T M 5 il o) ==

XEOANEENTIE, AEOBTEFROHOTORDPLEFEANTEH (PLL) 2Hb,
HAFCAROLATFZENT [EEV]. ABOEFE2E2T [AEv]. E2#»d [EiE
W] DINT— W% b, TODICHEMLB X ROHMG D REE 2D CRI R H
BIO 2 W IFEE DR AR E 225> T b,

FHMOEZ, MOBRBLEZHERFEOBELBERICE > THEDLNZLDTHL, &
PRIIE, 19334F, 143 T HHEXRBBIZAM LT, [EH] LaFo7z, LEDIEHTIIL,
g &) RIS R 2 BV CTEMONE 2 H A, BBV TREEVORRTAE
ZNENDFOROERKZMD . BEVEHZ P TARBOOHMZEKE L T DTH
b LrL. ZOBEIRIBELVIDTH S,

EHEE TR OIEOFIIARE, 3EFRAH R IUZI046E < o 104FH 1 1X304F#x <
EFEoTWw5h, LHL, EVOFEILCW2UNT, 2 BEL TS, AT, ZOfk:
FEAT 720 [HERELZONETT, ABBCE ORI RV Lw) Bl [
BIIAEPWEBLL o TELNLR] LWIHHEHZLTFESTVL, HVRFIZANKS
NTVBEDEDLELHEXIAToE W), ZOWREEZMVT, HFORKENIZTLIDTH
bo TLANIDRIBEADLCT, B2MALT-AEE LW, Thae RTRED
CHABEIDLELHZTINDID D TH b, TALY, BBL TV AREVDOH
AFHERZ (ZVE) IZESEEEZH T, o LEOMAZITbN ) 2 TE LM ok
B N7z 19394, 21K TH o720 NEE WV E LT d EE R &2 W RSES » etk
WIS NZDIIFETH - 72725 EPOEBNICR > TBEXFHBL, A TEEOHR
Y oTL B E) I o7

FHERMZ, (V%] LIFSBETRIMONTVD, B HD ) bERLR LR
BAWEZ A, BRI E Vo T [ERIEGH] 0ROz TR [l %
Thbo WMOWMFTEMOE—ETH 2D [HRIFOHR] & STEMICIZAELZH, W,
LA < BIEADSME R TWViee 20 by A OKE SR HFRMIER Lo N E
BLERELZECYD Y, TABO [HRY ] BPED LN TV Rdh o7z, i ZHIC
BRI MZ Ve B TE L o7ze EBMOLHNZMERICE L2 T RO—DIZ, ZO[H
WG] O LR B L OKMEOBE DD % EROMATIL, HMIZEES BY)
A IO RE 2 R TH W72 L A, B TIHA 22 E 2 R EICCIHEE
T, BEZTHLTHLEITL] LWIXEDPDH D, TNETITIE, LETELEDOA
BACREL R, FRERELZ LI E TR o7 BEZOLICLOEYD
BHZHE D AP T LR EZE ) BT, EWOLLORWETIAZE 2L T, SENH S &
ICRELDPH ThHolze LA L. 19554 [HEBIRLH] OCRBEHFORR & TN E Ll

10



WKBELT, Co—m2ZT. 2o [AVWE] 23D TEY L. BHOFER THEZ T
HEEHmORMEZ AIZ, TOF VAL L E L BT, YHEOWMNHEERZT A Y AN
FEHERFVER - F—VRIZEINE [V ] LTBMTHo7 TDOTATTERIREL
OB BBORDOEZHOERMTH o720 END 5. 47T4FE % FE7220025E 121, E Tl
RO ZE - Ty HIEOKE & W) Kk z T BT,

ERAIE, [TRHRY 2 ML ZUHkE, Zh%t 7252 TV L ORI BL D IEH
OMFTT, LidV) bOD, TORPLIRY 2 FHIICHE LTw s, 95T L2000
975720, HBVIEE TOHPRDRTVRLE W) THEERL DTS
EDBRL bRV, ThEIEL, BHAG D OLREMITIMAZTWLDL, [ZHRICEEZZED
DLOTIE RV, LEXZTVWET] LT, ZLTEA [BEAERDERZFOILE,
T BADEESTOZTHRNT I SENIBHETFTE I EDRUTTN, SORRICHEES
AN2Z52 ) R T WEHHORER, HehbBERLLEE ) ATT, HIERKMOEE D
RO E DD D Z ) WA EZAHIIEAT L7z SR AMOMRZ £ §
ZLFTTNS, BREADOLOBEND 2 A LNV ELIED S v, Fli2T
Lo DbBRATT Lo AMOWREZMS 2012, BHICHHFHBEEE %X ->TH 55T
MARATZLE DTY, S THOHHPMIE, BEEZHEDO T, BEIALHATWAELZLE
bHbo MEBVITHENE, ZRIEH Y TRA] EFFLTW DS,

[BIRIBOF] REFROKE (BERA: ELERS)

Sonezaki shinji (Love suicides at Sonezaki), “The woods of the Sonezaki Tenjin Shrine”
scene. [Photo courtesy of the National Bunraku Theater]
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The Art of Tamao Yoshida

It takes three puppeteers to operate one full-sized Bunraku puppet. The head puppeteer (omozukai)
uses his left hand to support the torso of the puppet and operate its head, and his right hand to
move the puppet’s right arm; the first assistant (hidarizukai) operates the puppet’s left arm; and the
second assistant (ashizukai) operates the puppet’s feet. Working together, the three puppeteers can
make the puppet move in complex ways and depict subtle psychological states, making Bunraku the
most emotionally charged form of puppet theater in the world.

Tamao Yoshida’s art is the fruit of an earnest lifestyle and many years of training and refinement.
In 1933, at the age of 14, he became an apprentice to the Bunraku master Tamajird Yoshida and
assumed the stage name Tamao. A Bunraku apprenticeship starts with a period of menial labor and
errand-running, during which students are expected to learn the content of joruri plays through
repeated hearing of the narratives. From this they progress to the status of second assistant puppeteer
and receive instruction from the head puppeteer on the character of each of the roles. Over the
course of many years of difficult training, apprentices gradually acquire the skills needed to operate
the puppets.

“The first three years require great perseverance,” comments Tamao. “If you can make it through
those three years, you can make it through ten. And if you can make it through ten years, you can
make it through thirty.” At two different times in his life, he himself found he couldn’t stand the
hardship and left the troupe. Still, he always came back. “I’'m not much of a talker by nature,” he
says, explaining his motives. “When you operate a puppet, there’s no need to talk. Also, I gradually
grew very fond of the puppets.” During his younger years, he would listen in when others were
being scolded and apply the admonitions to himself to improve his own work. He also liked to
arrive at the theater earlier than anyone else, hang up the feet from a puppet, and practice
puppeteering, hoping that his elders would notice and give him some pointers. Then, just as he got
the chance to study with one of his heroes, the famous puppeteer Eiza Yoshida, and began to
appreciate the true fascination of Bunraku, he was drafted. It was 1939, and he was 21 years old. It
was a painful blow to have five-and-a-half years taken away at that critical juncture in his career,
but after the war he took up again as the first assistant to Yoshida Tamasuke, and eventually began
to perform as a head puppeteer.

Tamao is best known for his roles with male puppets, including powerful warriors and historical
figures, however the role thought to best display his genuine talents is that of the young soy sauce
shop employee Tokubei in Sonezaki shinji (Love suicides at Sonezaki). Though considered to be
Chikamatsu’s greatest domestic play, this work had not been performed on stage for almost 250
years when it was revived in 1955, and it thus needed numerous modifications to bridge the
differences in stage size and music between the Chikamatsu’s time and today, as well as to

compensate for the lack of defined gestures for the puppets. The Tenmaya scene between Tokubei
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and his lover Ohatsu in particular evidences the kind of innovative interpretations Tamao brought to
this play. Chikamatsu’s script reads that when Ohatsu —seated on a veranda beneath which her
lover is hiding — questions Tokubei’s resolve with her foot, he “nods and, taking her ankle, passes
it across his throat to let her know that he is bent on suicide.” However, in Bunraku, female
puppets have no legs, as they would always be hidden under the folds of their kimonos. Showing
bare feet was even more inconceivable. For a scene such as this, when a man clings to the hem of
his lover’s kimono and vows to commit double suicide with her, the traditional approach would have
been to manipulate the folds the kimono to the right and left in such a way as to suggest legs and
feet. But at the first performance of Sonezaki shinji in 1955, an exception was made for this one
scene, and the long-forbidden bare “white feet” were extended from Obhatsu’s kimono, an
extraordinarily erotic gesture that created, as noted scholar Donald Keene recalls, “a terrifying
moment.” It was the 36-year-old Tamao who proposed this new treatment of the scene for the first
revival performance of Sonezaki shinjii. Forty-seven years later, in 2002, Tamao performed the
Tokubei role for the 1111th time, a prodigious record.

“The essence of a traditional art like Bunraku or Kabuki is to learn the forms and movements and
pass them on to the following generations,” says Tamao. “But if you really look closely at the
patterns, you discover many instances where the interpretation is strained, or where a certain method
was adopted simply because it’s convenient or easy to perform. I believe that part of being a
traditional performer involves correcting things like that and devising your own approach. Bunraku
has a history of more than 300 years. It’s important to preserve the traditions that have been passed
down by the many artists who have gone before us, but I also think it’s necessary to devise
creative performance methods and develop new plays that are easy for contemporary audiences to
understand. In the past, the focus was on the main characters, and peripheral characters were not
depicted with as much care. But I've changed that. Bunraku is supposed to express the essence of
what it means to be human, and unless you show all of the complexity in the heart of the character,
the spirit of the art will not be conveyed to the audience. It’s not just about technique — it’s about
heart. To plumb the depths of the human heart, I had the entire repertory of plays sent to me on
the battlefield during the war and read them with complete absorption. Even now I study every day.
And through performance, I learn things from the audience, too. There’s no end point, no

completion to the art of puppetry.”



