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English Summary

“Overcoming Modernity” has become an untouchable term among the
Japanese intellectuals in post-war Japan due to which reminds the Japanese
of the dominant fascism during the war period. The paper “Overcoming
Modernity” published by Takeuchi Yoshimi in 1959 defined the meaning of
“Overcoming Modernity”: “Overcoming Modernity” is condensation of
challenging issues in Japanese modern history: restoration versus renewing,
supporting the emperor versus resisting toward the foreigners, national
isolation versus opening Japan to the West, the nationalism versus the
modernization. As the idea of the East is the counterpart of the West became
generalized, Japanese were forced to give the explanation to the relationship
between the East and West in the stage of the total war, At the same time, the
discourse of “Overcoming Modernity” became problematic. The timing of
raising the issue is precise as well as attracting the attention of many
intellects.”

The purpose of this project is to examine how “Overcoming Modernity”
functions in the Pacific War period and what kind of role it plays in colonies
while mobilizing the colonized. In addition, to better our understanding on
how this ideology included the peripheral (local) literary circles into the
Greater East Asia Co-Prosperity Sphere to create the “prosperity” of Asian
literary circle and how it develop the variety in literary works is the other
purpose of this project. To shed light on the questions of the relationships of
the West versus Japan and the imperial core to the imperial periphery needs
to reexamine the contemporary background and historical context in

Japanese empire, the colonies Taiwan and Korea and positioning the
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meaning of “Overcoming Modernity.”

Keywords:

Overcoming Modernity, the Pacific War, the war literature, the Greater East

Asia Co-Prosperity Sphere, the colonies Taiwan and Korea.
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Shakespearean Theatres and Colonial Taiwan

National Chengchi University (Taiwan)
The Graduate Institute of Taiwanese Literature

Peichen Wu

After the Sino-Japanese war from 1894 t01895, Taiwan became part of
Japanese territory in 1895. The first adaptation of Shakespearean theatres
which was based on Japanese new colony Taiwan is Emi Shuin’s “Osero”
(Othello) written in 1903. In this adaptation, we can see Japan’s
consciousness on the strategic position of Taiwan. In this play, the island of
Cyprus was turned into Penghu, an island of Taiwan, Pescadores archipelago,
and the general Othello, into Muro Washiro. Muro Washiro, a new commoner
(a newly liberated member of what had been the outcast class under the
Tokugawa Shogunate’s feudal rule) was appointed by the Meiji government as
the governor-general of Japan’s new colony of Taiwan. Moreover, this theatre
also became the representative of a restored drama (shingeki), which adopted
the performances of western style that was different from the performing style
of Japanese traditional theatre, such as Kabuki. For Japanese audiences,
this adaptation successfully demonstrated the authority of Japanese empire
through the literary canon, Shakespearean theatres.

However, even though the Japanese Othello, Osero, set the stage on
Taiwan right after which was taken over by Japan in 1895, how this drama was
imported into Taiwan and how Taiwan’s audiences gave the responses to this
theatre have not been discussed in previous studies. This paper will examine

the performing records on this adaptation of Othello at Taiwan and shed light
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on the relationship between the movements of theatrical restoration in Japan
and this adaptation. In this paper, all the performing records are based on the
theatrical columns of Taiwan News Daily for which gave most details of the

performances of the theaters in Taipei under Japan’s colonization.

2.

Along the movement of the theatrical restoration (engeki kairyoundo) in
thel880s, the western theatrical styles were adopted by Japanese theatre
especially from Shakespearean theatre. Emi Shuin’s Osero (Othello) is
definitely the representative and the fruit of this movement of theatrical
restoration.

When this adaptation was initially performed on 11th February 1903 at
the Meijiza Theater in Japan, the official newspaper of Taiwan’s colonial
regime, Taiwan Daily News (Taiwan Nlchinichi Shinpo), reported this news as
well stressed that this drama “adapted Taiwan into the stage (Budai wo Taiwan
ni honanshita).” Besides, it also reported that how this play was popular in
domestic (Naichi) on February 20™ the same year. The reason why Taiwan's
newspaper paid attention on this adaptation of Shakespearean drama is
because the stage of this adaptation was transformed into Taiwan when it
became Japanese colony soon after the Sino-Japanese war. Afterward, right
before this adaptation was planed to perform at Taiwan on January 29" in
1905 at Sakaeza, Taipei, Taiwan Daily News (Nichinichi Shinpo) emphasizes
that ‘it will undoubtedly become popular due to this play is first performed at
Taiwan where this adaptation sets the stage in.” Based on the comments of

the theatrical column in Taiwan Daily News, we can see this play was highly
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expected by Taiwanese theatre.

However, because the rainy days continued and the theatrical
appurtenances were insufficient, the first performance of this play was
postponed to 6™ February the same year. Excepted the announcement for
the postpone, Taiwan Daily News also published the list of casting and the
constitutes of this performance with eleven scenes, a completed version as it
was first performed at the theater Meijiza in 1903.

Soon after the end of this performance, Menoji, who might be a journalist
of Taiwan Daily News, published a theatrical criticism in Taiwan Daily News on
February 10" the same year. In this criticism, this performance was taken as
‘the best play that Taiwan has ever had since Shoshi shibai appeared at
Taiwan.” Moreover, this journalist also praised Murada Masao’s Muro
Washiro as ‘no one can be better than him,” ‘some people say that he is even
more excellent than Kawakami Otojiro, but what a shame that | cannot do the
comparison because | did not see Kawakami's Washiro.” Kawakami Otojiro is
the first one performed the protagonist of Osero, Muro Washiro. As for
Destemona, Tomone, who was performed by Fukui Mohee.

Fukui Mohee was related to Kawakami Otojiro since both of them were
involved in the Soshi shibai, a performance in the Freedom and People’s
Rights movement for their political assertions and purpose which are freedom
and human rights to people, in the 1890s. They were too well noted as the
revolutionists of the new drama (shingeki). Fukui went back and forth between
his own company and Kawakami Otojiro’s traveling company from 1890s to
1910s due to the complicated situation in the period of Japan’s theatrical
restoration.

However, on contrast to Fukui Mohee and Murada Masao, Kawakami
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Otojiro, who visited Taiwan and Penghu Archipelago to observe the sceneries
of new colony for his new production, the adaption of Othello, in 1902, never
performed this adaptation at Taiwan even while later he came back and
brought his own company to Taiwan with over seventy people including the
actors, actresses such as, Sada Yako, the stage director the Imperial Theatre
(Teikokuza), Nomura, and the staffs from the same theater for the initial
memorial performance of the renewal theater Asahiza at Taipei in April 1910.

Then the question coming up here is why Fukui Mohee and Murada
Masao performed the adaptation of Othello at Taiwan in February 1905?
Actually the first performance of Osero at Taiwan was related to another
movement of theatrical restoration which was raised by both of Fukui and
Murada in Japan.

After the first movement of the theatrical restoration at Tokyo in 1886, the
second movement of the theatrical restoration rose up at Kyoto areas in the
1902. The people related to the theatre in Kyoto areas were involved to this
movement including the professors of Imperial Kyoto University, such as
Takayasu Gekko who was also well known for introducing Ibsen to Japan, and
Shima Kasui. Takayasu recalled that how Fukui decided to began with the
movement by himself after Kawakami rejected to cooperate with him in the
article “Fukui Mohee and the association of theatrical restoration in Kyoto
(Fukui Mohee to Kyoto Engei Kairyoukai) in 1930. When Kawakami Otojird
just arrived at the Kobe port from a tour in Europe in August 1902, Fukui talked
to Kawakami for the second movement. However, Kawakami already had a
plan at this time, for this reason, Fukui decided to start this movement without
Kawakami. We have to pay attention here is that the first performance by

Fukui’'s association of theatrical restoration and the plays in this performance.
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Gesho, and Shakespeare’s Cymbeline and King Lear which also was an
adaptation as well as the play’s first performance in Japan all performed by
Murada Masao and Fukui Mobee. All these Shakespearean adaptations
received the positive responses from audiences who are most students and
intellectuals. Their successes were not only because all these adaptations
were rewritten by Takayasu and Shima Kasui who are the professors of
English literature but their drastic change on the acting styles.

In  Fukui’'s movement, what most different from the previous
performances was to avoid the realistic acting and to stress the artist
expression. Moreover, in this movement, they also asserted that the actors
not only have to follow the originality of the script but also have to practice the
stage with the explanations from the playwrights on the characters of the
figures they performed.

We can see the western performances through the authority of
Shakespeare theatre gradually became a standard in Japan’s theatrical
restoration. It will better our understanding If we compare with the cases
between Kawakami Otojiro and Fukui Mobee.

Even though Emi’s Othello adaptation in 1903 became the representative
in the restored plays (shingeki), the contemporary theatre critics did not
respond to Otojiro’'s Osero positively due to lack of appreciation of the original
plays, however, it seems that Kawakami Otojird had tended to Japanize his
adaptation by performing in a Japanese style rather than in a western style.
Compared with the responses that Kawakami's adaptation, Othello, received
after initial performance, we can see the Fukui’s theatrical restoration exactly
covered the shortness of Kawakami’s expression in this adaptation Othello.

Even though Fukui's activities of this theatrical restoration ended in
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June 1903 due to the financial difficulties, the reputation of Fukui and Murada’s
adaptations of Shakespearean plays, such as Othello at Taiwan again
demonstrated the improvement of Japan’s new dram (shin engeki) in Fukui
and Murada’s theatrical restoration. It cannot be difficult to image that why
Kawakami didnot perform Osero after Fukui and Murada’s performances at
Taiwan.

If we compared with the Osero performances at Taiwan after Murata and
Fukui’'s, we can see how westernized performances had already become the
standard of adaptations.

For example, Goto Ryousuke’s traveling company performed Osero again
in September 1906 at the theater Sakaeza ,Taipei. According to Taiwan Daily
News on September 15" in 1906, the theatrical critics and the theatre lovers
couldnot wait to see Goto’s Osero 'because Murada Msao’s Osero received
the extremely positive responses and this play will become Goto company’s
trial.” Right after Goto’s performance, the critic Myodaio criticized Goto’s Osero
in the theatrical criticism “Sakaeza’s Osero.” Myodaio pointed out that ‘Emi’s
adaptation of Othello was a successful literary dram but a failed drama on the
stage.” At same time ‘it's a successful drama as entertainment but a failure as
drama on the stage.” From the comments, we can see the critic clearly clarify
the difference between the adaption of the western theatre and the traditional
Japanese theatre. This critic also pointed out that Goto emphasized Taiwan
as the stage of this play, however, it will go to the opposite direction to let the
audiences lose the sympathy to the protagonist’” Even though the
performance of Fukui and Murada’s Osero already pasted for one year,
Murada’s performance was still impressive to this critic. ‘the success of

Mrada’s Osero is due to the trusty of Mrada’s acting from Taiwan’s audiences.’
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He also mentioned that ‘the number of the plays that Taiwan’s audiences saw
is more than the audiences in the domestic (Naichi), the response of Taiwan’s
audience will influence the reputation of the theatre company.’ In the end of this
criticism, he recommend that the Goto company should learn that nowadays is
the time of study (Kenkyu jidai) and should practice what they learned at the
real stage—Taiwan.

Afterwards, Goto’s company came back to Taiwan in September 1912
and showed two Shakespearean plays, Osero and Hamlet. Again, Goto
received the negative response from Taiwan’s critic. ‘Goto made Muro Washiro
look like thief,” ‘Hamlet looked like a crazy man.” ‘The unnatural gestures and
Kabuki style lines that Goto repeated cannot make a modern drama.’ ‘the most
important thing for the actors is that they should express the characters of the
figures in the script without mistakes.’

From the performing recordings discussed in above, we can understand
that the first performance of Osero at Taiwan became the representative of this
adaptation in Taiwan’s performances. The success of Fukui and Murada’s
Osero at Taiwan shows not only that Shakespearean theatre became the
guarantee of the authority of Japanese theatrical restoration but how Taiwan
was adopted as part of guarantee for the ambition with expansion of Japanese
empire.

The position of Shakespearean theatre not only endorsed but also
invented the new values which the Japanese colonizers intended to build up.
To examine through the performing recordings of Shakespearean theatre in
Taiwan along the movements of Japan theatrical restoration, we can see not
only how the canon values of Shakespeare theatre were adopted by Japan in

their movements of the theatrical restoration and became the endorsement of
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a modern nation, but Japanese colonial ruling policy reproduced their imperial

artist genealogy in their first colony Taiwan.
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