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Rakugo	stories	in	english.	Rakugo	storytelling.	Rakugo	stories.	Rakugo	scripts.

Edo	rakugo	is	still	performed	in	Tokyo,	while	Osaka-style	storytelling	is	known	as	Kamigata	rakugo.	Shigoto	mo	shumi	mo	jujitsu	sugite,	josei	no	hairu	suki	ha	arimasen	[Brain	massage	with	‘comedy’,	especially	in	hard	times.	Not	content	with	being	a	mere	rakugo	master,	he	gave	himself	the	title	of	iemoto	or	‘head	of	the	household’	(Yoshikawa,	2009:
98–108),	by	which	name	he	is	still	recognised	today.	In	assessing	Shōta’s	take	on	Toki	Soba,	Hirose	emphasises	that	the	character’s	fixation	on	an	imagined	script	from	the	day	before	is	the	distinctive	feature	of	Shōta’s	version	of	the	story.	Shōta	presents	himself	as	a	romantic	to	whom	love	does	indeed	matter	more	than	society’s	normative
expectations.Because	Shōten	reinforces	and	disseminates	this	persona	weekly,	Shōta	uses	it	when	addressing	his	audience	during	his	rakugo	performances.	(1936–2011).	Rakugo	no	iriguchi.	He	will	continue	to	appear	on	television	and	the	stage.	The	Irish	Journal	of	Asian	Studies,	2,	36–46.	[Google	Scholar]Yamada,	R.	It	is	in	this	passing	on	of	the
story	from	person	to	person	that	the	integrity	of	the	rakugo	tradition	is	sustained,	even	though	rakugo	tales	circulate	in	numerous	media.	Whereas	Master	Enchō	‘frequently	composed	narrations’,	Black	said	that	his	younger	colleagues	lacked	both	creative	energy	and	‘interest	in	devising	new	material’.	Fiction	(A	history	of	Japanese	literature,	volume
3).	His	audience	recognises	and	enjoys	these	references,	as	they	pick	up	and	develop	the	public	persona	that	is	introduced	and	reinforced	weekly	on	the	television	program	Shōten.	Garapagosu-ka	ga	ninki	no	riyū	da	[Just	Shōten	was	left	behind.	Indeed,	62.1%	of	Japanese	people	in	their	twenties	first	experienced	rakugo	at	school.(*1)	English	Rakugo
Recently,	Japan	has	seen	the	rise	of	storytellers	performing	in	English,	including	Katsura	Kaishi.	More	widely,	the	circulation	of	recordings	of	performances	by	respected	rakugo	masters	amongst	both	fans	and	other	rakugo	performers	is	likely	to	amplify	the	idea	of	a	‘correct’	version	of	a	hanashi.	I	knew	I	would	have	to	run	in	a	different	direction’
(Kazama,	2009:	57).	It	is	in	this	context	that	Amin	Sweeney’s	fieldwork	in	the	Tokyo	rakugo	scene	of	the	1970s	reveals	that	two	opposing	concepts	were	still	present	during	that	decade.	M.	Black	himself	did	not	shy	away	from	conflict	when	criticising	his	Japanese	fellow	performers.	We	do	not	know	if	Shōta	is	telling	the	truth	or	not,	but	we	can	argue
that	this	is	another	example	of	how	Shōta	connects	to	paying	audience	members	on	an	emotional	level	and	invites	intimacy,	presenting	an	incentive	to	support	him	and	the	genre	in	the	future:	members	of	the	audience	who	might	have	felt	slightly	caught	out	are	invited	to	reconcile	with	Shōta	who	puts	himself	down	to	their	level.	Clayton,	Victoria:
Monash	University	Publishing.	[Google	Scholar]Morioka,	H.,	&	Sasaki,	M.	One	rakugo	critic	goes	as	far	as	stating	that	the	term	koten	rakugo	only	entered	common	usage	in	the	late	1950s	(Hirose,	2011:	29);	koten	rakugo	then	stands	in	contrast	to	shinsaku	rakugo,	the	term	for	original	stories	that	are	written	either	by	individual	performers	for
themselves	–	as	in	the	case	of	Shunpūtei	Shōta	–	or	by	specialised	writers	of	rakugo	stories,	like	Osada	Sadao	(b.	The	audience	listening	here	can	join	him	in	laughing	at	the	television	audiences	who	merely	know	Shōta	from	Shōten	and	take	the	persona	constructed	there	at	face	value.	Shūkan	Bunshun,	48(9),138–142.	[Google	Scholar]Brau,	L.	(2016).
Japan:	Sony	Music.	[Google	Scholar]Stocker,	J.	The	transformative	power	of	performance.	He	married	his	partner	Hōju	Konatsu	(b.	It	is	common	for	schools	to	invite	rakugoka	to	perform	for	children	studying	traditional	arts.	The	shop	owner,	accordingly,	is	confused	and	irritated.	Hirose	states	that	the	makura	is	indispensable	by	foregrounding	the
performance’s	inherent	social	interaction	between	performer	and	audience,	making	the	relationship	between	the	participants	perceptible	(Hirose,	2011:	27–28;	2010:	80–87).The	transition	to	the	narrative	is	marked	by	the	performer’s	transformation	into	the	story’s	characters,	who	interact	with	each	other	in	the	fictional	world	of	the	hanashi.	Tokyo,
Japan:	San’ichi	Shobō.	[Google	Scholar]Tatekawa,	D.	(Sweeney,	1979:	50).	After	all,	only	an	idiot	would	continue	to	do	the	same	thing	again	and	again,	paying	a	higher	price	for	it	in	the	end.Notes1	An	earlier	version	of	my	analysis	of	Shunpūtei	Shōta’s	rakugo,	in	which	I	examined	his	performance	style	in	the	context	of	Japanese	popular	comedy	in	the
twenty-first	century	and	in	comparison	to	developments	in	other	genres,	has	been	published	in	German	(Weingärtner,	2013:	308–320).	He	also	cleverly	signals	to	them	that	such	misunderstandings	can	easily	be	overcome	by	a	more	dedicated	following	of	rakugo–	after	all,	has	he	himself	not	managed	to	become	one	of	the	most	popular	rakugo	artists
of	his	day	despite	being	not	able	to	understand	the	essence	of	the	story?	Nomura	Masaaki	differentiates	the	‘obligatory’	makura	from	the	‘optional’	mae-oki,	which	in	his	structural	model	of	rakugo	precedes	the	makura	as	a	formulaic	initial	utterance	(Nomura,	1994:	63–129).	In	tune	with	changing	attitudes	towards	rakugo,	Shōta	stresses	his	persona
and	makes	original	choices	when	engaging	with	repertoire	pieces	such	as	Toki	Soba.	Kono	rakugo-ka	o	yoroshiku	[Introducing	these	rakugo-ka].	He	steers	the	audience’s	attention	away	from	the	fictional	characters	to	his	persona	and	actions	as	a	stage	artist	and	celebrity.Meta-communication	can	be	a	means	of	actively	breaking	the	fourth	wall	during
the	hanashi	and	reinforcing	the	connection	between	performer	and	audience	in	the	portions	of	direct	communication	surrounding	the	hanashi.	Shōta	offered	a	similar	description:	for	him,	rakugo	has	returned	to	its	‘normal	state’	(Shunpūtei,	2008:	18).	Further	viewing:	History	and	Origins	Rakugoka	who	have	just	been	promoted	to	the	shin’uchi	rank.
Rakugo	no	kanshō	201	[Rakugo	appreciation	201].	When	one	of	the	characters	voices	his	confusion,	Shōta	makes	the	other	one	say:	‘Don’t	worry	about	it.	This	experiential	element	of	rakugo	is,	he	argues,	impossible	to	reproduce	for	example	in	a	video	recording	(Horii,	2009:	6–12).	Yet,	it	is	not	an	old,	dying	art	struggling	to	find	relevance	in	modern
society.It	remains	an	integral	form	of	live	entertainment	and	is	becoming	more	international	as	the	rakugo	stage	once	dominated	by	Japanese	raconteurs	now	features	foreign	storytellers.	Under	these	circumstances,	the	famous	stories	of	the	rakugo	repertoire	are	a	perfect	showcase	for	Shunpūtei	Shōta’s	personal	style	of	performance.Let	us	now	turn
the	spotlight	onto	two	separate	performances	of	the	popular	rakugo	piece	Toki	Soba	by	Shunpūtei	Shōta,	one	from	a	television	broadcast	and	one	from	a	commercially	released	DVD.	Ranking	is	decided	depending	on	which	group	performers	belong	to.	Toki	Udon’s	account	of	how	fantastically	stupid	a	man	can	be	triggered	his	enthusiasm.	He	argues
that	the	deaths	of	the	two	most	influential	masters	of	the	post-war	period,	Kokontei	Shinchō	III	in	2001	and	Yanagiya	Kosan	V	in	2002,	created	a	vacuum	in	which	new	approaches	were	more	easily	accepted5:	A	‘geocentric	world	view’,	which	said	‘The	rakugo	performer	has	to	preserve	the	tradition’	is	replaced	by	a	‘heliocentric	world	view’,	which	[…]
says:	‘Use	the	rakugo	for	telling	about	yourself!’	(Hirose,	2010:	19).The	result:	the	variety	of	performers	and	performances	increased,	making	rakugo	attractive	to	wider	and	more	varied	audiences	and	boosting	its	popularity.	Shōta	bows	onstage	and	music	starts.	Many	of	the	new	works	are	well-regarded	in	the	rakugo	world	for	their	ambition.	He
recounted	several	instances	where	he	had	interacted	with	members	of	the	public	who	recognised	him	in	real-life	situations	outside	of	the	theatre.	That	was	the	only	question	I	had	on	my	mind	all	the	time.	Gendai	rakugo	no	kiso	chishiki	[Basic	knowledge	of	contemporary	rakugo].	For	example,	Horii	contends	that	analyses	of	ochi	are	worthless	for	our
understanding	of	what	constitutes	a	rakugo	performance.	Rakugo:	The	popular	narrative	art	of	Japan.	Sōzō	to	kōzō	no	komyunikēshon	[Entrance	into	rakugo.	Osaka,	Japan:	Sōgensha.	[Google	Scholar]McArthur,	I.	And	Japanese	performers,	both	amateur	and	professional,	endeavor	to	entertain	us	in	English.Rakugo	is	fluid	not	fossilized.All	that	is
required	is	a	folding	fan,	a	hand	towel,	and	your	imagination!In	Talking	About	Rakugo,	learn	what	distinguishes	rakugo	from	Japan's	other	traditional	performing	arts,	become	acquainted	with	its	greatest	contributors,	enjoy	some	of	rakugo's	most	popular	classical	stories,	and	meet	the	performers	of	today.Rakugo	is	entertainment	for	the	general
public	and	Talking	About	Rakugo	is	your	easy-to-understand	general	guide.	Try	logging	in	through	your	institution	for	access.	In	an	interview	with	the	Asahi	shimbun,	Shōta	emphasises	that	being	married	will	have	no	impact	on	his	pace	of	life,	but	will	make	him	come	up	with	new	material	(Ima	no	rakugo	‘ii	kanji,	kongo	wa	taihen’,	2019).	In	this
context,	the	most	respected	rakugo	masters	of	the	Shōwa	period,	such	as	Yanagiya	Kosan	V.	Rakugo:	Performing	comedy	and	cultural	heritage	in	contemporary	Tokyo.	The	Genbunitchi	movement.	The	rise	and	fall	of	modern	Japanese	literature.	(1979).	Among	other	works,	Black	would	stage	adaptations	of	Dickens’	Oliver	Twist	(McArthur,	2013:	147–
163)	on	the	yose	(small	variety	theatres,	now	often	dedicated	to	rakugo)	stage.	Gendai	rakugo-ron.	In	Shōta’s	case,	he	mined	his	renowned	small	stature	and	bachelor	existence	(as	referenced	in	his	makura)	for	comic	effect,	and	the	other	participants	alluded	to	his	failures	and	disasters	when	dealing	with	women.Many	examples	of	how	Shōten
constantly	reinforces	Shōta’s	bachelor-image	appear	in	the	four	volumes	of	the	show’s	fan	magazine	Shōten,	which	was	briefly	published	during	2008	and	printed	transcripts	of	some	of	the	television	show’s	conversations.	In	2000,	for	example,	Shunpūtei	Koasa	(b.	For	him,	the	story	is	only	a	vessel	that	the	performer	borrows	to	display	his	or	her
performance.	Shōta	emphasised	that	he	would	not	listen	to	such	unsolicited	advice	and	that	one	reason	for	choosing	a	leading	shinsaku	master	such	as	Ryūshō	was	his	desire	to	be	free	from	constraints	onstage.	Both	are	now	regarded	as	part	of	the	koten	rakugo	repertoire	and	Sanyutei	Enchō	is	admired	and	sometimes	even	referred	to	as	a	‘god’
(kami-sama)	by	performers	of	edo	rakugo	(Weingärtner,	2016:	39).The	establishment	of	the	Daiichiji	Rakugo	Kenkyūkai	(First	Society	for	the	Study	of	Rakugo)	in	Tokyo	in	1905	can	be	described	as	a	reaction	by	‘conservative	hanashika	and	rakugo	fans	[who]	deplored	this	straying	[from	what	they	regarded	as]	orthodoxy’	(Brau,	2008:	67),	indicating
that	this	discussion	continued	into	the	twentieth	century.	(1994).	‘Excuse	me.	Nonetheless,	the	role	of	tradition	continues	to	be	challenged	and	discussed.	After	responses	from	other	members,	Shōta	offered	his	first	answer	to	the	set	task,	in	which	he	seemed	to	reveal	his	emotions	rather	than	those	of	the	stingy	character,	playing	up	to	his	image	of	a
disgruntled	singleton,	before	signalling	his	jocular	intent	by	laughing.	Cambridge,	UK:	Cambridge	University	Press.	[Google	Scholar]Maeda,	K.	Commemoration	in	Japanese	comedy.	By	doing	so,	he	steers	the	attention	of	his	audience	once	again	to	the	current	performance	situation,	in	contrast	with	established	performance	practices.	In	this	program,
five	rakugo	performers	compete	against	each	other	in	what	is	known	as	ōgiri.	The	okeiko	is	a	social	act	that	produces	in	the	hanashika	a	sense	of	on,	or	indebtedness,	to	the	master,	who	gives	their	time	to	impart	the	repertoire	(Brau,	2008:	132).	The	same	technique	is	used	to	signal	the	switch	from	makura	to	hanashi	and	from	performer	to	character.
For	example,	the	ghost	story	Botan	dōrō	(‘The	Peony	Lantern’)3	was	based	on	a	Chinese	ghost	story	(McArthur,	2013:	99;	Morioka	&	Sasaki,	1990:	254–256)	and	Shinigami	(‘The	God	of	Death’)	was	based	on	a	tale	from	the	Brothers	Grimm	(Morioka	&	Sasaki	1990:	202).	In	the	end,	this	stance	probably	strengthened	the	traditionalist	camp	of
performers	and	fans,	as	a	performer	in	established	circles	could	hardly	permit	himself	to	support	Danshi’s	call	to	allow	performers	an	individual	approach	to	a	story.Rakugo’s	increasing	popularity,	especially	in	the	twenty-first	century,	among	younger	people	who	fill	the	halls	to	watch	rakugo	performances	(Shunpūtei,	2008:	19)	can	be	partially	traced
back	to	the	success	of	the	television	drama	Tiger	&	Dragon.	Shōta	himself	explains	the	role	of	the	audience	for	rakugo	in	simpler	terms:	rakugo	leaves	room	for	the	audience’s	imagination	(Shunpūtei,	2016:	30),	ultimately	relying	for	its	effect	on	each	audience	member	creating	images	of	characters	and	their	actions	in	their	own	mind.	Even	after
reaching	the	rank	of	shin’uchi,	or	rakugo	master,	performers	still	sometimes	engage	in	formal	okeiko,	taking	up	a	story	from	another	master.	At	this	point,	it	is	the	mere	rakugo	performer	again	who,	with	a	final	bow	and	perhaps	a	few	words,	interacts	with	the	audience.	Horii	emphasises	that	this	is	common	knowledge	among	performers	in	the	art
and	that	leading	performers	often	have	showpieces	that	contain	banal	stories	(Horii	2009:	32–35).	The	announcement	happened	during	the	regular	screening	of	Shōten,	where	Shōta	announced	that	he,	the	eternal	bachelor,	was	‘finally,	finally’	(tsui	ni,	tsui	ni=	going	to	get	married	(Shōta-san	kekkon	e,	2019).	Again,	Shōta	makes	it	possible	for	some
people	listening	to	feel	just	a	little	bit	more	intelligent	than	those	members	in	the	audience	who	might	be	missing	the	point.	1952)	who	wrote	stories	for	the	late	Katsura	Shijaku	II.	Kamigata	rakugo-ka	meikan	[Name	register	of	rakugo	performers	of	Kamigata	rakugo]	(2nd	ed).	Tokyo,	Japan:	Kōdansha.	[Google	Scholar]Tōkyō	Kawaraban	+	Henshū-bu



(2017).	Shōta	reacted	and	engaged	with	them,	again	displaying	annoyance	and	emotion.	Asian	Folklore	Studies,	38,	25–80.	[Crossref],	[Google	Scholar]Takiguchi,	M.	While	this	article	focuses	on	edo	rakugo	and	thereby	on	the	specific	circumstances	of	rakugo-ka	based	in	Kantō,	it	does	not	engage	in	detail	with	the	characteristics	of	kamigata	rakugo.
The	series	cast	Nagase	Tomoya	(b.	Tokyo,	Japan:	Kōbunsha.	[Google	Scholar]Shunpūtei,	S.	1978)	of	the	pop	band	TOKIO	and	Okada	Jun’ichi	(b.	Kamigata	engei	taizen	[Encyclopedia	of	entertaining	performance	of	the	Kamigata	region],	(116–143).	Therefore,	in	Shōta’s	view,	determining	what	the	audience	enjoys	becomes	a	rakugo	performer’s	most
important	task.	Japanese	literature	of	the	modern	era.	12nin	no	waraeru	otoko	[On	Heiei-period	rakugo.	In	doing	so,	and	in	finding	such	success,	Shōta	has	become	a	central	figure	in	the	re-discovery	of	rakugo	and	the	new-found	popularity	of	the	genre.In	July	2019,	media	outlets	reported	a	sensation:	Shunpūtei	Shōta	had	announced	his	plans	to	get
married.	Rakugo,	the	traditional	Japanese	art	of	storytelling,	developed	as	a	form	of	entertainment	for	ordinary	citizens	during	the	Edo	Period	(1603–1868).	Hirose	describes	this	element	as	a	prime	example	of	Shōta’s	creative	engagement	with	an	established	and	well-known	piece	from	the	rakugo	repertoire	(Hirose	and	Katsuta,	2010:	48–49).The
rakugo	connoisseur	may	regard	these	passages	as	a	meta-reflection	on	the	essence	of	rakugo.	(1978).	On	a	CD	recording	of	the	koten	rakugo	piece	Tsubo-san	(‘Crock	Counting’)	(Shunpūtei,	2005),	Shōta	acts	out	two	characters	engaged	in	discussing	and	ultimately	misunderstanding	the	complicated	calculation	determining	the	price	of	a	tone	pot	for
sale	in	a	shop.	Rakugo	no	gengogaku	[Linguistics	of	rakugo].	Shōta’s	statement	is	a	meta-commentary,	both	calling	attention	to	the	particular	performance	situation	of	the	makura	and	indicating	a	transition	to	the	story.During	the	makura	of	one	of	Shōta’s	solo	shows	released	on	DVD	(Shunpūtei	Shōta	Jūhachiban	Shirīzu	–	Ugoki,	2011),	Shōta	again
refers	to	his	social	role	as	a	rakugo	performer,	this	time	discussing	problems	connected	with	receiving	gifts	from	fans.	Tatekawa	Danshi	yuigon	taizenshū	11	[On	the	rakugo	of	the	Tatekawa	school.	Nomura	emphasises	that	it	is	the	performer	himself	or	herself	who	speaks	to	the	audience	during	the	makura	(Nomura,	1994:	18–24).	His	indicator	is	his
success	with	paying	customers.	Or,	should	the	performers	subordinate	themselves	to	the	entertainment	imperative,	and	focus	on	making	the	audience	laugh?These	questions	cannot	be	answered	empirically,	as	they	are	matters	of	individual	aesthetics	and	conviction.	ABSTRACTThe	current	boom	in	popularity	of	rakugo	can	be	connected	to	a	new
trend	in	the	relationship	between	performer	and	material.	Warawanai	de	kudasai	[On	contemporary	rakugo.	On	reaching	number	eight,	the	customer	stops	counting	to	enquire	about	the	time.	(2006).	A	recent	book	publication	edited	by	the	editors	of	the	rakugo	magazine	Tōkyō	Kawaraban	described	him	as	the	‘foremost	figure	in	contemporary
“interesting”	or	“funny	rakugo”	(“omoshiroi	rakugo”	no	dai-ichi-ninsha)'	(Tōkyō	Kawaraban	+	Henshū-bu,	2017:	150).	This	idea	is	strikingly	similar	to	Erika	Fischer-Lichte’s	concept	of	‘the	bodily	co-presence	of	actors	and	spectators	[that]	enables	and	constitutes	performance’	(Fischer-Lichte,	2008:	32).	One	may	perceive	this	as	a	side-swipe	at
rakugo’s	traditionalist	faction,	which	advocates	the	immutability	of	a	rakugo	script	and	performance.	Communication	of	imagination	and	structure].	Since	Toki	Soba	is	one	of	the	best-known	stories	in	the	rakugo	repertoire	and	the	story	featured	on	the	program	that	evening,	both	the	studio	and	home	audiences	understand	the	meaning	of	this	remark.
The	idea	of	a	‘true’	rakugo	focusing	on	tradition	was,	in	the	words	of	Hirose,	nothing	more	than	a	misunderstanding	(Hirose,	2011:	28–30).	Only	a	fool,	Shōta	could	be	saying	here,	insists	on	mouthing	a	set	text	while	remaining	oblivious	to	the	circumstances.Takiguchi	Masahito	underscores	the	appeal	of	Shōta’s	open	approach	to	reinterpreting	the
stock	characters	of	rakugo	in	his	performances,	breaking	with	established	interpretations	of	other	performers.	Emphasising	his	fondness	for	the	Kansai	version	of	the	story	on	a	meta-level,	he	explains	his	choices	when	approaching	his	version	of	the	story	and	thereby	invokes	his	understanding	of	a	successful	rakugo	performance.	Performative	und
mediale	Rahmung	von	Humor	in	der	aktuellen	Populärkultur.	When	the	master	feels	that	his	student	has	learned	the	story	and	can	perform	satisfactorily,	the	student	will	receive	‘his	blessings	to	ita	ni	kakeru	(“try	it	out	on	the	stage”)	before	an	audience’	(Brau,	2008:	131).Brau	(2008:	132)	points	out	that	although	rakugo-ka	might	use	material	such	as
printed	story	collections,	rakugo	performance	culture	places	the	highest	value	on	the	act	of	embodied	transmission	because	of	its	ephemerality.	Yomiuri	shimbun,	28.	[Google	Scholar]Shunpūtei,	K.	As	a	result,	competing	against	other	performers	to	attract	audience	numbers	has	become	a	more	important	part	of	the	life	of	a	rakugo-ka	(Shunpūtei,
2008:	20).For	Hirose,	the	boom	is	linked	less	to	increasing	media	exposure	of	rakugo	than	to	what	he	calls	a	‘paradigm	shift’	away	from	the	primacy	of	the	story	and	a	standardised	performance	style.	Kono	jidai,	‘Nō	no	rihabiri’	ni	mo	yoroshii	yō	de.	Heisei	rakugo-ron.	The	participants	have	to	carry	out	different	verbal	or	dialogue-based	tasks,	such	as
completing	newly-invented	proverbs	or	concluding	half-started	conversations.	The	performer’s	interaction	with	his	or	her	audience	may	occur	in	the	hot	Japanese	summer	in	a	venue	without	air	conditioning,	where	he	or	she	would	need	these	objects.	On	the	other	hand,	kamigata	rakugo	legend	Katsura	Beichō	III	(1925–2015)	pointed	out	that	many
modern	performances	strongly	resemble	those	of	the	past	(Morioka	&	Sasaki,	1990:	248),	suggesting	that	the	contrast	between	orthodox	and	innovative	approaches	might	also	be	of	ongoing	relevance	to	performers	and	fans	of	kamigata	rakugo.	Unable	to	fall	back	on	costumes	and	scenery,	it	is	the	job	of	the	rakugoka	to	inspire	the	imagination	of	the
audience	through	the	skill	employed	in	portraying	the	world	of	the	story.	In	the	program	broadcast	on	3	February	2008	for	example,	the	performers	were	asked	to	personify	a	stingy	person	trying	to	borrow	something	from	friends	and	neighbours	to	avoid	using	any	of	their	own	possessions.	Shōta	writes	that	these	fans	choose	rakugo	shows	featuring
favoured	performers	in	the	same	way	that	they	select	other	forms	of	entertainment,	such	as	live	concerts	or	theatre	productions.	Koten	ga	dekinai	kara	shinsaku	yatteru	tte	iwareru	no	ga	kuyashikatta.	Curiously,	the	nurse	asks	Shōta	to	confirm	his	identity,	recognising	him	as	the	famous	artist	from	television,	right	before	switching	back	to	calling	him
‘Mr	108’.	Log	in	to	your	personal	account	or	through	your	institution.	Hirose	Kazuo	opined	that	the	institutional	and	exceptional	position	of	Danshi	and	his	disciples,	together	with	Danshi’s	biting	criticism	of	common	rakugo	practice,	led	to	an	anti-Danshi	stance	amongst	other	performers	and	rakugo	critics	(Hirose,	2011:	120–129).	Ōsaka	fūritsu
kamigata	engai	shiryō-kan	(Wahha	Kamigata)	(Ed.).	Rakugo-ka	wa	naze	hanashi	o	wasurenainoka	[Why	do	rakugo	performers	not	forget	stories?].	In	his	makura,	he	can	reference	and	update	his	identity	as	a	celebrity	and	his	characterisation	as	a	short	unhappy	bachelor	for	comedic	effect.	In	this	situation,	the	host	Utamaru	answered	the	request	by
exclaiming,	‘Jibun	no	o	tsukae	yo’	(Just	use	yours!),	followed	by	a	reply	from	the	ōgiri	member.	Agawa	Sawako	no	kono	hito	ni	taitai	(621).	A	strategy	for	the	twenty-first	century].	Tokyo,	Japan:	Shinchōsha.	[Google	Scholar]	For	example,	they	organised	performances	specifically	to	accommodate	full-length	material	which	they	feared	would	be	too	long
to	perform	in	the	popular	setting	of	a	yose	performance.	1978,	real	name	Tanoshita	Rie),	a	former	takarazuka	musical	performer,	in	October	2019.	The	Gods	of	Rakugo.	That	he	himself	was	a	disciple	of	Yanagiya	Kosan	strengthened	their	perception	that	he	lacked	respect.	Munich,	Germany:	Iudicium.	[Google	Scholar]Weingärtner,	T.	The	main	focus
on	the	hanashi	as	a	verbal	artefact	that	can	be	summarised	and	categorised	can	also	be	found	in	Japanese	language	rakugo	guides,	which	offer	summaries	of	selected	stories	(see	for	example	Nobuhiro,	2002).	His	references	to	his	bachelor-life	again	prompt	laughter	from	the	audience.	Shōta’s	version	of	the	story	savours	and	embellishes	this	specific
part.The	resemblance	to	manzai	and	the	greater	freedom	of	expression	in	relation	to	the	kamigata	rakugo	version	of	the	story	is	no	coincidence.	In	another	interview,	he	also	remembered	feeling	an	urge	not	to	do	the	same	thing	as	other	performers:	‘How	can	I	become	a	different	kind	of	performer	than	others?	Shunpūtei	Shōta	hitori-kai.	Here,
arrogance	seems	to	refer	to	both	master	Ryūshō’s	fans	who	claimed	to	understand	rakugo	better	than	the	young-but-professional	rakugo-performer	Shōta	and	to	people	bearing	ideas	about	‘right’	or	‘wrong’	rakugo.	This	is	an	occasion	when	Shōta	engages	in	a	skilled	moment	of	bonding	specifically	with	his	paying	audiences,	enabling	them	to	see
more	of	what	he	here	presents	as	the	true	Shunpūtei	Shōta.	1940),	who	regularly	exchanged	stories	and	alternately	played	the	roles	of	master	and	disciple	(Morioka	&	Sasaki,	1990:	25).Brau	(2008:	132)	also	acknowledges	that	different	masters	have	different	ideas	of	how	closely	a	student’s	version	must	follow	their	own,	what	deviations	might	be
acceptable,	and	whether	the	student	can	start	creating	his	own	version	of	the	story.	In	doing	so,	the	article	focuses	on	edo	rakugo,	that	is	rakugo	performed	by	artists	based	in	Tōkyō	and	the	Kantō	region,	and	its	conclusions	may	be	not	generalisable	to	kamigata	rakugo,	based	in	the	Kansai	region.Appreciating	Shōta’s	approach	to	rakugo	links	to	the
key	issue	of	the	(self-)perception	of	the	rakugo	scene	and	opens	up	several	questions.	With	this	idea	in	mind,	he	even	asks	the	shop	owner	to	say	‘the	lines	exactly	the	same	way	as	yesterday’,	without	taking	into	account	that	he	is	not	visiting	the	same	noodle	shop	and	is	actually	talking	to	a	different	man.	In	the	okeiko,	a	master	performs	the	story	for
the	younger	performer	and	critiques	their	attempts	(Brau,	2008:	130).	Instead	of	thinking	about	a	performance’s	structural	elements,	Horii	is	interested	in	what	connects	a	performer	to	his	or	her	audience	during	each	presentation.	This	was	due	to	the	fact	that	there	was	no	yose	dedicated	to	rakugo	in	post-war	Kansai	until	the	establishment	of	the
Tenma	Tenjin	Hanjōtei	in	2006.	While	Fischer-Lichte	calls	the	resulting	interaction	between	the	two	sides	a	‘feedback-loop’	(Fischer-Lichte,	2008:	38),	Horii	describes	the	communication	as	only	going	in	one	direction,	as	a	type	of	energy	or	mood	that	is	transmitted	by	the	performer	and	received	by	the	audience.	Detroit,	MI:	Wayne	State	University
Press.	[Google	Scholar]Sweeney,	A.	You	do	not	have	access	to	this	book	on	JSTOR.	Many	audience	members	will	feel	that	they	are	Shōta’s	true	fans,	and	will	feel	motivated	to	support	Shōta	as	a	rakugo	performer	and	not	merely	as	the	unhappy	bachelor	character	from	television.	After	having	put	on	the	new	kimono,	Shōta	crumples	up	the	kimono	he
had	been	wearing	and	throws	it	to	the	side	of	the	stage,	triggering	the	audience’s	laughter.	They	imitate	the	work	of	today’s	best	performer,	but	their	personal	originality	is	zero	[onore	no	sōi	wa	zero	de	aru].	He	identified	two	approaches	in	respondents’	answers	to	his	questions:	Should	a	performer	consider	contemporary	audiences	and	refrain	from
using	outdated	language	and	words	to	make	the	story	more	understandable?	Changes	in	the	performer’s	line	of	vision	signal	the	performer’s	transition	from	one	character	to	another.	Tokyo,	Japan:	Shinshōkan.	[Google	Scholar]Nomura,	M.	Tokyo,	Japan:	Kōbunsha.	[Google	Scholar]Hirose,	K.,	&	Katsuta,	B.	Chicago:	The	University	of	Chicago
Press.	[Crossref],	[Google	Scholar]Twine,	N.	If	you	are	carrying	a	water	pistol,	you	can	fire	it,	before	escaping.	He	explicitly	explains	that	it	was	the	kamigata	version	of	Toki	Udon	he	had	studied,	but	that	he	transplanted	the	dialect	and	type	of	noodle	to	a	Tokyo	setting.	He	believed	that	Ryūshō	would	allow	him	to	perform	rakugo	as	he	pleased,	an
expectation	the	master	fulfilled	(Agawa	&	Shunpūtei,	2006:	138).Looking	back	at	the	early	stages	of	his	career,	Shōta	explained	that	the	ability	to	receive	direct	reactions	from	the	audience	to	each	performance	was	one	reason	why	he	favoured	a	rakugo	career	over	one	as	an	actor:	‘If	the	audience	is	amused,	then	I	was	funny.	On	the	other	were	those
who	argued	that	the	survival	of	storytelling	in	modern	Japan	would	rely	on	innovation	and	experimentation,	or,	as	McArthur	calls	them,	‘progressives	[who]	favoured	the	introduction	of	novelty’	(2013:	98).Within	this	conflict,	San’yūtei	Enchō	(1839–1900),	the	influential	leader	of	the	San’yūteiha	group	of	edo	rakugo	performers,	began	to	encourage	the
incorporation	and	adaptation	of	foreign	material	(McArthur,	2013:	99).	Tsurai	toki	koso	‘warai’	de	nō-massāji	o.	Well-known	classic	tales	rely	on	the	individual	delivery	of	the	tellers,	but	newer	works,	from	the	twentieth	century	onward,	are	often	told	only	by	the	person	who	wrote	them,	so	that	their	unique	qualities	lie	in	the	material	itself.	Therefore,
we	may	define	Shōta’s	extraordinary	transition	between	two	different	portions	of	the	program	as	performative	meta-rakugo,	an	impulse	and	invitation	to	reflect	on	the	significance	of	tradition	and	innovation	in	rakugo.	The	piece	after	Toki	Soba,	therefore,	does	not	follow	the	established	structure	of	a	rakugo	performance,	in	which	each	piece
commences	with	the	performer	making	his	or	her	appearance	onstage	(Nomura,	1994:	60).	He	himself	opposed	this	approach	and	sharply	remarked	in	his	famous	1965	book	Gendai	rakugo-ron	(On	contemporary	rakugo)	that	most	contemporary	performances	of	the	renowned	rakugo	story	Toki	Soba	(‘The	“Time-Soba-Noodle”	Con	Game’)4	followed
the	performance	style	of	rakugo	master	Yanagiya	Kosan	V.	When	connoisseurs,	interested	in	famous	works	of	the	past,	rejected	Shōta’s	unique	approach	to	these	stories,	he	relied	on	his	creativity	as	a	writer	of	original	shinasaku	material.	Dawn	to	the	west.	(1990).	This	article	analyses	Shōta’s	approach	to	rakugo	and	the	relevance	of	his	persona	in
the	context	of	recent	trends	of	rakugo	theory	and	practice,	with	a	special	focus	on	the	development	of	the	performer	and	performed	material.	Instead,	there	is	an	emphasis	on	the	individual	characteristics	of	each	performer.	In	short,	the	boom	spotlights	performers	who	use	established	rakugo	repertoire	material	as	a	base	for	their	own	creative
processes	and	performance	(Hirose,	2010:	13–26;	2011:	67–71).	(2002).	Monumenta	Nipponica,	33,	333–356.	[Crossref],	[Web	of	Science	®],	[Google	Scholar]Weingärtner,	T.	Again	and	again,	the	performers	work	with	running	jokes.	Nijū	isseki	e	mukete	no	senryaku	[Suffering	rakugo.	In	J.	Off-stage,	he	had	always	stressed	that	being	unmarried	was	a
question	of	choice,	preference	and	priorities	rather	than	because	he	was	unpopular,	unable	to	communicate	with	the	opposite	sex,	or	gay,	as	some	people	believed	(Agawa	&	Shunpūtei,	2006:	142).	Danger	is	imminent.	Okyaku-san	ni	mo	nan’nin	ka	wakaranai	hito	irun	da	kara).	©	Jiji.	Tokyo,	Japan:	Kōdansha.	[Google	Scholar]Horii,	K.	Horii	even	goes
as	far	as	rejecting	the	idea	that	the	content	of	the	hanashi	itself	–	the	plot	of	a	rakugo	story–	is	of	significance.	Once	they	reach	the	level	of	shin’uchi,	they	can	themselves	take	on	and	train	disciples.	He	then	discusses	his	eating	habits,	segueing	again	to	his	life	as	a	bachelor	and	his	search	for	someone	to	accompany	him	to	a	restaurant,	as	he	would
not	dare	to	enter	a	restaurant	by	himself	–	an	episode	that	provokes	laughter	from	the	audience.In	both	of	these	makura,	Shōta	not	only	references	his	role	as	a	famous	artist	who	is	recognised	in	public	and	accepts	gifts	from	fans,	but	also	his	private	life	as	a	bachelor.	A	new	aesthetics	(S.	(2019,	July	1).	The	article	thereby	engages	with	a	wider
question	regarding	the	approach	to	rakugo	a	performer	is	expected	to	take:	should	rakugo	be	thought	of	as	a	genre	of	classical	performing	arts,	koten	geinō,	that	needs	to	be	preserved	in	a	set	form	or	as	a	form	of	contemporary	entertainment,	where	entertaining	the	audience	is	the	performer’s	main	goal?	And	there	are	rakugo-themed	manga	and
anime	too,	like	Shōwa	Genroku	Rakugo	Shinjū.	Notably,	Hirose	contends	that	Shōta’s	unique	approach	is	even	more	apparent	in	his	renditions	of	koten	stories	from	the	repertoire	than	in	his	original	shinsaku	rakugo	material,	as	the	deviations	from	the	interpretations	of	the	same	story	by	other	performers	make	it	more	evident.	In	a	discussion	with
journalist	Agawa	Sachiko,	Shōta	stated	that	he	believed	that	rakugo	should	not	rely	on	a	set	of	rules	and	that	those	who	insist	upon	them	are	often	not	the	rakugo	performers	or	masters,	but	rather	a	specific	group	of	fans,	including	self-proclaimed	rakugo	‘experts’	and	critics.	Tokyo,	Japan:	Firumu	Āto-sha.	[Google	Scholar]Treat,	J.	Shōta	has	reached
even	greater	prominence	through	his	weekly	appearances	on	the	television	show	Shoten,	beginning	as	a	panel	member	in	2006	and	graduating	to	host	in	2016.	I	think	you	might	have	realised	yourself’	(Rakugo	kenkyūkai,	2010).	Tokyo,	Japan:	Shinchōsha.	[Google	Scholar]Keene,	D.	I	would	like	to	thank	my	co-convenors	for	their	collaboration	and
insightful	comments.	These	piles	of	noodles,	says	Shōta,	always	led	him	to	put	on	extra	weight	when	acting	in	the	theatre.	Rakugo-ron	[On	rakugo].	This	version	highlights	the	relationship	between	the	successful	and	the	wannabe	fraudsters.	Among	other	conventions	put	in	place,	the	‘traditional	principle	that	hanashika	should	compose	his	own
version	of	a	story	–	particularly	stressed	by	Enchō	–	was	abandoned’	(Morioka	&	Sasaki,	1990:	262–263).	In	Toki	Soba,	the	second	man	witnesses	the	successful	fraud	from	a	distance,	while	the	two	men	in	Toki	Udon	visit	the	noodle	shop	together	on	the	day	of	the	successful	fraud.	Shōta	hints	at	a	bow,	the	music	turns	into	silence,	and	he	starts	with	a
new	makura.Here,	Shōta	relocates	one	of	a	rakugo	performer’s	actions	from	backstage	to	onstage	and	exposes	his	under-kimono,	ordinarily	invisible	to	the	audience.	He	seizes	the	opportunity	to	reach	a	more	varied	and	wider	audience	outside	traditional	rakugo	fans,	as	in	the	television	show	Shōten.	Kazamaetei	Yanwari	no	Manga	rakugo	kessaku-
sen	[Kazamatei	Yanwari’s	masterworks	of	rakugo-manga].	In	other	words,	the	story’s	frame,	erected	by	the	performer’s	visual	signals	as	he	or	she	changes	into	distinct	fictional	characters,	comes	to	its	end.	(2019,	July	11).	In	fact,	he	revealed	in	a	2006	interview	with	journalist	Agawa	Sawako	that	marriage	did	indeed	hold	an	attraction	for	him,
describing	his	putative	wife	waking	him	up	to	a	delicious	breakfast	with	the	smell	of	miso	soup	in	the	air	(Agawa	&	Shunpūtei,	2006:	142).Shunpūtei	Shōta’s	career	and	approach	to	rakugo	crystallises	into	a	simple	idea:	Shōta	makes	his	own	choices,	no	matter	what	critics	think	of	him.	Kunō	suru	rakugo.	(2013).	When	the	now-deceased	rakugo
performer	Hayashiya	Utamaru	acted	as	the	show’s	host,	for	example,	some	participants	gave	answers	mocking	Utamaru	and	hinting	at	his	imminent	death	by	old	age,	pointing	at	his	wrinkles	and	pretending	to	want	to	take	over	his	position	as	the	show’s	host.	Morioka	and	Sasaki	emphasise	the	influence	of	the	Rakugo	Kenkyūkai	on	the	conventions	of
rakugo	in	the	following	years,	restricting	performers	in	some	ways	in	their	creativity.	One	established	normative	aspect	that	most	performers	retain,	however,	is	a	performative	separation	between	the	story	itself,	the	hanashi,	and	the	initial	small-talk	with	the	audience,	the	makura.Generally	speaking,	each	rakugo	performance	can	be	separated	into
two	parts.	Karoku	states	that	he	may	be	in	a	position	to	perform	selected	stories	in	the	style	of	master	Kosan	once	he	has	reached	a	great	age	and	fully	matured	as	a	performer	(Yanagiya,	2008:	35,	54–61,	113–145).One	aspect	of	the	paradigm	shift	is	the	tendency	for	performers	who	have	gone	on	to	specialise	in	shinsaku	rakugo	to	re-engage	with
material	from	the	established	repertoire,	but	to	interpret	it	their	own	way.	Utamaru	punished	participants	for	these	references	by	having	all	the	seat	cushions	removed.	At	first,	many	different	kinds	of	entertainers	would	perform	the	generally	humorous	monologues,	but	gradually	specialists	emerged.	It	was	the	establishment	of	the	term	koten	rakugo
that	linked	rakugo	conceptually	to	the	realm	of	koten	geinō.	1980)	of	V6,	two	young	male	idols,	in	the	roles	of	young	rakugo	performers	with	Shunpūtei	Shōta	in	a	supporting	role.	See	for	example:	Keene,	1998:	109;	Levy,	2016:	590;	Treat,	2018:	85;	Twine,	1978:	351.	Table	of	Contents	Export	Selected	Citations	Export	to	RefWorks	Export	to	EasyBib
Export	a	RIS	file	(For	EndNote,	ProCite,	Reference	Manager,	Zotero,	Mendeley...)	Export	a	Text	file	(For	BibTex)	©	1996-2014,	Amazon.com,	Inc.	In	1896	he	commented	critically	that	the	training	of	younger	performers	pushed	them	‘merely	to	mimic	their	masters’.	No	doubt,	the	married	Shōta	will	have	to	rely	on	a	different	persona	to	fascinate	his
audiences,	but	he	has	proven	that	he	knows	how	to	entertain	them.	Its	origin,	development	and	conclusion.	Professional	Japanese	storytelling.	The	boke	character,	whose	attempt	at	saving	money	fails	miserably,	already	reveals	his	slow-wittedness	in	the	initial	interaction	with	his	friend,	triggering	rebukes	like	those	from	an	on-stage	tsukkomi	in
manzai.	Lanham,	MD:	Lexington	Books.	[Google	Scholar]Fischer-Lichte,	E.	Again,	he	favours	individual	choices	over	norms	guiding	other	performances	in	their	engagement	with	the	material.	Translation,	vernacular	style,	and	the	Westernesque	femme	fatale	in	modern	Japanese	literature.	A	zenza	in	the	yose	theatre	will	hear	the	most	popular	stories
numerous	times	with	numerous	adventitious	variations	while	doing	his	or	her	chores.	When	he	shares	that	the	television	persona	which	helps	him	to	become	famous	is	actually	just	a	construct	for	television,	it	almost	feels	like	he	is	telling	a	secret	and	he	thus	creates	an	intimacy	with	the	audience.	Furthermore,	the	audience’s	familiarity	with	a	piece
makes	it	possible	to	appreciate	individual	interpretations	by	different	performers.	These	circumstances	might	have	caused	Toki	Udon	to	more	closely	resemble	a	manzai	routine.	In	contrast,	as	Brau	says,	‘One	might	imagine	that	tape	recordings	encourage	a	stronger	tendency	toward	a	verbal	carbon	copy,	because	the	version	captured	on	tape
becomes	the	authoritative	one’	(2008:	132).	Josei	Kōron,	102(2),24–27.	[Google	Scholar]Shunpūtei	Shōta	Jūhachiban	Shirīzu	–	Ugoki	[Shunpūtei	Shōta’s	favourite	pieces	series	–	move]	[DVD].	Kamigata	rakugo	no	rekishi.	It	is	the	story	of	two	fraudulent	purchases	of	soba	noodle	soup:	one	successful,	one	a	failure.	Comedy-Boom	in	Japan.	Fans	who
want	to	watch	a	specific	performer	are	typical	of	the	current	rakugo	boom	(Hirose,	2010:	19).	By	breaking	with	established	patterns,	and	directly	and	indirectly	presenting	both	his	understanding	of	rakugo	and	his	role	as	a	rakugo	performer,	Shōta	re-invents	rakugo	with	each	performance.	Following	an	extensive	discussion	of	the	ochi	by	Japanese
storytellers,	critics	and	scholars,	Morioka	and	Sasaki	dedicate	much	of	their	book	to	analysing	and	categorising	ochi	in	different	stories	from	the	rakugo	repertoire	(Morioka	&	Sasaki,	1990,	69–81).	or	its	affiliates	RAKUGO,	the	Japanese	art	of	storytelling,	evolved	as	a	form	of	entertainment	for	ordinary	people	during	the	Edo	period	(1603-1867).	While
this	did	happen	on	the	night	of	the	television	recording,	on	the	evening	of	a	solo	program	preserved	on	DVD,	Shōta	remained	onstage	and	continued	commenting	to	the	audience	about	the	freshly-finished	story.In	the	DVD,	Shōta	expands	on	his	relationship	as	a	rakugo	performer	to	the	just-performed	piece	Toki	Soba.	Banner	photo:	San’yūtei	Enjō	in
performance.	Rakugo	historian	Yoshikawa	Ushio	reports	that	for	a	while,	young	women	would	phone	Tokyo’s	rakugo	venues	asking	when	Nagase	or	Okada	were	scheduled	to	perform	(Yoshikawa,	2009:	188),	no	doubt	to	the	bafflement	of	the	ticket	office.Nagase	and	Okada	did	not	embark	on	real-life	rakugo	careers,	and	this	anecdote	illustrates
younger	fans’	interest	in	the	artists	themselves	rather	than	the	world	of	the	rakugo	genre.	He	borrows	freely	from	the	Kamigata	version	of	the	story,	which	he	finds	more	amusing	than	the	version	prevalent	in	Tokyo.	A	recent	survey	found	that	26.4%	of	Japanese	people	had	attended	a	rakugo	performance,	putting	it	ahead	of	other	disciplines	such	as
kabuki,	nōgaku,	and	buyō	(traditional	dance).	Generally,	the	makura	comprises	the	section	of	a	rakugo	from	the	performer’s	greeting	to	the	beginning	of	the	story.	As	the	wannabe	fraudster	has	trouble	understanding	the	trick	that	his	more	cunning	friend	has	just	pulled,	the	two	men	interact,	with	the	successful	fraudster	giving	clear	instructions	to
his	friend	to	help	him	copy	the	trick	the	following	day.6	This	interaction	amplifies	the	performance’s	dialogue	structure,	especially	as	the	two	men	remind	the	audience	of	the	two	opposing	roles	of	boke	and	tsukkomi	–	stupid	man	and	straight	man	–	in	the	popular	comic	dialogue	genre	of	manzai	(Stocker,	2006:	51).	Shōta	hints	at	how	the	customer’s
idiocy	becomes	especially	evident	through	the	contrast	with	his	friend	and	their	dialogue.	Henry	Black:	On	stage	in	Meiji	Japan.	Shōta	presented	these	scenes	as	actual	occurrences:	for	example,	during	a	hospital	visit	a	nurse	struggled	to	address	Shōta	by	his	patient	number,	a	practice	common	in	the	hospital	to	protect	a	patient’s	privacy.	(2011).
Zenza	(apprentices)	might	learn	stories	from	a	rakugo	master	through	kikoboe	(informal	learning)	when	in	the	yose,	but	also	have	to	engage	in	official	okeiko	(training	or	practice)	sessions	to	legitimately	take	on	the	story	from	a	master.	The	story’s	fool	insists	upon	following	the	script	of	the	earlier	enactment	closely,	without	noticing	the	changed
context,	the	new	participants,	and,	more	fatally,	the	different	time	of	day.	Famous	Tokyo	venues	include	Shinjuku	Suehirotei,	where	tickets	for	adults	cost	around	¥3,000,	Suzumoto	Engeijō	in	Ueno,	Asakusa	Engei	Hall,	and	Ikebukuro	Engeijō,	while	in	Osaka,	there	is	Tenma	Tenjin	Hanjōtei.	Twelve	men	who	can	make	you	laugh].	These	are	now	known
as	rakugoka.	An	early	version	of	this	article	was	presented	in	September	2017	at	the	conference	of	the	European	Association	of	Japanese	Studies	(EAJS)	during	a	panel	entitled	‘Actor-Audience	Relationships	in	Japanese	Comic	Storytelling	(Rakugo)’,	co-convened	by	Sarah	Stark	(University	of	Ghent),	Bernhard	Seidl	(Vienna	University)	and	myself.
Bōsei,	39(9),18–23.	[Google	Scholar]Shunpūtei,	S.	Authors	like	Hirose	and	Horii	not	only	describe	the	paradigm	shift	away	from	the	focus	on	set	texts	to	individual	performers	but	form	part	of	this	shift	by	rejecting	the	analysis	of	the	ochi’s	structural	elements.	In	his	rakugo	performances,	he	adds	additional	meta-commentary	illuminating	his	freedom
to	engage	with	the	genre,	ultimately	criticising	all	self-proclaimed	rakugo	experts	who	want	to	take	that	very	freedom	away	from	him.In	the	end,	though,	Shōta	does	not	allow	his	persona	to	take	over	his	life	and	will	ultimately	destroy	the	image	of	the	eternal	bachelor.	In	particular,	Shota’s	success	illustrates	the	audience’s	changing	expectations	of	a
performer’s	approach	to	rakugo,	a	performance	art	often	perceived	as	a	genre	of	koten	geinō	(traditional	performing	arts).	The	danger	of	alienating	those	audience	members	who	might	indeed	be	struggling	with	certain	elements	of	a	complicated	rakugo	story	–	I	have	found	myself	in	such	situations	–	is	addressed	by	Shōta	in	another	coda.	He	explains
that	he	should	perform	each	story	with	words	appropriate	for	himself	and	each	audience,	but	that	his	respect	for	Kosan,	who	was	also	his	master,	continually	influences	his	performances.	A	story	in	the	rakugo	repertoire	now	fulfils	a	role	similar	to	that	of	a	standard	piece	in	the	jazz	repertoire.	For	some	rakugo	experts	such	as	Nomura,	the	ochi
constitutes	the	highlight	of	each	performance	and,	therefore,	deserves	more	attention	than	other	elements	of	rakugo	(Nomura,	1994:	162–167).	Hajimete	no	rakugo	[A	solo	show	of	Shunpūtei,	Shōta.	He	describes	his	attraction	to	pieces	in	the	kamigata	rakugo	repertoire,	which	place	more	emphasis	on	the	foolishness	of	human	beings	than	the	Tokyo
versions.	Please	lend	me	your	Wife.’	‘Just	use	yours!’	(Angrily)	‘I	don’t	have	one!’	[Bold	format	in	the	original	print]	(To	Shōta)	‘Don’t	get	angry!’	‘Get	yourself	a	wife	quickly!	If	you	keep	saying	things	like	this	…	’	‘Hahahaha	…	’(Ishibashi,	2008:	16)A	section	from	the	show	broadcast	on	13	January	2008,	later	printed	in	the	same	magazine,	illustrates
how	others	on	the	show	used	references	to	Shōta’s	persona	to	make	jokes	at	his	expense.	Much	less	did	I	like	being	lectured	in	an	arrogant	way’	(Inada	&	Morita,	2010:	128).	New	York,	NY:	Columbia	University	Press.	[Google	Scholar]Levy,	I.	Rakugo-ka	Shun	Shunpūtei	Shōta].	With	its	fictional	setting,	the	hanashi	creates	a	‘fourth	wall’,	a	layer	of
separation	from	the	live	performance	itself,	constituting	but	at	the	same	time	masking	the	ongoing	interaction	between	the	performer	and	the	audience.Understanding	the	entire	rakugo	performance	including	the	hanashi	as	an	interaction	between	performer	and	audience	is	one	of	the	key	elements	in	Horii	Ken’ichirō’s	approach	to	analysing	the
rakugo	performance:	he	emphasises	that	the	presence	of	performer	and	audience	at	the	same	time	is	essential	for	a	performance	(Horii,	2009:	6).	(2017).	Rakugo	comes	together	with	the	‘shared	imagination’	of	the	Japanese].	(2010).	Shōten	dake	ga	torinokosareta.	In	an	interview,	Shōta	recalled	the	early	years	of	his	career,	just	after	becoming	the
disciple	of	his	master	Shunpūtei	Ryūshō	V.	The	performer	looks	directly	at	the	audience	during	the	makura	but	once	he	or	she	begins	to	impersonate	the	fictional	characters,	the	line	of	vision	changes	to	differing	degrees	of	left	and	right.During	the	presentation	of	the	story,	the	performer	makes	use	of	a	hand	fan	and	handkerchief	as	props	that
delineate	the	characters’	interactions.	(2008).	Nowadays,	performers	are	often	allowed	to	take	notes	or	use	electronic	recording	devices;	in	the	past,	however,	stories	had	to	be	learned	by	heart	by	listening	to	the	repeated	recitation	of	the	master.	Dressed	in	a	kimono,	the	storyteller	remains	seated	throughout	the	performance,	playing	the	parts	of
several	characters	and	acting	out	different	scenes	with	only	a	fan	and	a	hand	towel	as	props.	I.	(1939–1999)	in	Osaka	(see	also	Hirose,	2010:	27–36).	Subete	wa	Shinchō	no	shi	kara	hajimatta	[The	history	of	twenty-first	century	rakugo.	He	actively	promotes	the	idea	that	a	rakugo	performer	should	engage	creatively	with	his	material	and	make
significant	changes	to	scripts	and	performance	style.	Talking	to	such	people	is	dangerous!	(Horii	2009:	28–29)These	words	illustrate	a	paradigm	shift	in	writings	about	rakugo,	following	the	paradigm	shift	in	rakugo	performances	recounted	earlier.	That	the	latter	position	had	become	more	accepted	among	performers	is	evident	in	the	utterances	of
rakugo-ka	Tatekawa	Danshi	VII.	The	image	Shōta	presents	and	highlights	on	television	and	in	other	media,	and	the	profile	that	he	thereby	builds,	helps	him	draw	even	more	attention	to	his	‘day	job’	as	a	rakugo	performer	and	create	a	unique	relationship	between	his	rakugo-ka	and	media-star	personae.Shōta’s	image	and	approach,	while	unique,
connect	to	recent	developments	in	the	world	of	rakugo	and	its	increasing	mainstream	popularity.	There	are	some	people	among	the	guests	[here]	who	don’t	understand	it	either’	(Iindayo,	wakaranakutatte.	The	core	of	the	performance	is	the	hanashi,	in	which	two	or	more	characters	impersonated	by	the	performer	interact	in	a	fictional	setting
distinguishable	from	the	performance	venue,	for	example,	customers	communicating	with	the	owner	and	cook	of	a	soba	noodle	store.	Sometimes	it	lasts	for	just	a	few	minutes,	but	it	can	occupy	approximately	half	of	the	performance.	First-time	rakugo].	Takiguchi	declares	that	in	Shōta’s	characters,	Shōta’s	unvarnished	appearance	(su	no	sugata)
always	shows	through	(Takiguchi,	2009:	132).	Abingdon,	UK:	Routledge.	[Crossref],	[Google	Scholar]Hirose,	K.	In	a	brief	break	of	the	fourth	wall,	Shōta	refers	to	the	current	performance	situation	where	members	of	the	audience	might	also	struggle	with	following	the	details	of	the	story,	missing	central	points	of	the	plot.	Or,	should	each	performer
ultimately	aim	to	preserve	a	perceived	tradition?	Jain,	Trans.).	(2009).	His	weekly	television	appearance	in	a	show	regularly	screened	on	Sunday	at	5:30	pm,	just	before	dinner	time,	has	enabled	him	to	develop	a	specific	persona	based	on	his	lifestyle	and	personality.	Also	see:	Brau,	2008:	67;	McArthur,	2013:	73,	75–79;	Morioka	&	Sasaki,	1990:	255).3
English	translations	of	titles	of	rakugo	pieces	follow	the	translations	proposed	by	Morioka	and	Sasaki	in	their	list	of	rakugo	stories	that	have	been	published	since	the	Mid-Meiji	period	(Morioka	&	Sasaki,	1990:	339–402).4	To	differentiate	the	two	versions	of	this	particular	story,	I	have	added	the	name	of	the	type	of	noodle	in	question	to	the	English
translation.5	In	his	latest	book	on	twenty-first	century	edo	rakugo,	Hirose’s	belief	in	the	significance	of	a	master’s	death	is	emphasised	by	the	chosen	subtitle	Subete	wa	Shinchō	no	shi	kara	hajimatta	(‘All	started	with	the	death	of	Shinchō’)	(Hirose	2020).6	Compare,	for	example,	the	synopsis	of	Toki	Soba	provided	by	Nobuhiro	Shinji	(2002:	121)	with
the	synopsis	of	Toki	Udon	in	Yamada	(2010:	184).7	See	also	Brau’s	discussion	of	meta-communicative	elements	in	rakugo	(2008:	54).Agawa,	S.,	&	Shunpūtei,	S.	If	the	audience	is	not	amused,	then	it	was	my	fault’	(Shunpūtei,	2017:	25).	(1915–2002)	and	Kokontei	Shinchō	III.	The	fan	can	act	as	a	sword	or	a	set	of	chopsticks	for	eating;	the	handkerchief
becomes	a	wallet	filled	with	money	or	paper	on	which	a	‘brush’	(the	fan)	writes	a	message	(see	also	Morioka	&	Sasaki,	1990:	33–34).	He	now	benefits	from	renewed	interest	in	rakugo	among	younger	audiences,	but	it	seems	likely	that	the	popularity	of	his	persona	has	in	turn	boosted	this	interest.	Nihonjin	no	‘Sōzōryoku	no	kyōyū’	de	naritatsu	rakugo
[In	this	time,	it	seems	good	for	rehabilitation	of	the	brain.	Many	are	satirical	takes	on	society.	Ultimately,	he	compares	the	role	of	the	performer	and	the	audience	in	rakugo	to	a	singer	deploying	vocal	techniques,	rhythm,	accentuation	and	timing	to	influence	the	audience’s	mood,	and	how	this	mood	creates	a	connection	between	the	performer	and
audience	(Horii	2009:	86–97).	Enchō’s	stories	influenced	the	development	of	modern	Japanese	literature,	when	quickly	stenographed	versions	appeared	written	up	in	print	(sokkibon).2	To	support	modernisation	and	incorporate	western	sources	in	the	rakugo	repertoire,	Enchō	sponsored	the	membership	of	Australia-born	performer	Henry	Black,	under
the	stage	name	Kairakutei	Burakku,	into	the	San’yuteiha	in	1890	(McArthur,	2013:	64;	Morioka	&	Sasaki,	1990:	256).	I	begin	with	a	closer	look	at	how	his	specific	persona	influences	his	makura.In	a	recorded	performance	from	2010,	broadcast	during	the	television	program	Rakugo	Kenkyūkai	on	the	satellite	channel	TBS,	Shōta	wielded	his	social	role
as	a	well-known	rakugo-ka	as	a	central	theme.	And	even	as	air	conditioning	becomes	standard	in	indoor	spaces	all	over	Japan,	one	sees	many	performers	using	the	handkerchief	during	the	makura	and	hanashi	to	wipe	sweat	from	their	faces.	“Rakugo	Stories	Episode	1”	Video	©	Diane	Kichijitsu.	Shōten,	3,	7–35.	[Google	Scholar]Kazama,	Y.	Interest	in
rakugo	increased	among	the	two	stars’	young	and	mostly	female	fans.	(1938–2001),	two	performers	who	were	‘said	to	be	the	most	orthodox	hanashika	of	classical	rakugo’	in	the	1980s	(Morioka	&	Sasaki	1990:	288),	were	almost	canonised	and	the	idea	of	‘right’	and	‘wrong’	edo	rakugo	emerged.Tracing	the	history	of	edo	rakugo	even	further	back,	we
can	see	that	the	discussion	was	anything	but	new	in	the	second	half	of	the	twentieth	century.	After	thanking	the	audience,	the	performer	leaves	the	stage.	(©	Jiji)	The	oldest	publication	related	to	rakugo	is	Seisuishō,	which	dates	back	to	1623;	its	name	means	“laughter	to	banish	sleep.”	By	around	the	turn	of	the	eighteenth	century,	the	first	yose	were
charging	audiences	to	watch	rakugo	performances	in	Edo,	Osaka,	and	Kyoto.	Tatekawa-ryū	rakugo-ron.	Hanjōtei	kara	sakanoboru	gyaku-tsūshi	[The	history	of	Kamigata	Rakugo.	Without	it,	a	zenza	would	not	have	the	right	to	perform	a	story	in	public.	Danshi	criticised	the	increasing	uniformity	of	performances.	Please	do	not	laugh].	Japan:	Tokyo
Broadcasting	System	BS.	[Google	Scholar]Shōta-san	kekkon	e	[Shōta	on	his	way	to	marriage].	Since	these	comments	follow	the	actual	performance,	they	create	a	meta-rakugo.	After	describing	and	imitating	the	eager	group	of	ladies	and	making	his	audience	laugh	again	and	again,	Shōta	comments	that	–	in	contrast	to	his	public	image	as	a	desperate
bachelor	–	he	is	actually	just	not	interested	in	getting	married.	Team	comedy	in	Japan’s	entertainment	industry.	More	importantly,	this	characterisation	also	offers	him	interesting	points	of	references	in	his	makura,	when	he	can	wield	his	celebrity	status	to	connect	with	audiences	even	further.	Tokyo,	Japan:	Heibonsha.	[Google	Scholar]Rakugo
kenkyūkai	[Rakugo	Seminar].	In	each	story,	the	performer	impersonates	more	than	one	character.	(Ed.).	Twice	the	wannabe-fraudster	references	a	given	script	that	they	need	to	follow.	Such	contemplation	may	result	in	recognising	that	a	rule	perceived	as	essential	could	merely	be	the	result	of	acceptance	through	repetition	and	habit.	Audience
members	familiar	with	rakugo	may	wonder	why	the	costume	change	is	not	happening	backstage	as	usual	and	perhaps	consider	the	relevance	and	significance	of	established	performance	rules.	In	Haruo	Shirane,	Tomi	Suzuki	(Eds.)	with	David	Lurie,	The	Cambridge	history	of	Japanese	literature,	(588–597).	Those	who	knew	that	there	was	more	to
Shōta	than	his	undateable	and	unmarriable	image	from	the	television	show	may	not	have	been	shocked.	After	enjoying	his	bowl	of	noodles,	the	customer	counts	the	small	change	–	the	soup	costs	16	mon	–	one	coin	at	a	time	into	the	owner’s	hand.	Speaking	broadly,	one	could	argue	that	kamigata	rakugo	performers	were	forced	to	emphasise	the
entertainment	value	of	rakugo	more	strongly,	as	just	two	or	three	rakugo-ka	would	appear	in	programmes	otherwise	filled	with	popular	manzai	performers	(Maeda,	2008:	116–117).	The	punch	line	is	known	as	the	ochi	(literally,	the	“drop”)	and	a	good	delivery	is	essential	to	a	successful	performance.	This	approach	seems	to	be	increasingly	accepted	by
rakugo	experts	and	performers	and	enables	rakugo	to	attract	wider	audiences.	Sengo	rakugo-shi	[History	of	post-war	rakugo].	The	success	of	performers	such	as	Shōta,	who	moved	away	from	the	normative	rules	of	rakugo,	has	been	credited	with	increasing	interest	in	rakugo	in	the	twenty-first	century,	or	the	‘rakugo	boom’	phenomenon	(Hirose,
2011:	71).	According	to	the	established	structure	of	a	rakugo	performance	that	Nomura	delineated	(Nomura,	1994:	59–61),	the	audience	can	now	expect	Shōta	to	leave	the	stage.	These	failures	were	among	the	factors	which	he	believed	responsible	for	a	‘sorry	state	of	affairs	for	the	world	of	rakugo’	(quoted	by	McArthur,	2013:	209).Enchō’s	own
stories,	which	were	meant	to	innovate	and	modernise	rakugo,	were	also	sometimes	based	on	foreign	material.	Upon	first	mentioning	the	word	soba,	we	see	a	brief	smile	on	his	face:	‘At	this	point	we	are	…	little	by	little	…	getting	closer	to	today’s	story.	Photograph	of	Shinjuku	Suehirotei	courtesy	of	jamesjustin.(*1)	^		Data	from	this	survey	conducted
by	Hapiken,	Asahi	Group	Holdings.	Between	pieces,	performers	leave	the	stage	for	a	short	time,	often	less	than	a	minute,	and	reappear,	often	wearing	a	different	kimono,	to	begin	again	with	a	new	makura.	(Tatekawa	1965:	201).	The	Shinjuku	Suehirotei	theater,	decorated	with	the	names	of	performers.	On	the	one	hand	were	the	‘purists	who	fought	to
retain	the	old	ways’	(McArthur,	2013:	86),	who	can	be	seen	as	‘conservatists	[who]	preferred	a	renewed	emphasis	of	the	purity	of	their	art	[and]	frowned	on	experimentation	and	looked	to	the	classics’	(2013:	98).	Changes	in	the	audience’s	ideas	about	the	relationship	between	tradition	and	innovation	are	illustrated	by	Shōta	overcoming	his	initial
rejection	by	certain	audiences	and	gaining	respect	among	rakugo	fans	and	connoisseurs.	(2020).	(1920–2003)	in	1982.	Tatekawa	Danshi’s	collected	legacy	11].	Asahi	shimbun	(evening	edition),	2.	[Google	Scholar]Inada,	K.,	&	Morita,	K.	Shōta	does	change	his	kimono	for	the	second	piece	of	the	day,	but	this	costume	change	happens	on	stage	in	front	of
the	audience,	accompanied	by	jolly,	jazzy	music.	Nevertheless,	being	familiar	with	his	persona	as	the	eternal	bachelor,	the	ladies	start	jokingly	proposing	themselves	as	possible	brides,	before	more	seriously	suggesting	the	nieces	or	daughters	of	friends	who	seem	desperate	to	marry	off	their	daughters.	Rakugo	remains	popular	as	one	of	Japan’s
representative	classical	arts.	For	them,	categorising	ochi	is	part	of	a	wider	discourse	that	creates	and	reinforces	normative	rules	–	a	discourse	which	they	argue	against.	Individual	musicians	are	free	to	offer	their	interpretations,	and	familiarity	with	a	composition	does	not	decrease	the	audience’s	enjoyment.	As	it	has	become	widely	acknowledged	that
he	likes	noodles,	gifts	of	noodles	became	more	and	more	common	and	began	arriving	in	large	numbers,	especially	when	Shōta	was	acting	in	regular	theatre	productions.	Shōta	is	a	rakugo-ka	who,	for	a	long	time,	was	most	active	in	creating	and	performing	original	shinsaku	rakugo	stories.	(Tatekawa,	2002	[1985]:	69).Other	performers	later	echoed
Danshi’s	critique,	perhaps	illustrating	the	impact	of	his	words.	The	second	part	of	Shōta’s	Toki	Soba	focuses	on	the	interaction	between	the	slow-witted	boke	and	the	shop	owner.	Is	rakugo	first	and	foremost	a	traditional	performing	art	in	the	sense	of	the	Japanese	concept	of	koten	geinō,	like	Nō	or	Kabuki	theatre,	where	traditional	plots	and
performance	practices	are	maintained	and	protected	from	change	and	variation?	Talking	to	the	new	president	of	the	Rakugo	Arts	Association	Shunpūtei	Shōta.].	Tokyo,	Japan:	Kōdansha	[Google	Scholar]Ima	no	rakugo	‘ii	kanji,	kongo	wa	taihen’.	Rakugo.	Shōta’s	koten	rakugo	pieces	are,	according	to	Hirose,	especially	enjoyable	as	they	are	versions	of
repertoire	pieces	already	familiar	to	the	audience	(Hirose	&	Katsuta,	2010:	48).Shōta’s	performance	of	Toki	Soba	ends	with	the	familiar	final	punchline:	the	wannabe	fraudster	gets	(or	rather,	gives)	more	than	he	had	bargained	for.	It	is	possible	to	think	of	the	hanashi	as	a	work	of	fiction	and	engage	in	an	analysis	of	structure	and	narrative	devices,
such	as	motives	or	punchlines,	as	done	extensively	by	Heinz	Morioka	and	Miyoko	Sasaki	in	their	book,	Rakugo:	The	popular	narrative	art	of	Japan,	the	first	monograph	on	the	subject	in	English	(Morioka	&	Sasaki,	1990).	(2000	[1985]).	The	example	discussed	earlier	demonstrates	this	effect:	the	hanashi	presented	a	story	about	eating	noodles,	and
Shōta	discussed	his	fondness	for	noodles	during	the	makura.Talking	directly	to	the	audience	in	a	makura	and	making	references	to	his	well-known	persona	also	provide	Shōta	with	the	opportunity	to	bond	with	his	paying	guests,	by	transcending	the	established	persona.	Some	masters,	for	example,	demand	‘that	their	students	reproduce	the	story
exactly	as	they	learned	it	at	first’.	In	1985,	Danshi	repeated	this	criticism	even	more	clearly:	No	matter	if	it	is	[the	rakugo	story]	Yuya-ban	(‘The	Bathhouse	Attendant’)	or	Toki	Soba,	everyone	performs	like	Yanagiya	Kosan.	(2005).	Shōta	emphasises	the	relationship	between	performer	and	audience,	while	also	referencing	the	function	of	the	makura,
which	often	prepares	the	audience	for	a	specific	story	(see	also	Hirose,	2010:	80–87).	Tokyo,	Japan:	Kadokawa	SSC.	[Google	Scholar]Yoshikawa,	U.	The	material,	or	neta,	for	the	performances	is	generally	based	on	farcical	comedy	or	warmhearted	human	drama,	incorporating	typical	characters	from	Edo	(the	former	name	for	Tokyo)	or	Osaka.	Shōta
thereby	strengthens	his	presence	as	a	stage	performer	in	advance	of	the	actual	hanashi,	which	can	also	refer	back	to	the	makura	and	the	performer.	His	argument	climaxed	in	his	famous	prediction	that	rakugo	would	fall	victim	to	a	similar	fate	as	Nō	theatre;	performances	would	lack	spontaneity	and	relevance	and	focus	on	maintaining	a	perceived
tradition,	making	them	attractive	only	for	aficionados	and	experts	(Tatekawa,	1965:	280).	Moreover,	he	develops	this	persona	through	interactions	with	fellow	rakugo	artists	(rakugo-ka	or	hanashi-ka)	who	appear	with	him	on	the	show.	Shōta	later	spoke	bitterly	of	these	fans,	stating:	‘I	have	always	disliked	arrogant	people.	Shōta	holds	laughter	from
the	audience	to	be	the	rakugo-ka’s	aim	(Shunpūtei,	2017:	26).	Shōta	benefits	from	his	television	persona	in	two	ways	in	the	makura,	both	using	it	to	amuse	the	audience	with	related	anecdotes	and	undercutting	it	by	highlighting	its	fictional	nature.Toki	Soba	is	one	of	the	most	popular	and	well-known	stories	in	the	rakugo	repertoire.	(2000).	As	rakugo
took	hold	in	the	three	cities,	they	developed	their	own	distinctive	styles.	(2018).	The	article	will	demonstrate	how	Shōta	engages	with	rakugo,	breaking	with	formerly	established	norms	and	focussing	on	presenting	rakugo	in	a	way	that	entertains	and	attracts	different	audiences	to	the	genre.Shunpūtei	Shōta	is	one	of	the	best-known	faces	of	rakugo,
the	Japanese	art	of	comedic	story-telling.1	He	was	born	in	1958	with	the	real	name	Tanoshita	Yūji	and	is	famous	among	rakugo-fans	both	for	his	original	material,	or	shinsaku	rakugo,	as	well	as	his	fresh	interpretations	of	the	established	rakugo	repertoire,	often	referred	to	as	classical	or	koten	rakugo.	Should	performers	subordinate	themselves	to	the
traditions	and	adopt	prescribed	scripts	and	performance	techniques?	If	you	do	the	same	stuff	like	everybody	else,	you’ll	get	mixed	up	among	them	and	disappear.	However,	as	he	has	come	to	the	shop	at	a	different	time	of	the	day	and	the	owner’s	answer	is	now	‘four’,	he	is	forced	to	continue	counting	from	‘five’	and,	in	the	end,	pays	20	mon	instead	of
16	mon.Shōta’s	version	of	Toki	Soba	derives	from	the	kamigata	(Kansai)	version	of	the	story,	normally	known	as	Toki	Udon	(‘The	“Time-Udon-Noodle”	Con	Game’),	about	a	different	noodle	variety	that	is	more	common	and	popular	in	the	region	in	and	around	the	city	of	Osaka	rather	than	Shōta’s	base	in	Tokyo.	(1965).	Notably,	the	fan	and	handkerchief
do	not	function	as	props	in	the	usual	sense.	At	the	same	time,	he	still	engages	with	fans	of	his	rakugo	in	a	personal	manner,	making	them	feel	special	and	ensuring	that	they	remain	devoted	to	his	performances.	(2010,	December	25)	[Television	broadcast].	He	summarised	his	approach,	even	from	his	early	days,	in	a	few	words:	‘My	goal	is	to	ensure
that	my	guests	who	have	paid	an	entrance	fee	[to	see	rakugo],	after	all,	go	home	with	the	feeling	of	“That	was	fun!”’(Inada	&	Morita,	2010:	138).	Danshi	left	the	established	Rakugo	Association	of	Tokyo	in	1978	and	formed	a	school	for	himself	and	his	disciples,	the	Tatekawa-Ryū.	‘48	and	still	single!	Stop	thinking	of	marriage	already!’	‘You	don’t	have
to	go	that	far!’	(while	laughing	proudly):	‘It	would	be	too	late	to	have	such	a	marriage	full	of	love	like	mine	anyway.’	(Throwing	out	two	air	kisses	with	both	hands)	‘Stop	living	married	life	without	love!’	[Bold	format	in	the	original	print]	‘You	don’t	have	to	go	that	far!’	‘Oh,	yes!	If	I	don’t	tell	him,	he	won’t	get	it!	Stop	it!’	‘What	are	you	talking
about?’(Ishibashi,	2008:	11)Here,	the	interaction	reinforces	Shōta’s	image	as	an	unhappy	bachelor,	but	also	adds	another	layer	to	his	persona:	marriage	at	all	costs,	just	for	the	sake	of	being	married,	is	an	idea	Shōta	rejects.	He	allows	and	actively	participates	in	the	construction	of	his	television	persona	as	an	unhappy	bachelor,	as	this	heightens	the
success	of	his	appearances	on	Shōten.	Instead,	they	are	part	of	the	actual	performance.	Tokyo,	Japan:	Kōbunsha.	[Google	Scholar]Hirose,	K.	Yonde	tanoshinde	ōgiri	[Reading	and	enjoying	the	ōgiri].	Shōta’s	boke	–	goaded	by	his	friend,	who	has	questioned	his	intellectual	capability	to	pull	the	stunt	–	wants	everything	to	happen	in	‘exactly	the	same	way’
as	witnessed	the	day	before.	Manzai.	Laurie	Brau	(2008)	notes	the	relevance	of	the	term	kenkyū	or	‘research’	in	emphasising	that	the	performed	material	and	the	art	form	itself	were	historical	phenomena	worthy	of	study;	‘This	creation	of	the	Society	for	the	Study	of	Rakugo	constitutes	an	important	step	in	the	process	of	making	rakugo	into	a	koten
geinō,	a	classical	performing	art’	(Brau,	2008:	68).	The	Kyoto	school,	however,	has	apparently	died	out.	Tokyo,	Japan:	Kōdansha.	[Google	Scholar]Tatekawa,	D.	Also	active	on	the	scene	is	Diane	Kichijitsu,	an	Osaka-based	bilingual	rakugoka	who	was	born	in	Liverpool	in	Britain	and	fell	in	love	with	the	art	after	coming	to	Japan	in	1996.	There	are	still
storytellers	today	who	specialize	in	the	classic	rakugo	anecdotes	first	told	in	the	Edo	period,	which	have	been	passed	down	from	master	to	disciple	through	the	years.	The	participants	were	asked	to	complete	a	partially	set	exchange	with	the	host.	This	article	analyses	the	case	of	one	of	the	most	prolific	performers	of	contemporary	rakugo,	Shunpūtei
Shōta,	focussing	on	the	relationship	between	a	persona	constructed	and	reinforced	by	his	presence	in	the	media	and	his	approach	to	rakugo	and	paying	close	attention	to	examples	of	his	presentations	of	the	rakugo	story	Toki	Soba	(‘The	“Time-Soba-Noodle”	Con	Game’).	Shūkan	Daiyamondo,	104(27),	30.	[Google	Scholar]Shunpūtei,	S.	This	time,	they
had	to	finish	the	sentence	‘Stop	…	!’,	to	which	Utamaru	replied,	‘You	don’t	have	to	go	that	far’!	Ogiri-member	Taihei’s	answer	makes	references	to	Shōta’s	age	at	the	time	of	the	broadcast.	The	roles	of	boke	and	tsukkomi,	as	we	know	from	the	Kansai	style	of	manzai,	are	influential.	Enduring	Popularity	There	are	still	some	traditional	vaudeville
theaters,	or	yose,	that	host	live	rakugo	performances	almost	every	day.	I	would	also	like	to	thank	Joanne	Lawson	for	her	helpful	comments	on	this	article’s	original	draft,	as	well	as	the	two	anonymous	reviewers	for	their	careful	reading	and	constructive	criticism.2	Scholars	often	cite	the	influence	of	Enchō’s	sokkibon	and	the	vernacular	language	of
rakugo	performers	on	the	unification	of	spoken	and	written	language	(genbun	itchi)	and	Futabatei	Shimei’s	novel	Ukigumo,	often	described	as	the	first	modern	novel	of	Japan.	Some	of	the	nurse’s	questions,	such	as	asking	Shōta’s	height	and	weight,	and	Shōta’s	responses,	underscoring	his	rather	small	stature,	provoke	laughter	from	the	audience
during	the	recording.	Morioka	and	Sasaki,	for	example,	mention	the	case	of	the	partnership	between	friends	Irifunetei	Senkyō	IX	(1931–2015)	and	San’yūtei	Ensō	VI	(b.	He	states,	arguably	not	entirely	convincingly,	that	if	one	of	Shōta’s	characters	starts	shouting,	for	example,	one	may	interpret	it	as	expressing	Shōta’s	own	rage	–	in	this	case,	at	his
critics.	21-seiki	rakugo-shi.	1955)	described	performers	who	followed	perceived	standards	too	closely,	thereby	leaving	no	room	for	individual	interpretation,	as	second-rate	professionals	(niryū	no	puro)	whose	rakugo	would	no	longer	interest	audiences	(Shunpūtei,	2000:	116).Unsurprisingly,	Danshi	did	not	make	many	friends	amongst	his	colleagues
with	such	harsh	words.	Of	course,	the	performer	cannot	help	but	be	influenced	by	the	audience’s	reactions,	be	it	laughter	or	yawning	or	somewhere	in	between,	rendering	Horii’s	notion	that	rakugo	is	a	one-way	communication	process	too	simplistic.	Shōta	recounts	a	short	phase	of	being	unable	to	leave	his	apartment	due	to	a	minor	illness,	when	he,
as	a	bachelor,	had	to	cook	his	own	dinners.	Rakugo	also	appears	on	television	in	the	comedy	variety	program	Shōten,	which	has	been	broadcast	weekly	on	Sunday	evenings	since	1966.	Cambridge,	MA:	Council	on	East	Asian	Studies,	Harvard	University.	[Crossref],	[Google	Scholar]Nobuhiro,	S.	He	goes	back	to	this	very	remark,	explaining	that	it	is
always	the	case	that	not	everybody	gets	the	story,	so	there	is	nothing	to	worry	about,	and	then	admitting	that	he	himself	had	trouble	understanding	the	details	when	he	was	listening	to	the	story	the	first	time	as	a	young	man.	Tokyo,	Japan:	Shūeisha.	[Google	Scholar]Hirose,	K.	5nin	n	rakugoka	ga	kataru	Za-Zenza	Shūgyō	[Five	rakugo	performers	talk
about	their	apprentice	years].	Rakugo	hyōron	wa	naze	yaku	ni	tatanai	no	ka	[Why	is	rakugo	criticism	of	no	use?].	(1998).	The	performer,	therefore,	uses	the	context	and	his	or	her	actions	to	evoke	the	interaction	with	the	fictional	object,	making	visible	the	performance	situation	instead	of	bringing	actual	chopsticks	or	money	onstage.The	hanashi
generally	ends	with	a	final	punchline	(ochi),	which	breaks	up	the	fictional	setting.	Rakugo	Geijutsu	Kyōkai	Shin-kaichō	Shunpūtei	ni	kiku	[Today’s	rakugo:	‘Looking	good,	but	it	will	get	tough’.	In	fact,	it	can	be	traced	to	the	formation	of	modern	rakugo	during	the	Meiji	period,	a	time	in	which	Ian	McArthur	sees	the	world	of	edo	rakugo	performers	as
‘split	into	two	camps’	(2013:	98).	A	second	guest,	impressed	by	this	money-saving	opportunity,	tries	the	same	trick	and	also	asks	the	shop	owner	the	time	after	having	counted	eight	mon	coins	one	by	one	into	his	open	hands.	An	alternative	pronunciation	of	ochi	is	raku,	the	source	of	the	art’s	name.	W.	Shōta	recalled	that	when	accompanying	his	master
to	his	performances,	Ryūshō’s	fans	harshly	criticised	him	for	taking	too	innovative	an	approach	–	presumably,	not	performing	rakugo	in	the	‘right	way’	of	his	older	master–	and	tried	to	advise	him	how	to	execute	rakugo.	Should	it	be	necessary	for	today’s	audiences	to	study	the	history	of	the	form	to	understand,	engage	in,	and	ultimately	enjoy	a	rakugo
performance?	On	a	CD	recording,	Shōta	describes	an	encounter	with	a	group	of	elderly	ladies	who	recognise	him	as	the	man	from	television	but	are	unable	to	remember	his	name.	He	writes,	If	you	are	someone	who	has	not	experienced	listening	to	rakugo	very	much,	and	there	is	somebody	who	tells	you	about	'analysing	rakugo’s	ochi’,	you	should
escape.	Davis	(Ed.),	Understanding	humor	in	Japan	(51–74).	Similar	series	of	kenkyūkai	performances	continued	throughout	the	twentieth	and	into	the	twenty-first	century,	with	the	Fifth	Society,	founded	in	1968,	presenting	regular	recitals	at	the	National	Theatre	in	Tokyo	and	under	the	sponsorship	of	the	Tokyo	Broadcasting	System	(TBS)	(Morioka
&	Sasaki,	1990:	264–266;	Brau	2008:	68).In	the	context	of	how	the	conflict	continued	into	the	second	half	of	the	twentieth	century,	it	is	interesting	to	consider	Brau’s	(2008)	emphasis	on	the	impact	of	technical	development	on	how	a	rakugo	performer	learns	a	new	story	through	oral	transmission.	The	move	away	from	a	focus	on	norms	and	rules
guiding	the	performer	in	his	or	her	treatment	of	a	set,	inalterable,	performance	text	has	been	observed	and	even	labelled	a	paradigm	change.	It	has	moved	away	from	a	rakugo	controlled	by	a	post-World	War	II	‘textbook’-like	mentality	that	rejects	everything	diverting	from	set	rules	as	no	longer	rakugo	(Shunpūtei,	2008:	22).This	does	not	mean	that
the	role	of	the	rakugo	masters	is	completely	irrelevant:	rakugo-ka	Yanagiya	Karoku	illustrates	how,	even	after	the	paradigm	shift,	the	question	of	whether	one	follows	a	master’s	example	or	uses	an	established	story	as	a	starting	point	for	creative	purposes	remains	pertinent	for	performers.	Most	performers	follow	this	pattern	–	indeed,	every
performance	I	have	seen	live	or	in	other	forms	of	media	during	my	years	of	research	on	rakugo	has	done	so.	When	the	shop	owner	provides	the	answer	‘nine’,	the	customer	continues	his	counting	with	‘ten’,	in	effect	cheating	the	owner	out	of	one	mon.	Busy	at	work	and	with	hobbies,	with	no	extra	room	for	a	woman].	There	are	three	grades	of
rakugoka,	with	zenza	the	lowest,	followed	by	futatsume	and	shin’uchi.	A	reverse	history	going	backwards	from	the	Hanjōtei].	Osaka,	Japan:	Shuppan	Bunkasha.	[Google	Scholar]Yanagiya,	K.	And	indeed,	Shōta’s	attitude	of	prioritising	the	audience’s	enjoyment	above	all	else,	and	his	heavy	reliance	on	self-presentation	to	achieve	this,	is	the	foundation
of	his	personal	‘Shōta-style’	rakugo	(Tōkyō	Kawaraban	+	Henshūbu,	2017:	151).	The	opposite	may	even	be	true:	one’s	repeated	enjoyment	of	a	piece	may	increase	the	pleasure	of	hearing	it	again.	In	doing	so,	Shōta	follows	a	general	trend	in	Japanese	popular	comedy	in	which	self-referentiality	becomes	more	and	more	important	(see	also	Weingärtner
2013).	Along	with	introducing	his	social	role	as	a	rakugo	performer	in	the	makura,	Shōta	spotlights	his	persona	in	this	coda	as	well,	potentially	influencing	the	reception	of	the	two	pieces	still	to	be	performed.Shōta	does	not	transition	to	the	next	piece	by	disappearing	and	reappearing	on	stage:	he	remains	onstage	and	leaves	only	after	performing	the
second	rakugo	story	of	the	evening.	Shōta’s	fans	know	that	Shōta	has	even	done	more:	he	has	become	one	of	the	most	celebrated	performers	of	his	art,	overcoming	criticism	for	not	performing	true	rakugo.	The	boke	is	now	acting	alone,	without	their	friend’s	help.	Galapagosization	as	the	reason	for	success].	Rakugo-ka	Shunpūtei	Shōta	[Agawa
Sawako’s	I	want	to	meet	this	person	(621).	Especially	amusing	or	quick-witted	answers	are	rewarded	with	a	new	seat	cushion,	while	those	of	low	quality	or	bad	taste	that	annoy	the	host	and	judge	are	punished	by	taking	away	a	cushion.	The	two-way	communication	between	performer	and	audience	is	most	tangible	before	the	start	of	the	actual
hanashi,	when	the	performer	addresses	the	audience	directly.The	hanashi	is	usually	preceded	by	the	makura,	in	which	the	performer	greets	and	delivers	a	monologue	to	the	audience.	Shōta	not	only	moved	away	from	the	set	texts	and	rules	for	a	performance,	following	one	of	Danshi’s	main	ideas,	but	also	stressed	that	rakugo	was	all	about	‘fun’	and,
ultimately,	about	business	as	he	relies	on	paying	customers.	Tokyo,	Japan:	Itoi	Shibasato	Jimusho.	[Google	Scholar]Shunpūtei,	S.	Everything	started	with	Shinchō’s	death].	For	Hirose,	the	break	with	tradition	is	first	and	foremost	a	‘re-discovery	[sai-hakken]’	of	rakugo	(Hirose,	2011:	71),	as	appreciating	each	performance	or	performer	lay	at	the	heart
of	rakugo	before	it	was	characterised	as	a	‘tradition’	or	koten	geinō	.	Nomura	dedicates	the	longest	chapter	in	his	study	of	the	rhetorics	of	rakugo,	almost	half	of	his	book,	to	analysing	the	function	and	structures	of	different	types	of	ochi	(Nomura,	1994:	131–281).Authors	in	the	twenty-first	century	criticise	this	focus	on	the	ochi.	Tokyo,	Japan:	NHK
Books.	[Google	Scholar]Ishibashi,	K.	His	description	of	cooking	leads	to	an	anecdote	about	receiving	noodles	as	a	gift,	which	then	proceeds	to	the	performance	of	the	story	Toki	Soba,	in	which	noodles	play	a	central	role.
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