplay, by the time lemon has learned of the poisent to Oiwa disguised
as medicingit is already too late to do anything about it even if he wanted to. In the film,
however, not only does he receive the poison from Naosuke, but hgutdsan a farce by
apologizing for his past cruelty and gifti@waa newkimonob e f or e preparing t he
for her himselfln spite of his conflicted emotions, his foreknowledge that theafied
i me di c ectivelyfeeds te hisownwife will do her irreparablBam makes his character

even moreof a villainin the film compared to thelay.

Fig.51.Screenshots of | emon prepdkanddOV¥wasupa RKRamedaoineod

Incontrast t he | tigprésemtedsmdneauhfattunate collateral the film that
suffers due t o | erathentham hadingM direct hathde 0 Gi1 Wwa @dnss uf f e
fact, Naosuke is featured in the film as being the actual primary orchestrator for many of the

wicked schemes #t take placeAl t hough Naosuke was not origina

incident with the 1t@ hou-snredutdrsdemantafteatheleventn t he
with Oiwa have already occurredin 't he fi Il m he is revealed to h¢
coax |l emon i nto ac ckomdawaygvith@iwens dhat leadnicam marny o n s .

Oume, too, iIs implied to be a asaheanewho entir el
suggeststolreonthah e set up Takuetsu and Oiwa as | over
killing a woman whoo6s t ak e nWhatiskthe mostrsignfieamii nd he
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difference however, I's Naosukeds pr tlavingNaosuge of t he
provide I emon the poison eliminates much of t
kabukicounterpart had sent Oiwa the poison well before even propositioning lemon to marry
Oume.Furthermore, although stileprehensibleit should benotedt hat |t @ Ki hei 6s p
only meant to disfigurenot kill, Oiwa, making her unattractive to lemdrhe poison that

Naosuke provideson the other hands meant to do both.

Fig. 52. Screenshots of Oiwa froifi @ k aYiotduga Kaidan

Upon her deattQiwai s t hus not fixated on being humi
like she is in thé&abukiplay, for all the blame is to be placed on lenaomd NaosukeOvercome
with grief and bitternesshe gives in to becoming a monstrous wife who can no longer abide her
husbandds cr uel. Compasedtd how she was in lifes toa paygieally and
emotionallyweak to accomplish very much by herselfinteons bot h avenging her
murder and asserting herself in her marriage to lemon, once she returrs asr aheinally
attairs thestrengthto act on her own.

With this newfound power, howevdrero n risys@own to still bes selflessind dutiful
asshewas in lifg preventing her character from coming across as entirely monstrous to the
audienceEven in death, she is shown to protect Osode by haunting Naosuke and scaring him. In
so doing, she prevents him from taking advantage ofdanger sister, as she promised to give

herselftohi m once the revenge for t lEenherldstattbfer 6 s m
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killing her ownchild before dyings portrayed as more of an act of mersgving her sofrom
the evils of her husbandgther than purely an act of vengeance to deprive lemon of his legacy as
it is depicted in thé&abuki
Not only does she gain power asaan r, in @athshe also become®sgnizant of truths
heretofore unknown to both hamd Osoden life. Her appearancbeforeOsode and Naosuke at
their homecompels Naosuk® reveal the trutlboutlemod s cr i mes agasiwellst t he

asl e mehding placelt is implied that upon becoming partarfoyq Oiwais made aware of

all of her husband o6whilesmednayNaow this tkugsbedacksihes d e e d s
ability as a spirit to communicate this for nh

confessiorto not only protect Osode, but also to see ttair father igoroperlyavengedAfter

Naosuke flees in terror, Oivihen guides Osode Yomoshichi, who is revealed to have

survived the attempt on his life by Naosuke and lemear the beginning of the filnThe two

lovers reunited, they piece together the truth that lemon not only killed both of their fathers, but
alsocaused GhAramesd dwiat h this knowledge and | emor

outto avenge all thredeaths

Fig. 53. Screenshots of Oiwa leading Osode to Yomoshichi (Left), Osode and Yomoshichi exeotiegnce on
lemon(Right) fromT Yk ai dd Yot suya Kai dan

WhenOsode and Yomoshichi find lemon, he is already severely compromised. Haunted
incessanthby vi si ons of Oi wa a n éndplagked bytbathugdilsand | o o d i ¢
horror over what he has doreis presenteds a man driven mad by his crimEsen as he
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duels both Yomoshichiand Osodtee doesnodt really see the two

o n r, gisdgured andanutilated as hebloody hand rises up to grab his leg and stay his hand

from killing Osodeor her gruesome visagemps up to fill his vision everywhere he turikis

final words ardull of both fear and regret d&® begs Oiwa for forgivenesand then stabs

hi mself with Osodeds own sword as penance
IEMON.Ad ' kéAloWh' PY%Tpuo' AboWhc<

AForgi ve me. | wa éwaPwran@ Bleaseffoogivegndev e me

Fig.54.Screenshots of TI@kma rdd@Kaitthe stulty af r om

Not only is Oiwabs indignation just, but
responsibilities, even in deatWhile Yomoshichi avengin®@i wa & s onhex beha#f is more
of a coincidence in thkeabukip | ay , i n t drerisfpdrirayed &iinstrandestal not
only in bringing Yomoshichi and Osode to lemon, but also taking part in the vendetta itself.
Evenafter transforming int@ monstrous n r, sh&has not forgotten herself as a woman and
does not completely give in fiersonal interest as she is seen to do ikabhekiplay. In fact, by
becoming am n r, sh@attains the power testore social order by bringing lemon to justice
rather than disrupt iThis may explain whyunlike thekabukiplay, Oiwais shown to have
achieved spiritual salvation at the end of the film. The final scene is of her holding her child, her

image restored, ascending to the heavens.
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In terms of visual representation and enactment, there is an overall heightened emphasis
on volence and gruesome spectacle inkhiglanfilm version ofYotsuya KaidanCompared to
thekabukitheatre, more is possible with the use of cinematic special effects and editing,
especially with the utilization of closgps.As is seen in thkabukiplay, what marks the
beginnings to Oi wa 6 8 righ@raliaceveryg of heaawn destroyedriniage. a n
As she stares in the mirror, she questions if what she sees is truly (sag€if. 52, left). And
as she attempts to comb her |basiofrherWwdirandschl@r mot
tear right off her head, leaving a bloody patbmpared to the origin&kabukiperformance,
there is considerably less focus on Oiwa actually combing her hair and more of the spectacle of
seeing the blood and grotesque disfigurement of her face.

While the actuakamisukiscene which is so instrumental to her character ikdabeki
play is comparatively short inorrhisef8ulyl m, the
conveyed through the repeated usphofsicalmarkers of femininitymostlyher hair and comb
Her hair caught wup i n h e signifitanthhudizedirsthedilmmd i s an
Naosuke is dredging up hecatched mhsges & hair anliiskh unt i ng
and discovers both the tortoiseshell comb akii@noin the watersUpon bringing both items
back with him, Osode identifsiethemboth as personal belongings of her sister. It is through
these feminine articleand the thought of her sistitat Osode effectively summo@swato
theirhome 1t can be argued that o¢mhriga@lgthmanitess c omb

before the two of them.
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Fig.55.Scr eenshots of Oiwaés comb and hair, after death (L
T @k aYotduga Kaidan

How she appears to each character in the same space, however, is notably different. To
Osode she presents as a pale, silent version of her living self, her image intact. To Naosuke, she
presentshe same as how he last saw her body, bembdnd face disfiguredt.is through this
transformed appearance that she is able to compel Naostugke &b the truth to Osod€his
contrasts with how Oiwa tends to present inkaleukiplay, as the audience is rarely if ever
given an opportunity toee Oiwa after her transformation into@m r ag &hything other than
her disfigured fornt°® In fact,most audiences familiar with the story\dtsuya Kaidamlmost
solely associate the name Oiwa with this more monstmage As is seen in the film, however,
even as aomm@wEtsr ¢ wuad s f or me.dhisslility toeacila® not f i x
between forms allows for the audiencertore easily remember Oivasan innocent woman

despite how she might appear.

209 As was noted earlier in discussion of #abukip | ay, t he only occasion the audi en
visage prior to her disfigurement and transformationintoanrigidd t he A Catching Fireflies
dance scene is performed, which has been includiedsrthan half of majdeabukiproductions ofYotsuya Kaidan

since 1947.
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Fig.56.Screenshots of Oiwads ghost appearing before Osode
(Right) fromT Yk ai dd Yot suya Kai dan

In addition to altering her image and being able to manifest her spirit in olsjeetalso
appears embodied in other living things, namely sndkath Naosuke and lemon are plagued
constantly with hallucinations of snakielowing Oi w a 0 s A ghysiaal dmake is also
di scovered i n Oeamygatdfher wedding with emaiims visual imagery is
unique to the fil m, as h&vehehodnsnthe gearlofghe snaked i s
whereas in th&abukiplay shewas born in the year of the rat. While the decision to change from
rats to snakes may have been a choice made for ease of filming, the utilfdtiersnake
draws connections to not only premodern references to snakes being imbued with feminine
gualities of jealous anger, but also of the contemporaneous cinematic &usacitiiehebr
onnaseen irkaidanfilms. The snake that appears early on in the film that lemon kills despite
Oi wa 6 s cpnrbe tieevexdtassa reference to this, as the killing of a snake often served as the

impetus for vengeance rebionnafilms.
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snake from the begi Naosukeg of t he

Fig.57.Scr eenshot s he
dgd Yotsuya Kaidan

of t
manifestingas snakes (Righflom T @k a i

The sceneonifem@dingmoins lantermvhich isconsidered to be a dramatic
highlight of thekabukiproduction may beabsent from the filmhutt he i mage of Oi waad
mutilated image nailed to the shutter door is heavily utiliEetiowing her death, sheppears
before both lemon and Naosukethis form time and agai®ften her appearance is coupled
with her rising from or sinking beneath murky waters madevitdher bloodsuch as when she
appears before | emon as Wihesevenghing stastdito umrgvelifon t h e
the two villains and lemon finally kills Naosukshe appears yet again, bringing with her part of

the river they had disposeérbody in.

Fig. 58 Screenshots @i wa emer ging in the Onb@ Canal (Left) and he
(Right) fromT dkai d@d Yot suya Kai dan

The reappearancefthes hut t er d o €analis undoulitedls n@jorkamd

compelling image in theriginal kabukiplay. However, it is interesting to note how frequently
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Oiwaappears in this forrthroughout the filmAlthoughthe final restored image of Oiwia of

her holding her child, e mondés mind as he dies is full of ni
the shutter door, floating on murky wat&he significance therefore appears tarbthat, much
likewithBans hl S aQdiawaadssh inkoin is rotroslyubkbody amd grotesque, but also

made wet. Although not an example of the prde¢ad wet girl, thisisualt e ndency i n Oi wg
cinematicportrayalspeaks to an increasing trend towards the image of the dead wet girl that will

eventually dominatehe visual portrayal of the fematen r. y @

Fig.59.Screenshots of Il emonds final Aii mageo of Oiwa in his
salvation (Right) fronT gk ai d ¥ Yot suya Kai dan

11.3.1.2Bot an (1868 r &

Like Yotsuya Kaidapasanothemneoft h e At hkaidap 0g t & & Otsuyudasy o f
continued to ba popular ghost stgrtold and staged over the years. One of the most notable of
kaidanfilm adaptationssd i r ect or Y a mkésoenditiontledB® ot @ & swhichr @
adapts elements from both the origikaidanwr i t t en by As aikablkigtéhe as wel
performance. Differences in the characterization of major characters in the film, namely the
protagoni st ths femategodtsuOts@yu and Aydmaywever result inan
inherently different narrativehan earlier depictions.

One of the most notable narrative differences is the increased emphasis on romance
betweerSh i nz a b ur @Notlang aftertmseting the young, beautiful Otsuyu and her

attendant, Oyone§ h i n z falls quickBy in love with Otsuyu and the two begin a passionate
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love affairWhen his manserniweanton Barz@®wo of them in
however |t is reveaéd that both Otsuyu and Oyone ace among the livingConcerned for the
young samuraio6s | ife, the neighboring village
read and write, do all they can to try and save him from the ghésteatdy, their greatest
effortsend up being no matchforn e gr e e dy c@aiving Wfe, midewhoiexact a
payment of one hundred gold coins from Otsuyu and Oyoagrchange for removing the
talismans set up to prevent Otsuyu from seeing her |@vieite there is a significarfocus, both
narratively and visually, on the supernatur al
of horror interms of Otsuyuarddy one 6 s p or t r muclanhore@renoundedisthes ar e
film compared to the original source material.

Like the originalkaidan in the fimS h i n z fash anco@tes bothOtsuyu and Oyone
duringO-bon The two women appear before halongthe rivebankas people have gathered as
part of the festivities to set the lanteawsift,guidingt hei r f ami | i es® ancestr:
way back tcanoya Unlike both thekaidanand thekabukiplay, howeverinstead ofa recent
widow or astudentShi nzabur @ i s ,dengitivendnevito isasistardtoy o u n g
conforming to the expectations of lsiamurafamily and fulfill his role in helping to elevate
their positionRatherthanmarrli s br ot h,©kikbbandi dewst abl i sh the
with her family,he would much prefer ti@ach the children of the neighboring poor how to read
and write.This vexesmembers ohis family to no end, who find his commitmenteducating
the lower classes eccentric if not embarrassangithey seek to put an end to it once and for all
by arranging hisnarriagewith Okiku.

To Shi nz a Wisdaior anavflustratien ovemarrying a woman purelp
accrue his familyprofit or social meriis tangible from the opening of the fil®@tsuyu is a
welcome presencén a way, she serves as a form of esdepa realityf or Shjwha abur @

chafes under the responsibilities of being a member of samurai s@wasequentlytheir
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budding romance preserds somethinghat naturally unfolds and comes acrtsghe audience
as more genuine. This contrasts especially with the origaid&ntext, in which it is implied
that the woman ghost i s haosedecedand bawmtchéde v i | ench

innocent male protagonist.

Fig.60.S c r eenshs 013: hi Boabor B@a@d Otsuyu from
Interestingly, this somewhat contrasts with another element unique to the film, which is
the characterization of Otsuyu agourtesan of the Yoshiwara pleasure quarker©yone
explains to Shinzabur @, Ot suy uisthewrfootusae pr of es s
daughter of a samuraivho due to past hardships acrdielty was sold to a brothéllthough
according to Oyonsheis still a virgin,comeO-bond s shareveals that Otsuwill be forced
to repay the chities of a certairpatronby giving him the privilege of deflowarg her.By
associating her characterttvsucha sexually proficient professipshe is similarly sexualized
and made intoraerotic imageHer still being a virgin, however, is a crucial trait for her
characteras despite being more sexualized in the félre retains an attractive innocence for
S hi n z, &dutihermghis passions for her.
Similar toboth thekaidanand thekabukiplay, S h i n z ia dnly ma@de aware of the
truth thatthe two womemwho have been visiting hithese past nights r e  fitlmsavto r ¢ fd 0
(Gx x* aof o M)after he has alreadbexuallyconsummatedis relationship with Otsuyu.

Havingspiehi s master with his o6sewmbhosedleapsthatr Ba 8z idr;
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