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Chapter 2

The Role of Hisabetsumin in the Creation and Development of Japan’s Performing Arts

Rituals involving outsiders are dependent on the very alterity of the performers; they arise out of a need to periodically recreate and renew the cosmos by inviting the unknown into the realm of the known for the purposes of purification, revitalization, and protection.  Conversely, these rituals also depend on the ability to expel the outsider, so that a distinction between the known and unknown can be maintained.

Jane Marie Law

One of the more interesting cultural aspects of early hisabetsumin is their involvement in the creation and development of many of Japan’s performing arts.  This is a somewhat contentious topic because, although it is generally known that medieval and Tokugawa period actors were considered to be outcasts, the very idea that the actual outcasts could have been even partially responsible for the creation of any of Japan’s unique performance styles, such as noh theatre and kabuki, may seem abhorrent to modern masters and admirers of such arts, due to the lowly status of the outcasts and their connection with spiritual defilement.  The high esteem in which noh is currently held, and the despised position that early outcasts occupied are at such extreme polarities of the cultural scale that the suggestion of a connection between them may seem to be highly improbable.

What I therefore wish to examine in this chapter is the credibility of the claims that outcasts were responsible for the creation and development of many of Japan’s performing arts and the reasons, if the above is true, that they were.  This discussion should also help to create a wider picture of early hisabetsumin life and extend understanding of the relationships between outcast communities and mainstream society in the early periods.

In this chapter I will first briefly introduce the topic of early ritual performers, examining why they emerged and what types of performance they were involved in.  I will then take four of the major current and historical performing arts of Japan as case studies and discuss the social position of the performers who were involved in creating, producing and performing in each of the four performing arts as they were developed.  The four performing arts that I will be examining in this chapter are sarugaku, noh, kabuki, and bunraku.  Lastly, I will look at the decline of outcast involvement in performing arts that occurred towards the end of the Tokugawa period.

Early Ritual Performers

As discussed in the first chapter, Buddhist institutions by the Kamakura period were directing their efforts at evangelising the commoner population.  Also, due to the emergence of a monetary economy in the 13th century the temples began to strong efforts to find new sources of income.  Ritual performance therefore became a major focus for the temples since it was useful in drawing in large numbers of people due to its entertainment aspect, it helped convert people to Buddhism because of its emphasis on Buddhist ritual and purification, and it helped bring in money to the temples through donations and sponsorship that occurred because of the increase in visibility of the temples and the fear-mongering that many of the performances involved.

Many of the performers who were involved in this kind of performance were outcasts, the reason being that the connection between ritual performers and both the dangerous spiritual world and otherworldly forces, which were beyond the understanding of the mainstream population, required that they were separated from society:

Precisely because the performers were unknown to their audience and came from the potentially disordered world beyond the village boundaries, they were regarded as effective ritual practitioners.  Their otherness meant that they embodied the power of the unknown.  Their rituals made that power available.

Shinto shrines were also involved in staging performance in the forms of dance, music and drama
, and it is likely that the same kinds of ideas regarding the performers were just as present in Shinto as they were in Buddhism, mostly due to the incorporation of Buddhist ideas regarding purification into Shinto beliefs.

A similar situation can be seen in India where devadâsîs (female servants of a deity), who are regarded as being auspicious women and sing mangala nârî (auspicious songs), are also regarded as being polluting because of their status as courtesans
.  The polluting nature of their profession results in their separation from society which facilitates their success as ritual performers.

Many of the performers who were attached to temples and shrines in Japan lived in the sanjo districts.  It is suggested that these districts actually began as compounds for ritual performers and that these types of people dominated the sanjo areas during Japan’s medieval period
.  These were not the only types of people involved in ritual performance, however, as many of the transient hinin-type outcasts were itinerant performers as well.  During the Muromachi period, itinerant performers began to focus on ritual purification, performing these kinds of rituals in people’s homes and occasionally for entire villages as well
.  In 1420 and 1431 there are records of outcasts having performed even for the Emperor
.

There was also an outcast group called the shômonji.  They were ritual performers who were sometimes used in purification rites in the homes of commoners and nobility
.  Another such group was the waza-bito, which comprised of non-ecclesiastical sacred performers of arts such as divining, dancing and puppetry
.  The reason that ritual became so intertwined with performance is simply due to the fact that incorporating the two together drew more people to temples and shrines and generated more income for the performers and their patrons, as will be discussed further in this chapter.

Sarugaku

One of the first major performing arts that appeared in Japan was sarugaku (monkey music).  It originated from sangaku, which was brought over to Japan from China in the 7th century
.  During the 14th century, temples began to sponsor sarugaku performance, often staging it within defiled areas so that the perceived threat of the unknown spiritual forces involved was increased and thus more income could be generated for the temples by instilling fear in the people who attended the performance
.  The ritual aspect of these performances was designed to absorb the defilement of the community and this, together with the location of these performances within defiled or spiritually powerful areas, indicates the status of the performers as being outcasts.

Buddhists also used sarugaku as part of a larger series of entertainment, rituals and sermons around their own temples so that the entertainment aspect of sarugaku performance drew the commoners in and the rituals and sermons helped promote Buddhism to the masses
.

Despite participation in the rites and festivals of temples and shrines being seen as an honour that was sometimes “jealously guarded”
, the performers from the sanjo districts were not paid as much as non-outcast performers
 which shows that, despite their somewhat privileged position, they were still viewed as being lower-class citizens.

As time passed, however, patronage of sarugaku shifted from temples to the government
.  This shift created competition between the various sarugaku troupes and also resulted in the emergence of non-outcast performers who saw performance for the upper classes as a means of upward social mobility.  This competition accelerated the stylisation of sarugaku performance and it quickly became a “complete art form which was appreciated by the upper classes of Samurai and noblemen”
.

Thanks to the new patronage of the art form and the shift away from religious institutions, the outcasts who were involved in sarugaku performance found that their status was dramatically increased as a “direct effect of the new role played by outcasts who provided political authorities with additional cultural capital and new fictions of legitimation”
.  Political legitimisation through performance may seem to be unusual, but it was in fact a very useful tool for the government.  It also had a great impact on sarugaku as many of the plays themselves began to concentrate more on demonstrating the legitimacy of both the shogun’s position and that of the upper classes, and less on ritual purification and promotion of Buddhist doctrine.  Sarugaku performers found that if they catered the themes of their plays more to the nobility, then they could make a considerably larger amount of money and increase their own status.

This rise in status of the outcasts did cause some concern amongst the upper classes, as evidenced by the emergence of the term gekokujô (below conquers above) to define the phenomenon, but as LaFleur states, “while we have ample evidence to show that the elite of the Muromachi period used the phrase gekokujô with alarm, the very same notion of below-conquers-above would give pleasure and hope to people on lower strata anticipating or actually experiencing sudden good fortune and upward mobility”
.  Thus, many performers of sarugaku began to experience a shift away from their humble origins.

Noh

Noh was developed from sarugaku by a performer named Ze-ami (1363-1443) who separated out the ritual aspects of sarugaku from its performance aspects and created a sophisticated and highly distinctive form of theatre that is still popular in Japan today.  LaFleur notes that “men of humble origins” were “intimately” involved in the perfection of noh
.  The question here is as to whether or not these ‘humble’ people were actually outcasts.

One aspect of noh that does seem to suggest that there is a connection with the hisabetsumin is okina.  Okina is recognised as being the oldest noh play
 and was the only part of noh in which Ze-ami allowed ritual to remain
.  It consists of three stages.  The first stage is the invocation of a kami and the demonstration of the existence of the earth; the second stage is where the okina mask is worn and the kamigaku (divine performance) is performed, where the kami dances upon the stage; the last stage is where a black mask is worn and a kyôgen dance, suggesting actions of demon-quelling and farming activity
, is performed.

This performance strongly suggests that it would have either been originally performed by outcasts or derived from a ritual that was conducted by outcasts.  This is due to the mystical and dangerous nature of the invocation of a spirit and the implications of channelling that spirit in a ritualistic style performance.  The performance of such kami-related rituals were, as was mentioned in Chapter 1, mainly the responsibility of certain outcast groups.  Marra also states, with regard to the okina mask itself:

The presence of the okina mask among the performers of backstage sarugaku helps us to identify their social status.  We know, in fact, that since the mid-Kamakura period the same mask was worshiped as the guardian of outcasts (Hinin) and the protector of their shelters...the mask also stood as a representation of Monju..., a deity worshiped by lepers and other victims of exclusion who, either for their sickness, deformity, poverty, or their involvement in unconventional activities, were rejected as 'different' by a social structure that perceived itself to be healthy.

Another indicator of the connection between noh and outcasts is in one of the categories of noh plays, called madness plays.  Komparu states that “the apparent madness of exorcism and shamanistic religious rites were part of the original form of Sarugaku, and they remain, although transformed, in the form of possession by a god or derangement and give the name ‘madness’ pieces to this category of Noh”
.  The content of this category of plays consists of activities in which outcasts would have again been primarily involved.  These kinds of plays, Keene states, may have been intended to calm the troubled dead and were historically “performed in a building belonging to a shrine, and the actors, then as today, were participants in a rite”
.

This evidence suggests that many of the original performers of noh theatre were outcasts, and this is a reasonable assumption to make when considering that noh was developed mostly from sarugaku and that the majority of the original sarugaku performers were outcasts as well.  Ortolani states that there was, in fact, a direct connection between the early noh actors and the previous performers of sarugaku, and that “most professionals of…sarugaku…belonged to the outcasts of Japanese society”
, which confirms the above theory.

There are, however, arguments against the theory that many noh actors were of the same social status as the outcasts.  Rath, for instance, states:

Michele Marra has applied this concept to fourteenth and fifteenth century noh actors, arguing that their low social status and associations with marginality allowed them to function as professional scapegoats, ritually exorcising spiritual pollution first for religious institutions and later for warrior patrons.  But, other evidence suggests that this label is inappropriate for noh actors.  Marra assumes that noh performers and all other discriminated groups were persecuted according to similar patterns of thought which perpetuated notions of inequality and their association with impurity and its alleviation.  Yet, noh performers fared much better than other discriminated groups in the fifteenth century.

There are, however, problems with the assumptions of both Marra and Rath here.  Noh plays were given “aristocratic dignity” during the 14th century
 and the shogun himself began to take an interest in noh performance.  This caused the emergence of many professional troupes of noh actors who collectively began to play “a major role in the fabrication of images of power projecting the political center in all its majesty to peers and subjects alike” 
.  Due to the connections that noh began to establish with the shogun and the upper classes, many of the common lower class people saw acting as a means of improving their social standing and they actively developed performances that facilitated their goal of attaining higher status
.  This attracted people from all the lower classes into the acting profession so that there were noh performance troupes that consisted of outcasts, just as many of the sarugaku performing troupes were before them
, and noh performance troupes that consisted of lower-class non-outcast commoners as well.

The key question therefore becomes one of whether or not there was a distinction made between the above two types of groups.  It seems that upper class society opposed the shogun’s association with outcasts and so from 1413 until 1423, the shogun Yoshinori banned sarugaku performance in Kyoto
.  Then after 1431, professional troupes successfully lobbied the shogun to stop outcasts performing for the emperor
.  Noh then became more sophisticated as the professional troupes lost their rural qualities and the art became more stylised
.

It is apparent, therefore, that as time progressed, more and more non-outcast professional noh performers emerged.  The outcasts were forced out of noh performance due to the effects of the prejudice against them and the fact that the increased politicisation of noh and the move away from its association with Buddhism meant that they were no longer specifically required to perform it.  It is highly likely that there would have been some associative discrimination that affected the non-outcast noh actors as well.  This would have occurred in a similar way to past situations when outcasts developed monopolies on certain trades through associating themselves with them and thereby polluting the professions so that anybody who was involved was considered an outcast, as was discussed in Chapter 1.  This helps to explain why noh actors were considered to be of low status.  It is obvious, however, that outcast noh performers were treated more harshly due to their lowly place in society and so it is true to say that there would have been similar patterns of anti-outcast prejudice against them, as was the case with other outcast groups.

There is one grey area in the distinction between outcast and non-outcast actors, however, because many outcast actors actively sought to ‘pass’ out of their class and claim connections with upper classes so as to assume a higher social status.  Ortolani discusses the hôshibara, who were actors who pretended to be monks in order to escape high taxes and conscripted labour:

[The hôshibara began to] actively pursue the acquisition of rights and rank, to glorify their presumed ancestors and ‘discover’ family connections with illustrious priestly performers, to call their occupation a divine service, and to consider themselves Shinto priests and their art a form of kagura (which traditionally had been performed by Shinto clergy).  Gotô thinks that this long-range effort eventually won them acceptance by the populace, who previously would have objected to outcasts daring to assume the status of Shinto priests and yamabushi (mountain ascetics), or to assume in masked performances the features of the actual objects of worship, local gods and spirits.

It is therefore apparent that some actors who were originally outcasts managed to escape their social status and gain upper class favour and privileges.  One example of this is of Zeami who, as mentioned above, was the founder of noh.  There are numerous references to Zeami being regarded as a beggar, just as most actors were, but almost no references to his connection with the outcasts.  This is most probably due to his patronage by the shogun Ashikaga Yoshimitsu, whom he first performed for in 1374
.  As a result of his relationship with the shogun he gained a tremendous rise in status and, Rath argues, he actively tried to disassociate himself with the outcast performers
.  It has been identified, however, that his family belonged to an outcast group who specialised in funeral rites, explaining the frequent incorporation of spirits into his plays
.

During the 15th century, noh was used to legitimise the position of the shogun over the emperor
, and then in the Tokugawa period the rulers “recognised that the freeze they wished to place on the officially approved hierarchy of social strata in their realm would be reinforced by a form of drama [noh] that was informed of a world view of stratified levels, with mobility through the levels projected over vast expanses of time”
.  This, together with the heightened level of prejudice against the hisabetsumin and the fact that the lack of literary skill amongst the outcasts hindered the progression of their professional ability
, caused the downturn of outcast noh performance.  Groups such as the shômonji, who had been valued for their skill in noh performance
, disappeared and the residents of sanjo districts dispersed as the demand for their performances declined
.  The only outcasts who remained as performers were those who had managed, as Zeami had done, to disassociate themselves from their outcast background.

Kabuki

Kabuki is said to have begun in 1603 with a performance by a female “itinerant dancer” named Okuni in the dry riverbed of Kamo river in Kyoto
.  Okuni was almost certainly of the outcast class as she had an itinerant profession, she was attached to a shrine
 and so probably resided in a sanjo area, and she was performing in one of the riverbeds that are known to have been associated with outcast groups
.

Okuni’s performance was a mix of popular and nembutsu dance (a dance of Buddhist worship).  She and her troupe wore a variety of wild and outlandish costumes and performed skits, the themes and plots of which chiefly dealt with the pleasure quarters
.  Her performances were so popular that a large number of troupes, most of them consisting of prostitutes
, sprang up to imitate her performances and by 1610 kabuki had become extremely popular across the nation
.

Since prostitutes were considered to be outcasts and the majority of kabuki actors in the early 17th century were prostitutes, kabuki actors naturally came to be considered as outcasts by association, regardless of their respective social backgrounds
.  The authorities, however, tolerated kabuki to some extent because they saw it as “a necessary diversion for the urban populace and an attraction useful to draw commerce to cities under Tokugawa control”
.  In spite of this, kabuki did face an inordinate number of restrictions due to the fact that its popularity drew in both upper and lower classes, which was seen as breaking down the “rigid, legally-binding class structure” of the Tokugawa period
, and it dealt with topics that the authorities viewed as being taboo.

In this way kabuki differed from noh since kabuki mostly aimed at catering to the tastes of the lower classes and noh was aimed at and used by the upper class.  This also explains why kabuki faced so many restrictions while noh did not, despite the fact that the social standing and class background of the performers in both performing arts was essentially the same.  The problem that kabuki actors faced was that, because kabuki faced so many restrictions, there was a negative effect on the social standing of its performers.  Gunji states that “the renewed efforts of the bakufu to distance the upper classes from the theatre reinforced the old prejudices that held kabuki actors to be mere ‘riverbed vagrants’ and fostered contempt of their profession”
.  This meant that while noh performers found it relatively easy to escape their low class background and attain some of the privileges of upper class society through their patronage, kabuki actors found themselves constantly being pushed back down, in terms of social status, throughout most of the Tokugawa period.

It should be noted here that some of the better kabuki performers did attain a certain amount of ‘social mobility’ as they were sometimes invited to perform in the castles of some daimyo
, but the bakufu frowned on such associations and it was therefore not seen as a politically acceptable practice.

There is some disagreement over the actual reason for the restrictions that were placed on kabuki.  Gunji, for instance states that the restrictions were to curb the actors “presumptuous ambitions to rise in the world”
, while Shivley asserts that “although moral concerns inspired some of the restrictions on kabuki, officials were more intent on the maintenance of public decorum, quite audiences, and peaceable pleasure quarters”
.  The truth is that it was probably a mixture of both of these reasons.  The bakufu did not want the upper classes associating with lower classes as it threatened the social structure, and they wanted to calm the performances themselves since they often degenerated into brawls and fighting between audience members, who argued over their respective claims on certain prostitutes and other such matters.

Women were banned from performing in 1629, due to the prevalence of the use of kabuki as a forum for solicitation
, and then young boys were banned in 1652, since youth prostitution began to occur as well
.  After 1675, mainly due to the accelerated stylisation of kabuki because of the restrictions that were placed upon it, kabuki emerged as an art form
.  It still attracted people of all classes, but it ceased to be associated with prostitution and outcasts to the same extent that it had been in the first half of the 17th century.  Even so, the authorities continued to regard actors as “semioutcastes”
 and continued to restrict kabuki performance as it naturally, mainly due to the many restrictions that had been placed upon it, began to criticise the bakufu itself
.  Kabuki was, in many ways, the voice of the outcasts.

Bunraku

The origins of bunraku puppetry can be traced back to before the 7th century.  Puppets in early Japan were primarily used for religious purposes such as in representation of gods or their messengers who “descended to earth to rid it of blights or dangers”
.  During the Nara period, puppets were mainly being used to absorb pollution, which meant that outcast groups were the main people involved in performing these kinds of ceremonies due to the dangers inherent in the generation of spiritual pollution through the manipulation of sacred forces.  Law describes the concepts involved in this ritual use of puppets:

Inherent in the conception of sacred (and dangerous) beings undergirding this ritual tradition is the idea that the sacred can be made present in the human realm, and yet no mode of manifestation can fully convey its sacredness.  In some shamanistic contexts, a shaman may summon a sacred force to enter his or her body.  This activity creates a coincidence of opposites, since the shaman’s body becomes at once human and divine.  Here, the puppet can stand between the puppeteer and the sacred forces and serve as the receptacle for the summoned deity.  The puppet then is the physical object which enables (yosasu) the manifestation of the sacred force.  In these rituals, puppets are often referred to as the yorishiro (possession vessel), goshintai (deity body), or tamashiro (spirit vessel) of the deity - all of these terms referring to physical objects that become temporary abodes for the deity - the most important ritual use of puppets.

Law also confirms that ritual puppets were manipulated by outcasts due to the fact that the ritual performance required that the performers be outsiders in order to generate the sense of otherworldliness and power that was required in such a ritual
.

The development of the use of puppets in entertainment did not come about until around the Heian period when, according to Heian documents, there were groups of puppeteers called kugutsu-mawashi, a transient group of people who also made a living by hunting and “were considered outcastes”
.

References are also made to a group of people called kairaishi who pre-date the kugutsu-mawashi and are recorded as being non-Japanese puppeteers who came to Japan and performed during the 7th and 8th centuries.  They travelled and performed itinerantly and were, in many ways, very similar to the kugutsu-mawashi.  The kairaishi women, however, are said to have mainly been prostitutes
.  It is difficult to say whether or not the kugutsu-mawashi were also involved in prostitution, but if they made their main living from hunting then it is likely that they had less need to produce income from prostitution than the kairaishi, although many of the early performing arts involved prostitution to some degree.  Ortolani states that, “the connection of puppetry with outcaste status and prostitution is also confirmed by the fact that many of the recent discoveries of older puppets occurred in villages known to be the old sanjo”
.

These kinds of outcast puppeteering groups caused the emergence of an entertainment aspect to puppeteering and then, during the middle ages, a form of musical storytelling was assimilated into puppeteering in order to produce a more entertaining and popular form of performance
.  The main performers who were performing the storytelling art that became known as joruri at the end of the Heian period (the beginning of the medieval period) were blind itinerant monks
.  These people would almost certainly have been considered outcasts due to both their physical disability and their itinerancy.

It was not until the beginning of the Tokugawa period, however, that ningyô joruri (puppet storytelling) was developed through the mergence of the traditions of puppetry, storytelling and samisen music
.  In a similar way to kabuki, ningyô joruri catered to the townspeople, mostly the merchant class, and became a popular form of entertainment rather than a high-class one in the way that noh became
.  It was still popular amongst the upper classes, however, just as kabuki was, as is evidenced by the 15 performances that were made for the emperor in the two decades leading up to the beginning of the Tokugawa period
.

While this early form of puppet theatre was popular, it was the ningyô joruri tradition from the island of Awaji, off the coast of Osaka, that caused this form of theatre to develop into the performing art called bunraku
.  Awaji is regarded as having been the centre for puppetry during the 16th century, and its performers had a similar history to those who performed on the mainland as ritual puppeteers who “maintained rigid ritual purity codes and kept dangerous spiritual forces properly channelled and appeased”
.  Thus, the performers were almost certainly itinerant in nature and also of outcast social status as they would have, again, been the only people who were ‘qualified’ to deal with the forces involved in the above kinds of ritual.  Law states that “an essential element of puppeteers’ ritual function was their status as outsiders to communities where they performed”
.

The actual date that puppetry is recognised as having become bunraku is 1789, when a man named Bunraku-ken Uemura moved to Osaka from Awaji and set up a joruri school.  He also gathered and trained a troupe of people to be puppeteers who then began to perform at shrines
.  The popularity of bunraku expanded to the extent that kabuki performers started to borrow techniques from it to improve their own performances
.

It is difficult to say whether or not the bunraku troupes that emerged from this time onward were outcasts or not.  Certainly, being performers, they were considered to be of lower status, as Arnott states, “the puppet theatre was originally a popular, and therefore despised, entertainment”
.  It had, however, most likely lost the majority of its ritual aspects and so there was not the same necessity for outcasts to perform as there had been in the past.  Furthermore, the competition that developed in the 18th century between rival puppet theatres accelerated the stylisation of the art
, and therefore the move towards the emergence of professional troupes who most likely tried to distance themselves from the outcast performers of the past, as had happened in noh.

The Decline of Outcast Involvement in the Performing Arts

References to performance by outcast groups before and at the very beginning of the Tokugawa period are reasonably easy to find (see Plate 1).  Law states that “performances presented by itinerant performers were one of the main forms of entertainment in Muromachi Japan”
.  Marra states that the performers of the shûshôe festival were probably outcasts
.  Rath states that senzumanzai was performed by outcasts
.  LaFleur states that kyôgen “originated in a period when some of the most creative developments in Japanese culture were occurring on the more popular level of society and were being conceived and produced by persons of humble origins”
.

As the Tokugawa period progressed, however, there was an obvious steady decline in outcast performance.  When considering the situations surrounding noh, sarugaku, kabuki and bunraku, it becomes apparent that the decrease in identifiable outcasts involved in the performing arts is due to two main reasons.
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Plate 1: A screen depicting outcast performers during the Tokugawa period.

The first reason is that the rapid development of these kinds of performing arts during the Tokugawa period, thanks to increased competition and regulation, accelerated the move towards the emergence of professional performance troupes and away from the traditional ritual performance connections of the past.  This shift away from ritual meant that outcasts were no longer specifically required to be involved in the performance, as they had been in the past.  In many cases, non-outcast professional performance troupes therefore simply won over from the outcast performance troupes due to their more acceptable social status and other more minor matters such as their ability to record their performances in writing, which, as stated earlier in this chapter, was a requirement for a troupe to successfully become professional.

The second reason was that the decrease in acceptability of the outcasts during the Tokugawa period coupled with the increase in number of professional performance troupes meant that, in order to gain political favour, many of the outcast performers had to disassociate themselves from their outcast backgrounds in order to move up the social scale.  The strength of the efforts made by outcast performers to do this demonstrates the importance that disassociation from outcast background held at the time, and also suggests that outcast performers were eventually far less likely to succeed in performance than mainstream performers were.

Entry into performance as a means of upward social mobility was obviously a major attractant to the performing arts, as is evidenced by the efforts of the upper classes to restrict such aspirations, but, due to the enforcement of the class system, outcasts became less and less acceptable in the eyes of the populace during the Tokugawa period.  Outcasts would have found it very difficult to enter into the performing arts and see a rise in social status in the face of such extreme public and political disapproval.

Conclusions

From the discussion in this chapter, it can be seen that there is an overwhelming amount of evidence to show that outcasts were largely responsible for the creation and development of the four performing arts that have been examined.  The reason that outcasts were originally involved seems to have been due to the strong connections between early religious ritual and outcasts, that was discussed in the first chapter, and the advent of ritual performance that emerged during the 13th century as Buddhist institutions began to sponsor performance in order to draw people into the temples.

The advent of the Tokugawa period, however, caused the separation of the ritual from the entertainment aspects of performance as the upper classes began to take an interest in performing arts as a means of legitimisation, as was the case with noh, and the common classes started to attend performance purely for entertainment reasons, as was the case with kabuki.  This, in turn, both symbolised and foreshadowed the eventual separation of outcasts from the arts that they had been integral in creating, as the art forms became stylised and the separation of the ritual element meant that both outcasts were no longer specifically required to be the performers and commoners were no longer excluded.

The mark of the outcasts, however, is still evident in many of the performing arts.  In sarugaku, for example, we can see “the long history of a suppressed people”
.  It is also evident in the themes of the plays in kyôgen that it was “written by and for people who had gone from lower position in society to a higher one, [and] celebrated the wit and cunning with which they had made such an advance”
.  Due to the fact that the development of these performing arts was for similar social reasons, and there were parallels of involvement of the outcasts in the creation of and involvement in sarugaku, noh, kabuki, and bunraku, it is quite likely that a great many of Japan’s other performing arts, that were developed around the same time as the four that have been discussed in this chapter, may have also seen high levels of outcast involvement.

Furthermore, while outcasts, by the end of the Tokugawa period, were largely separated from performance, it can still be seen that they played an important, if not the most important, part in the creation and development of some of Japan’s major current and historical performing arts.
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