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Abstract: This paper investigates the reimagining of Miyazawa Kenji's The Nighthawk Star (1921) 
through the J-POP song Dawn and Fireflies by n-buna. It suggests that this intertextual dialogue 
reanimates cultural memory for a contemporary audience. Framed by Julia Kristeva’s theory of 
intertextuality and Linda Hutcheon’s adaptation studies, the analysis traces how key motifs, such 
as alienation, rejection, and the search for identity, echo across media and generations. The study 
first situates Miyazawa Kenji’s moral vision within modern Japanese literature. It then contextual-
izes n-buna’s work within the Vocaloid culture of anonymous self-expression. Through a compara-
tive semiotic analysis of both texts, this paper reveals how Kenji's themes are reconfigured through 
lyrics and metaphor to foster a collective sense of solace. In doing so, it offers new generations a 
poetic space to navigate existential uncertainties.
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1. Introduction
Through musical reinterpretation, this study examines how modern Japanese literature has influenced 

contemporary artistic sensibilities, as illustrated by the intertextual dialogue between n-buna’s song Dawn 

and Fireflies (Yoake to Hotaru) and Miyazawa Kenji’s short story The Nighthawk Star (Yodaka no Hoshi). 

It proceeds from the premise that themes of isolation, rejection, and the longing for belonging transcend 

generations. These themes continually resurface in new forms as they are reinterpreted and revitalized 

across different media. Thus, by exploring how a 1920s written narrative can transform into a 21st-century 

musical composition, this study investigates the ways in which cultural memory reconstitutes itself as an 

emotional space for individuals in search of identity.

The first section of this paper contextualizes Miyazawa Kenji’s significance in shaping a collective 

Japanese imaginary that blends spirituality, impermanence, and compassion. It then traces the origins and 

characteristics of Vocaloid software, with particular attention to n-buna’s artistic trajectory as a composer 

who began his career in this digital medium before founding the duo Yorushika.

The theoretical framework adopted here is grounded in Julia Kristeva’s theories of intertextuality 

and Linda Hutcheon’s adaptation studies. It is applied to close comparative reading, through which we 

seek not literal fidelity but rather the persistence of symbolic motifs, emotional recycling, and aesthetic 

reinterpretation of core narrative elements from Kenji’s original work.

While the Vocaloid phenomenon has been studied in terms of technology, fandom, and digital 

music culture, its intertextual engagement with modern Japanese literature remains widely unexplored 

in Western languages. This article therefore aims to showcase how Vocaloid can be interpreted as a site of 

literary afterlife, with n-buna’s Dawn and Fireflies offering a paradigmatic case study.

Guiding this investigation is the following question: How does Dawn and Fireflies adapt and transform 

The Nighthawk Star, and how does this musical transposition relate the existential dilemmas of the source 

text to a contemporary audience? The study argues that n-buna’s music does not merely pay homage. 

Instead, it provides an emotional and symbolic refuge for today’s youth.

2. Miyazawa Kenji and his afterlife in the popular imagery
Miyazawa Kenji (1896–1933), within the modern Japanese literature canon, is perceived through rather 

singular lenses: he was both an obscure figure during his lifetime and a celebrated beacon of light in 

hindsight. Although only a few of his works were published before his untimely death, he has since 

emerged as a writer whose literary and moral vision resonates across generations.1

1 Mizuno Shintarō, “Miyazawa Kenji o tane to suru shōgai gakushū to machizukuri [Lifelong Learning and Town Planning with 
Miyazawa Kenji as the Seed],” Hokusho University Annual Report of Northern Region Academic Information Center 4 (2012): 129–
136.
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Although his work is often labeled as children’s literature, it is this blend of childlike wonder paired with 

poignant truthfulness that has solidified Kenji’s status in Japan’s shared cultural consciousness. This growing 

recognition is reflected in the increasing amount of scholarly output centered around his works, particularly 

since the centennial of his birth in 1996. This period marked a significant shift in interest. His narratives, 

poetry, and essays have since been integrated into educational programs, public celebrations, and memorial 

institutions.2

Yet Kenji’s identity as a writer is inseparable from his roots in rural Tōhoku, the northeast region in 

which he was born and to which he remained committed throughout his life. Born in Hanamaki, Iwate 

Prefecture, he entered a world shaped by repeated natural disasters and agricultural hardship.3 Within weeks 

of his birth, two devastating earthquakes struck the area, inaugurating a lifetime shaped by environmental 

vulnerability. His youth coincided with periods of famine and social unrest, which left lasting scars on 

farming communities. He studied agronomy at Morioka Higher School for Agriculture and Forestry, Japan’s 

first state-run higher education institution of its kind, and returned home to apply his knowledge in service 

of struggling farmers.4 His prioritization of collective well-being is a recurring theme in his work, where 

selflessness and unity serve as guiding principles.

Although Kenji was educated in agriculture, his intellectual pursuits were impressively diverse. He 

delved into the natural sciences, with a particular focus on geology and astronomy, and maintained a 

lifelong passion for literature, music, and languages, including Esperanto and German.5 His literary style 

reflects this eclecticism: abundant in metaphor, it often incorporates regional dialects and employs unique 

onomatopoeia to depict everything from the twinkle of stars to the calls of birds.6 This vivid sensory 

description, combined with the creative introduction of scientific information to a mass population in a 

more accessible way, resulted in literature that is both playful and profound, thus providing readers with 

both aesthetic enjoyment and emotional comfort.

This study explores The Nighthawk Star,7 a lesser-known yet thematically significant work of Kenji’s 

that addresses themes of exclusion, the search for a place of belonging, and the pain of self-doubt—motifs 

vividly echoed in n-buna’s lyrics, transforming Kenji’s century-old inquiries into a contemporary anthem of 

collective comfort. In order to fully comprehend the depth of these themes and their significance for Kenji 

himself, however, it is first necessary to consider the influence of Nichiren Buddhism on his writings.

2 Taishi Neilsen, “Between Fire and Water: Miyazawa Kenji’s Reimagining of Opposites in ‘Ginga Tetsudō No Yoru’” (2025), https://doi.
org/10.15760/honors.1612.
3 Ibid, 2025.
4 Chinatsu Maki, “Bundan o Yokome de Niram: Miyazawa Kenji no Nōmin Geijutsu-ron to Nōmin Bungaku Ronsō”, Nagano Kōgyō Kōtō 
Senmon Gakkō Kiyō 54 (2020): p.3.
5 Škof, “Miyazawa Kenji: Interpretation of His Literature in Present Japan.” Asian Studies 1, no. 2 (November 29, 2013).
6 Ibid, 2013.
7 Miyazawa, Kenji. “Yodaka no hoshi [The Nighthawk Star]”. 1921. Aozora Bunko. Accessed October 17, 2024. https://www.aozora.
gr.jp/cards/000081/files/192_15376.html.
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3. Nichiren Buddhism and the compassion of Miyazawa Kenji’s writings
Miyazawa Kenji’s encounter with Nichiren Buddhism began in his youth, when he was introduced to 

Tanaka Chigaku’s Kokuchūkai (Pillar of the Nation Society). In 1920, he formally entered its fold, receiving 

a Gohonzon mandala that he would copy into his notebooks as though inscribing the Dharma into his life.8 

This devotion was never a matter of ornamentation or youthful enthusiasm. For Kenji, faith demanded 

practice. He sought to persuade his family, friends, and colleagues to embrace the Lotus Sutra. When these 

efforts were often met with rejection, he came to embody the solitude that Nichiren had once known.9 In 

Kenji’s letters and writings, faith appears not as consolation but as a path through contradiction, where 

loneliness becomes the price of truth.

Compassion anchored such solitude, as Pulvers highlights, for Kenji practiced his Buddhist principles 

among the Iwate farmers, rooting his beliefs in everyday acts of kindness.10 His most celebrated poem, 

Strong in the Rain, presents a figure mocked as a “Blockhead,” yet wholly dedicated to the sick, the poor, 

and the grieving. Echoes of this essence can also be found in The Nighthawk Star. The nighthawk, ridiculed 

by other birds, endures humiliation without bitterness. It carries suffering quietly, answers contempt with 

persistence, and transforms rejection into a different kind of dignity: quiet endurance without recognition. 

This same quality pervades n-buna’s lyrical world, where motifs such as fireflies and faint, cold lights recast 

suffering as worthy of compassion and portray the wounded as the one emitting its own fragile glow.

Another example of how intrinsically intertwined Nichiren doctrine is in Kenji’s creations can be found 

in Kenju Park Woods, a forest planted despite ridicule, which became a parable of eshō funi—the non-

duality of life and the environment.11 The same concept can be noted in The Nighthawk Star, particularly 

as the nighthawk acknowledges that the violence he experiences is mirrored in his act of killing insects. 

This realization underscores the interconnectedness of all life: inflicting harm on others is akin to harming 

oneself. As such, this understanding becomes an act of profound compassion, affirming the worth of life, 

even in its smallest forms. N-buna adapts this sensibility in his lyrics by framing vulnerability as part of a 

broader cycle of loss and renewal, acknowledging wounds without resentment.

The story’s closing movement draws on yet another dimension of Nichiren thought. Pulvers notes 

that for Kenji, past, present, and future are fused into a single continuum,12 an echo of ichinen sanzen, 

the presence of all realms within each moment. The nighthawk’s ascent into the night sky enacts this 

simultaneity: rejection, suffering, and death do not conclude his story but are transfigured into a star that 

8 Jon P. Holt, “Ticket to Salvation: Nichiren Buddhism in Miyazawa Kenji’s Ginga tetsudō no yoru,” Japanese Journal of Religious Studies 
41, no. 2 (2014): 314–15. http://nirc.nanzan-u.ac.jp/en/publications/jjrs/listofjournals/.
9 Yoshimoto Takaaki, Miyazawa Kenji (Tokyo: Chikuma Shobō, 1996).
10 Pulvers, Roger. 2008. “Homage to the Life and Poetry of Miyazawa Kenji”. The Asia-Pacific Journal: Japan Focus 6, no. 9. https://doi.
org/10.1017/S1557466008007456.
11 Ibid, 2008.
12 Ibid, 2008.
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burns faintly. His self-erasure becomes not disappearance but transformation, a poetic rendering of the 

Lotus Sutra’s promise that every being, however despised, can realize Buddhahood within the Saha world.13

In this light, The Nighthawk Star is not only a tale of alienation. The nighthawk’s lonely flight echoes 

Kenji’s religious journey and beliefs, highlighting his solitude. However, its conclusion turns solitude 

outward, offering solace to others who search for a place of belonging under the vast night sky. It is precisely 

this transformation that finds an afterlife in n-buna’s music. By reimagining Kenji’s writings through 

music, n-buna translates the comfort found in a childhood favorite into a supporting resource for listeners 

navigating alienation amid the pressures of contemporary life.

Before we can examine how this literary inheritance is reworked musically, however, we must first 

consider the medium through which n-buna initially expressed his creativity: Vocaloid software. More than 

a technological tool for music production, Vocaloid has fostered a cultural space where literature and music 

intersect in digital form, providing fertile ground for the kind of intermedial experimentation that defines 

n-buna’s work.

4. The vocaloid phenomena and the intertextuality it foments
Despite spanning genres, styles, and record labels, a closer look at the repertoires dominating Japan’s 

most prestigious music charts—namely Oricon14 and the Billboard Japan Hot 10015—reveals a striking 

commonality among many independent artists: their creative roots in the Vocaloid phenomenon and, more 

significantly, the deep influence of modern Japanese literature on their lyrics.

Over the years, the Japanese literary canon has been reimagined, echoed, and reinvented through a 

myriad of songs and musical genres. Kenji’s influence alone can be found in former Vocaloid producer 

Yonezu Kenshi’s album STRAY SHEEP (2020),16 which includes the song titled “Campanella”, a lyrical echo 

of Zanelli’s—the classmate whose bullying indirectly leads to Campanella’s death—remorse in “Night on the 

Galactic Railroad”. 

Earlier in his career, another Vocaloid producer, sasakure.UK, referenced the same novel by composing 

“For Campanella” (2010).17 Sung by the Vocaloid idol GUMI, it adopts Giovanni’s perspective and dedicates 

the song “for” his lost companion. Even the band Wednesday Campanella embeds the character’s name into 

its identity. N-buna himself, formerly one of the most popular producers in Niconico,18 a Japanese video-

sharing platform, has also encompassed many of Kenji’s works in his songs, from the previously noted Night 

13 Takachio Chiyō, “Kenji to kokuchūkai,” in Miyazawa Kenji kenkyū, ed. Amazawa Taijirō (Tokyo: Chikuma Shobō, 1992.
14 Ronald, “Arashi, Yorushika, Jaejoong, Yonezu Kenshi, and YOASOBI Top the Oricon Charts for the Week of 7/27 – 8/2,” ARAMA! JAPAN, 
n.d., accessed August 30, 2025, https://aramajapan.com/news/chart/arashi-yorushika-jaejoong-yonezu-kenshi-and-yoasobi-top-
the-oricon-charts-for-the-week-of-7-27-8-2/108321/.
15 Billboard,“YOASOBI ‘Idol’ Returns to No. 1 on Japan Hot 100,” Billboard, accessed September 30, 2025, https://www.billboard.com/
music/chart-beat/yoasobi-idol-returns-number-one-japan-hot-100-1235583336/.
16 Yonezu Kenshi, “STRAY SHEEP” (Tokyo: Sony Music Labels Inc., 2020), CD.
17 sasakure.UK, “For Campanella,” featuring GUMI, Do Vocaloids Dream of Doomsday Bird?, March 3, 2010.
18 OKMusic編集部. “n-buna: '夏の終わりの一日'として時間経過を意識.” OKMusic. July 20, 2015. https://okmusic.jp/
news/179312.
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on the Galactic Railroad to less widely reimagined works such as Kaze no Matasaburō19 and The Nighthawk 

Star20.

The genesis of Vocaloid traces back to the early 2000s, when Barcelona’s Pompeu Fabra University 

partnered with the Japanese multinational Yamaha to develop voice synthesis technology.21 Vocaloid is a 

singing voice synthesizer that has revolutionized the landscape of digital music in Japan. Commercialized in 

2004 by Crypton Future Media, the software assembles phonetic fragments from a pre-recorded voicebank 

to simulate human singing. To compose a song, a producer needs only to input lyrics and instrumentals; the 

software handles the rest, allowing for granular vocal adjustments to match the artist’s vision.22

Beyond its affordability, accessibility, and intuitive design—qualities that starkly contrast with the 

costs of studio production or the constraints of record label bureaucracy—Vocaloid’s meteoric rise among 

Japanese youth was fueled by something deeper: the promise of anonymity.23 After all, their real voice would 

not be recognizable, their image would not be marketed or commodified, and their audience would be more 

inclined to focus on the lyrics and melody of their song, without preconceptions based on their knowledge 

of who the artist behind these creations is.

This pursuit of anonymity resonates with broader cultural patterns in Japan, where social harmony often 

privileges the collective over the individual.24 For many young creators, anonymity offers a rare freedom: 

a space to articulate private emotions and unspoken thoughts without fear of social repercussion—a blank 

canvas onto which one might project, or even rediscover, a sense of self.

The Vocaloid community is vast, and many producers operate under multiple pseudonyms across 

platforms. For the purpose of this study, however, we focus on the work of n-buna, a guitarist, lyricist, and 

author best known as one-half of the musical duo Yorushika. Throughout his discography, n-buna frequently 

references Miyazawa Kenji’s short story The Nighthawk Star. These allusions emerge across his early Vocaloid 

productions, his later work with Yorushika, and in the visual motifs of music videos, amounting to at least 

five identifiable engagements with the text.

Formed in 2017 by n-buna and vocalist suis, Yorushika takes its name from a line in their song Kumo 

to Yūrei: “Yoru shika mō nemurezu ni” (I can no longer sleep, except at night).25 Despite releasing four 

chart-topping albums since their debut, the duo has only performed live three times, a testament to their 

19 Yorushika, Matasaburō. In Magic Lantern (Tokyo: Aimer Records, 2022), CD.
20 Yorushika, Natsu Kusa ga Jama Suru (Tokyo: Universal Music Japan, 2017), CD.
21 Sissi Liu, “Everybody’s Song Making,” Performance Research 24, no. 1 (January 2, 2019): 120–28, https://doi.org/10.1080/1352816
5.2019.1594267.
22 Ibid, 2019.
23 Yoshitaka Mōri, “J‐pop: From the Ideology of Creativity to DiY Music Culture,” Inter-Asia Cultural Studies 10, no. 4 (November 17, 
2009): 474–88, https://doi.org/10.1080/14649370903166093.
24 Caroline Sakamoto Yonamine, “Reverberações De Um Coração Moderno: Uma Análise Intertextual Da Música E Literatura Japonesa 
através De Kokoro De Natsume Sōseki E ‘Hitchcock’ De Yorushika”. 2025. RELACult - Revista Latino-Americana De Estudos Em Cultura E 
Sociedade 11 (april). https://doi.org/10.23899/t3rz5747.
25 Yorushika, “Kumo to Yūrei [雲と幽霊 / Clouds and Ghosts],” Youtube video, 5:03, posted by Yorushika Official, July 9, 2019, 
https://www.youtube.com/watch?v=JJaCwW4HyVs.
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commitment to privacy and the ethos of allowing the lyrics to speak for themselves, an invitation to listen 

rather than look.

N-buna and suis first crossed paths in 2014, when a mutual acquaintance introduced her as a potential 

guest vocalist for one of his rare live performances.26 This collaboration catalyzed a shift in n-buna’s approach: 

a desire to “humanize” his music.27 This transition is immortalized in Dawn and Fireflies,28 widely regarded 

as the bridge between his Vocaloid years and the birth of Yorushika, and the object of this analysis. Released 

exactly one year before the duo’s debut, it is also the only song n-buna ever performed with his own voice 

on Youtube.

The next section introduces the theoretical framework to analyze the way Kenji’s work reverberates 

through Dawn and Fireflies. 

5. Mapping the intertext: Theory and methodology
The idea that, just like men, no story is an island, that every text carries traces of others, and that none 

exists in isolation, lies within the heart of intertextuality. First introduced by Julia Kristeva in 1966 and 

later developed by scholars such as Tania Franco Carvalhal, intertextuality reminds us that literature is 

not a monologue but a conversation. Carvalhal beautifully describes it as a “mosaic of quotations” where 

one work absorbs, echoes, and transforms others.29 From this perspective, meaning is never entirely self-

contained; it expands through dialogue with past voices, known or unknown.

Kristeva’s foundational theory offers three key ideas: poetic language resists boundaries, a text lives both 

when it is written and when it is read, and every text is a “knot of connections”—a web rather than a straight 

line.30 Michel Riffaterre later added to this idea with his notion of “semantic indirection.” He emphasized 

that meaning is not something we find simply by reading a text literally; it emerges in the spaces between 

what is written and what is remembered, between the author’s cultural background and the reader’s personal 

interpretation.31 For Riffaterre, even the word “text” evokes weaving (from textere, in Latin): literature, then, 

is a fabric made of many threads, some visible, others buried just beneath the surface.32

This idea of weaving becomes especially vivid when we consider adaptation. In 2007, Shiloh described 

adaptation as a survival strategy that reshapes older material to help it live on in new forms.33 It is a process 

26 Natalie Music, “Yorushika Special Feature,” Natalie, accessed June 28, 2025, https://natalie.mu/music/pp/yorushika.
27 Natalie Music, “ヨルシカ「夏草が邪魔をする」インタビュー,” 音楽ナタリー, June 28, 2017, https://natalie.mu/music/pp/
yorushika.
28 n-buna. “Yoake to Hotaru [Dawn and Fireflies].” Youtube video, 4:47. Posted by n-buna Official, July 15, 2014. Accessed October 
17, 2024. https://www.youtube.com/watch?v=0snQk6gLqtk.
29 Carvalhal, Tania Franco. Intertextualidade: Diálogos Possíveis. 4th ed. São Paulo: Ática, 2003.
30 Patrick Imbert, “Julia Kristeva: Desire in Language: A Semiotic Approach to Literature and Art,” The American Journal of Semiotics 2, 
no. 4 (January 1, 1984): 169–71, https://doi.org/10.5840/ajs19842410.
31 Michael Riffaterre, Semiotics of Poetry, 1978, http://ci.nii.ac.jp/ncid/BA04382183.
32 Ibid, 1978.
33 Ilana Shiloh, “Adaptation, Intertextuality, and the Endless Deferral of Meaning,” M/C Journal 10, no. 2 (May 1, 2007), https://doi.
org/10.5204/mcj.2636.
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not of copying, but of transforming, much like what Bakhtin called “dialogism”: every story answers another, 

and every voice shares space with many others. As Petkova notes, this holds true even for song lyrics, where 

“multiple voices collide and collaborate,” creating layered meanings in just a few lines.34

Linda Hutcheon’s A Theory of Adaptation (2006) brings these ideas together in a way particularly useful 

for understanding how literature crosses into music. For Hutcheon, adaptation is both the result and the 

process: a story retold, but differently. She offers three modes—telling, showing, and interacting—to explain 

how narratives move across media.35 Rather than seeing adaptations as less faithful copies, Hutcheon urges 

us to treat them as artworks in their own right: they do not repeat; they transcode. They change form but 

retain something essential—an emotional or conceptual DNA that lingers through the transformation.

This study draws on Hutcheon’s “showing” mode to examine Dawn and Fireflies by n-buna, exploring  

the paraphrased or alluded concepts in the lyrics, tracing their roots in Kenji’s story and the musical 

recontextualization, and how the song deepens the motifs of the source text. Thus, with this theoretical 

foundation in place, we analyze the song’s lyrics, tracing the aforementioned concepts through n-buna’s 

adaptation. It should be noted that, unless otherwise indicated, all translations were conducted by us.

したいことが見つけられないから

(Shitai koto ga mitsukerarenai kara)
急いだ振り 俯くまま

(Isoida furi utsumuku mama)
転んだ後に笑われてるのも

(Koronda ato ni warawareteru no mo)
気づかない振りをするのだ

(Kizukanai furi o suru no da) 
I can’t figure out what I want to do,

So I keep my head down, pretending I’m in a rush.
Even when they laugh after I stumble,

I just pretend I don’t notice.

This verse demands particular attention, as it marks both a lyrical and symbolic turning point in n-buna’s 

body of work—serving as a future self-referential gesture to Kutsu no Hanabi, Yorushika’s debut song, while 

simultaneously signaling n-buna’s identification with the protagonist of Miyazawa Kenji’s The Nighthawk 

Star. The emotional register of these lines closely mirrors the inner life of Kenji’s Nighthawk. The opening 

line does not merely confess indecision; it speaks to the deeper restlessness of someone who moves without 

direction, not because they lack ambition but because the world has not yet offered them a place to belong.

34 Sonya Petkova. “Mikhail Bakhtin: A Justification of Literature.” Stanford’s Student Journal of Russian, East European, and Eurasian 
Studies 1 (2005). Accessed October 17, 2024. http://obook.org/amr/library/bakhtin2.pdf.
35 Linda Hutcheon, A Theory of Adaptation, Routledge eBooks, 2006, https://doi.org/10.4324/9780203957721.
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Even in humiliation, after stumbling, they hear others laugh, and yet the speaker performs not defiance 

but detachment. They do not fight back. Instead, they pretended not to notice. This is the quiet resistance of 

someone who has learned that showing pain only intensifies the laughter of others. It is a posture we have 

seen before, most strikingly in The Nighthawk Star, where the nighthawk, ridiculed for his appearance and 

scorned even by the stars, responds not with confrontation but with averted action. For instance, when the 

hawk threatens to kill him, the nighthawk's reaction is to simply 'bow his head' and fly away, internalizing 

the humiliation rather than retaliating. He does not cry out in protest either. He flies higher into the cold 

blue, hoping that perhaps in burning, he can become something beautiful.

The reference to Kutsu shita no Hanabi36 thus functions on two levels: as a musical callback to Yorushika’s 

genesis and as a metaphorical mirror to the nighthawk’s plight. It introduces the first thread in what would 

become a woven tapestry of intertextual self-portraiture, where n-buna positions himself as a modern-day 

nighthawk, an artist shaped by silence, rejection, and the longing to become something, for a sense of self.

形のない歌で朝を描いたまま

(Katachi no nai uta de asa o egaita mama)
浅い浅い夏の向こうに

(Asai asai natsu no mukō ni)
冷たくない君の手のひらが見えた

(Tsumetakunai kimi no tenohira ga mieta)
淡い空明けの蛍
(Awai sora ake no hotaru) 

Still drawing the morning with a formless song,
Beyond the shallow, shallow days of summer,

I saw your palms, which did not feel cold to me,
the fireflies in the pale dawn sky. 

The verse opens with an image of suspended creation: “Still drawing the morning with a formless 

song.” This is not merely a song lacking physical structure; this verse can be interpreted as a confession, for 

Vocaloid is software, a computer-generated voice without a body, incapable of conveying emotions, and 

therefore lacks depth like the days of summer, a season that in future songs becomes clearly associated with 

n-buna's past desire to give up on music, later explored in Yorushika's first full album.

Summer, in n-buna’s lyricism, often signifies both nostalgia and endings, as noted in the title of 

Yorushika's debut mini-album, “Natsukusa ga jamau suru,” and the later integration of the season as the 

reoccurring time for departures. It is through this delicate, impermanent world that the speaker glimpses 

something—or someone—firm and real through hands that do not feel cold. This resonates intertextually 

36 Yorushika. “Kutsū Shita no Hanabi [靴下の花火 / Fireworks Beneath My Feet].” Youtube video, 3:36. Posted by Yorushika Official, 
April 8, 2022. Accessed June 29, 2025. https://www.youtube.com/watch?v=BCt9lS_Uv_Y.
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with The Nighthawk Star, in which all the stars are cold, existing distantly in the sky. Yet in this verse, n-buna 

speaks of hands that are the opposite—implying a helping presence that the nighthawk never had.

The last line of this verse is both a symbol of a small, faint, often overlooked light and a gentle reference 

to the inner resolve of the nighthawk, who, in the story, flies as insects enter his beak while contemplating 

the motives for the other birds’ hatred for him. This makes him realize that he is killing insects just as the 

hawk threatened to kill him. In protest against the law of the strong, the nighthawk decides to stop eating 

insects and fly far away from Earth.

Kenji writes: “Ah, it's painful, so painful. I will stop eating insects and starve to death. No, before that, 

I will go away to the far, far reaches of the sky.”37 And through this verse, n-buna not only echoes that 

desperation but soothes it with another creative layer: the touch of  “palms, which did not feel cold.” This 

warmth does not erase loneliness but invites intimacy and understanding.

Therefore, the “fireflies” are not only the faint hopes the speaker perceives but also a stand-in for listeners 

themselves—If Kenji’s nighthawk flies away to escape, n-buna’s fireflies remain—fragile beings, emitting 

their own faint lights, bound together by a shared comfort. Thus, the interplay between self-denial and the 

faint presence of warmth becomes a central motif in Yorushika’s work.

夢を見たい僕らを汚せ

(Yume o mitai bokura o yogose)
さらば

(Saraba)
昨日夜に咲く火の花

(Kinō yoru ni saku hi no hana)
Taint us, we who want to dream.

Farewell.
A flower of fire bloomed in last night’s sky

This verse opens itself to a dual interpretation that reflects the shifting seasons of the artist’s own heart. 

When the song was first released in 2014, many listeners heard in these words a farewell,  n-buna’s quiet 

parting from the Vocaloid community and the audience that had nurtured him. Beneath the lines, one can 

sense the weariness of a young creator straining against the limits of his process.

However, when the same song was suddenly uploaded to Youtube in 2016, now bearing his own human 

voice, these words seemed to shed their sorrow and gather new light. The “flower of fire” that once bloomed 

as a farewell is now a fleeting spark that refuses to be extinguished. Its obvious reference in Yorushika’s debut 

single, a year later, weaves a thread of continuity through the seeming rupture, reminding us that what we 

mistake for endings is often only a hidden beginning. 

37 Miyawaza Kenji, “Yodaka no hoshi [The Nighthawk Star]”. 1921.
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In this quiet metamorphosis, the verse becomes not only a sign of departure but also a testament to 

persistence. The fire flower motif bridges the past and future, the ending, and an invitation. Through this, 

n-buna finds a way to speak in his own voice at last, transforming resignation into resolve, while never 

discarding the soil from which he first sprouted songs.

水に映る花を見ていた 

(mizu ni utsuru hana o mite ita)
水に霞む月を見ていたから

(mizu ni kasumu tsuki o mite ita kara)
夏が来ないままの空を描いたなら

(natsu ga konai mama no sora o egaita nara)
君は僕を笑うだろうか

(kimi wa boku o warau darou ka)
明け方の夢浮かぶ月が見えた空

(akegata no yume ukabu tsuki ga mieta sora)
I saw the flowers reflected on the water.

I saw the moon swaying on the water.
If I were to paint a sky where summer never comes,

I wonder, would you laugh at me? 
A sky where the moon drifts like a dream at dawn.

In this verse, n-buna balances images that are simultaneously tangible and elusive, reflections that 

shimmer just out of reach. The flowers and moon glimpsed on the water is an allusion to the classical 

Japanese idiom kyōka suigetsu, literally "flowers in a mirror, moon on the water,” but better contextually 

applied as a metaphor for something beautiful yet unattainable, real in appearance but lacking physical 

substance. When n-buna speaks of a sky where summer never arrives, it is not a denial of closure but rather 

a tender, hopeful effort to delay the inevitable.

Summer, a season that often represents a culmination of memories and nostalgia,  is held at bay, not to 

escape it entirely, but to linger a little longer in a wistful prelude. During this suspended season, time slows 

down, and the pain of parting is momentarily deferred. But within that illusion lies the freedom to dream: 

to stretch a fleeting feeling into something close to eternity, which echoes one of the themes most present 

across all of Kenji's writings, the fact that impermanence is not always a source of sorrow, but a space for 

imagining something quietly infinite, forever changing, and existing to be discovered.

朝が来ないままで息が出来たなら

(Asa ga konai mama de iki ga dekita nara)
遠い遠い夏の向こうへ

(Tooi tooi natsu no mukou e)
冷たくない君の手のひらが見えた



54

HKJJS Caroline Sakamoto Yonamine, “Intertextual Echoes of Alienation.”

(Tsumetakunai kimi no tenohira ga mieta)
淡い朝焼けの夜空

(Awai asayake no yozora) 

If I could go on breathing without morning ever arriving,
I would go beyond that far, faraway summer.

I saw your palms, which did not feel cold to me
in the faint glow of a dawn-colored night sky.

The first line reflects a quiet yearning to remain suspended in time, breathing and existing, yet never 

crossing into the irreversible certainty that morning brings. The speaker imagines a space where the sun 

never rises, where one can continue dreaming, pausing the passage into finality, which n-buna beautifully 

describes in the closing line as a night sky tinged with pale morning light: a liminal, almost impossible space 

that exists on the threshold between night and day. It is not quite dark, not yet morning, but a space for 

memory, for longing.

This suspended state of hope echoes the closing moments of The Nighthawk Star. After being rejected by 

every celestial body he pleads with, the nighthawk, bruised and breathless, after falling so many times and 

ascending closer and closer to the stratosphere, musters one last ascent in the final moment before collapse, 

rising beyond the known sky. He does not return to Earth. Instead, his form transforms into a pale blue 

flame beside Cassiopeia, becoming a new star that, as Kenji puts in the last line of the short story, could still 

be burning faintly today.

Bakhtin's concept of literary language as inherently open to interpretation asserts that literature 

demands a rupture between language and its material form.38 This means that a story never exists as an 

absolute truth; it is always relative to the reader's perspective, inevitably colored by their own experiences. 

A character's thoughts, emotions, and experiences reflect the reader’s worldview, memories, and feelings. In 

other words, this interpretive process rejects the notion of "fidelity" and, by extension, the very concept of 

"originality." However, as demonstrated here, a reader's (or rather, the listener's) emotional and intellectual 

engagement with a text does not necessarily align with the author's original intent; those interpretations 

belong wholly to the audience. 

Thus, through the theoretical framework presented here, we conclude that when n-buna adapts a literary 

text into his songs, he is not adapting the story itself, but rather his version of that story, the emotions and 

thoughts he experienced while reading, interpreting, internalizing, and ultimately channeling them through 

his music as a medium.

With over 43 million views on Youtube as of September 2025 and more than 10,000 comments, it 

becomes evident that Dawn and Fireflies has grown beyond the private act of listening into a shared, 

38 Sonya Petkova, “Mikhail Bakhtin: A Justification of Literature.” 2005.
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communal memory. The comments section itself becomes a living archive of this collective resonance. One 

listener recalls the warmth evoked by the experience of discovering someone else listening to the same song 

on the train: "When I was listening to this, I saw the phone of the person sitting next to me on the train and 

they were listening to the same thing. I honestly felt like it was fate.”39 Others link the song to the origins of 

their sense of being: “There are probably a lot of people who started being human just to listen to this.”40

Many recollections trace back to adolescence and sleepless nights, listening while sneaking out to witness 

the dawn: “Spring of my second year in middle school. Around this time. I couldn’t sleep at all… I put my 

phone and Walkman in a small bag, put in my earphones, and rode my bike… just then, it felt like all the 

painful things vanished.”41 For another listener, the song became a grounding comfort during exam season 

and, later, medical school, with an update to the comment in 2024: “During exam season, I would listen to this 

before bed to calm myself… Today I finished the 118th medical licensing exam. I think I passed. Thank you.”42

What emerges across these testimonies is a pattern: the song provides listeners with warmth not through 

cheerfulness but through the gentle affirmation that loneliness, sadness, and desperation are universal 

experiences. As one comment described: “It is not the kind of sinking feeling that makes you feel bad. It feels 

like it wraps me up and affirms me completely.”43

As aforementioned no text exists as a closed, absolute meaning; it is always refracted through the voices of 

its readers who inevitably reshape it. The comment section of Dawn and Fireflies demonstrates this principle in 

practice: each listener inscribes their own memories, sorrows, and fleeting joys onto the song, transforming it 

from a singular expression of n-buna’s subjectivity into a site of collective authorship. What began as n-buna’s 

lyrical reworking of Kenji’s Nighthawk Star now circulates as a shared, affective resource. The interpretive act 

thus moves from solitary listening to communal resonance: every retelling in the comments section is an 

iteration of the song’s meaning—a constellation sustained by diverse personal recollections.

6. Conclusion
As we thread the intertextual webs between Kenji’s The Nighthawk Star and n-buna’s Dawn and Fireflies, 

we uncover more than literary influence, for n-buna does far more than quote Kenji; he offers the text a breath 

of fresh air through lyrics that resonates both with young listeners who still struggle to find a place in the 

39 無人の駅, 2020, comment on the video “Dawn and Firefly/ n-buna”. Original in Japanese: これ聴いてる時、電車で座ってる人携

帯開いた時見えちゃっておんなじの聴いてた人いたさすがに運命感じた。
40 @tros.y3172, 2022、 comment on the video “Dawn and Firefly/ n-buna”. Original in Japanese: これ聴きたくて、人間始めた人か

なり多いんじゃないか。
41 @suika-322, 2020, comment on the video “Dawn and Firefly/ n-buna”. Original in Japanese: 中2の春。ちょうど今頃。初めて、

ずっと眠れなかった。…スマホとウォークマンを小さな鞄に入れて、イヤホンを耳にさして自転車に乗った…その時だけ

辛いこととかも全部吹っ飛んだ気がした。
42 @seiyatagami1970, 2018, comment on the video “Dawn and Firefly/ n-buna”. Original in japanese: 受験期、寝る前に聴いて心を

落ち着かせていました…本日118回医師国家試験終了しました。受かってそうです。ありがとうございました。
43 ぱぴこ-q4y, 2022, comment on the video “Dawn and Firefly/ n-buna”. Original in Japanese: 嫌な気分の沈み方じゃなくて、私自

身を包み込んで全部肯定してくれてるように感じる。
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world and older listeners who still long for that belonging, for simpler times and simpler dreams and allows 

those who loved Kenji’s story as children to rediscover its truths as adults.

This intertextual bond accomplishes something remarkable: it transforms cultural memory into living 

comfort. When n-buna sings of fireflies at dawn (fragile, glowing creatures that, like the nighthawk, exist 

in darkness and bring light, regardless of how faint), he is not just referencing Kenji’s imagery. He extends 

a hand across generations, almost as if prompting them to believe that the loneliness felt has been felt by 

others before, for centuries now, by providing the song as intertextual proof. His music becomes a vessel for 

shared nostalgia, comfort, and a place to belong.

Kenji’s words do not simply echo in n-buna’s lyrics, they breathe anew, offering each generation fresh 

ways to articulate that most human of questions: How do we keep flying when the world keeps telling us 

we do not belong? In the space between literature and song, between the 1920s Iwate and today’s digital 

soundscapes, we find our answer in the ethos of Kenji’s writing: people need other people; we find solace in 

each other.
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