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In the case of No the appreciation of the texts has usually been
overshadowed by the attention given to nonliterary elements in

the performance. It might even be said that performances of No
tend to chsccure the literary values.1
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It is nonetheless entirely proper to consider Luropean drama
as a form of literature, as is testified by innumerable studies of
Greek drama by scholars who have never witnessed a performance,
By a curious coincidence—one of a number of remarkable coinci-
dences betwcen Japanese and European literatures—it is also pos-

sible to consider the different forms of Japanese dramas as works
of literary interest.!?
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(1) MOTOMEZUEKA is (of the 3 groups or kinds of Noh plays)
of the 4th category: a shunen-mono: a story of a suffering spirit that
has not as yet found release from hell. This play is fairly typical
ofitskind. It moves—after a quiet lyrical first half—to an intenssly
religious finale. The “dance’ is inner-contained (warranting the
use of a mature actor) rather than the more gratnitous dance of
joy or appeasement that often concludes a Noh play.

The “plot’ has been drawn from a “long’ poem in the MAN-
YOSHU (the most ancient and most famous of the Japanese an-
thologies): Volume IX, No. 1809—which relates how two young
men were attracted by the same girl. She (Unai-Otome} distres-
sed at finding herself the cause of their grief drowned herself. And
they, in turn, at her burial mound killed themselves in ardent
despair. A later extension of the story in the YAMATO MONO-
GATARI (YAMATO STORIES) adds more color and Kan-ami
would seem to have drawn principally from this source.

Numerous lines are enlisted from a variety of other old poems—
particularly in the first half of the play. In the latter part—the
poetry draws upon the LOTUS SUTRA. The early springflate
winter feeling that pervades the first half is more than thawed-
out in the hellfire imagery of the pent-up spirit in the latter half.

Japanese critics have all remarked the unusually strong—and
perhaps excesisve—images of torment the girl undergoes.

EE T E R R
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(2) The stage is empty. Ancient pine painted on the back wall.
The sacred place. From beyond the first sounds of musie, the
musicians practising, reveals that the play is about to begin.

After the musicians (flute and then 3 drums) have entered guie-
tly—and all move with feet never leaving the ground—as the voice
is rooted in the gut—-and taken their places along the backstage,
the chorus, or the front line of it, enters via the rear sliding door
Jjust beyond the porch at the right (painted over by bamboo), and
seat themselves on the porch, fans closed set before them on the
sacred (hinoki: Japanese cyptress) wooden floor. 'Then, from the
bridge, come two stage attendants hearing a frame ““mound”
draped over by a deep-colored cloth and place it carefully in
front of the drummers at backstage center.

Once they are satisfied and have removed themselves— pro-
bably to the back well left—the entrance music commences, Flute
and drums, at changing intervals, lead in along the bridge (the
S-striped curtain at the back end of it hifted by two bamboo poles
at either lower end up and in) the waki (in this play, as often, a
bonze, In pointed hood, plain kimono and broad-sleeved over-robe
that reaches almost to the knees, closed fan, hands always at hips).
He is followed, at discrect interval, by ancther monk (fsure) in
similar vestments,

The waki and his tsure (one or two, as the case may be) enter the
stage on their jowrney and take positions facing each other on
either side in front of the prop. They sing their travelling song
opening: “Long is the journey through the land/making towards
Miyako.“The chorus {ji) repeats the words in whisper-form. The
waki then identifies himsell as a bonze from the other side of
Honshu on his first tirp to the Capital (Miyako), Kyoto. He and
the others continue together moving towards their posts at the
right side of the stage and sing their song of travel: how for some
days they have been journeying by land and water until they now
reach the famed fields of Tkuta (=Life Field)—part of presentday
Kabe—a place known for its herbs in the ancient poctry. They
decide—as the waks says—to wait for some natives to turn up and
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then to enquire of them about the place in greater detail, They

seat themselves. The stage is open again.

Entrance music {issei).

{3) The sh’te (a village girl} in young woman mask, black wig,
gold brocade and broadsleeved robe, fan in right hand, herb-
basket in left, finally appears beyond the curtain and moves to
the third pine, the other girls (fsure) with her, in similar costume,
stop further along the bridge. They face each other and sing.
They sing of the rigor of gathering herbs in early springflate win-
ter: dividing and sharing the words between them.  As the words
all fall together they sing:

(F3rdn —<5) @ 30
Shites mi-yama ni-wa deep
(Sashi) matsu-no yuki dani mountain
kiena-kuni snow on pines
Mivyako-wa not gone yet
nobe-no wakana tsumu but
Shte: koronimo in Miyako’s
Tsure ima-wa narinuran fields
omoiyaru koso early herb gathering
vukashikere time—as it likely—
Sicte: koko-wa mata has come round
motoyori tokoromo amazakaru  ah
St'te: hinahito nareba the thought of it
Tsure onozukara sweet
uki-mo inochi-mo here
Ikuta-no umi-no far from there
mino kagirinite country folk
uki waza-no ay

haru-to shimonaki
ono-ni dete

wakana-tsumu
iku satobito-no
ato naran

lead a hard life
ekeing existence out
engaged in labor
out in G-no
{Smallfield)
not yet spring

gathering young herbs
many country footprints these
must be
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yukima amatani
no-wa narinu

michi nashi totemo
fumiwakete
michi nashi totemo
fumiwakete

traces
snow free
revealing ground

even pathless

pushing through
even pathless
pushing

through.

The three girls enter stage as they complete their song:

nozawa-no wakana
kyo tsuman

yukima wo matsu naraba

wakana-mo moshiya
oimosen

arashi fuku

mori-nec kokage

one-no yuki-mo

nao saete

haru toshimo

nana kusa-no

Ikuta-no wakana

tsumoyo

Tkuta-no wakana
tsumoyo

The skte at center and the tsure find themselves now addres-

from field and marsh
let us gather
young herbs
today
to wait till the snow
has utterly gone

the greens will have turned

too old
storm sweeping
the wilderness
cold still
snow at O-no
seven the herbs
of spring now
Ikuta’s young greens
let us cull ¢
Tkuta’s young greens
let us cull
0.

sed by the waki—who has risen. The first exchanges reiterate the
scene and the girls explain what they are doing. Finally the
bonze asks where the famed Motomezuka (the legendary tomb ol
Unai-Otome) is. The girls claim no knowledge of it—the sh'fe in-
sistent upon this point and now say they must be off about their
work. They lightly rebuke the waki for wasting his time there and
wasting theirs with idle questions. They must be—as they say—
to find lean pickings in the snowbound fields. 'They would be
content with “young sprouts with old leaves.” The chorus-
which has begun to sing—deepens the mood throughout and adds
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a feeling of extra-dimension. Allusions to ancient love stories oc-
cur in imagery of herb-gathering. In the end—via the chorus—
they abandon their task because of the severity of the season,

The tsure rise and leave (by the back exit); only the s re-
mains. Not surprisingly the bonze asks her why she alone has
stayed. She—it would seem—had been touched by his asking for
the Motomezuka and offers to lead him there—which she then
does. Then turns and seating herself near the tomb relates the
tale of it to the listening priests.

* Once upon a time—she says—there lived in Tkuta a maiden by
the name of Unai-Otome. Two young men from different
near villages had evidently become aware of her charms and,
enamored of her, declared on the very same day through letters
their devotion. Unable to decide their claims, she preferred not
to choose rather than stir up resentment betwcen them. They—
unsatisfied—challenged each other, then, to an archery contest—
to see who could first kill a certain mandarin-duck (the symbol
from time immemorial of conjugal bliss and fidelity) on the Ikuta
River. The upshot was that they both struck the target simul-
taneously. The girl hearing of the event and feeling responsible
for the death of the revered bird drowns herself (shades of Ophe-
lia) ironically in the very same river (the River of Life) and is
buried in the tomb, now visible, behind her. But the young men,
so spurned by the girl’s act and in their guilt, kill themselves. And
this act—in Buddhist fashion—Dbinds the girl to the wheel of life
yet—as a sinner—and she realizes it WITHIN her death (as the
chorus tells ending the first part} and desires only absolution. She
rises even as they sing the action—and slowly vanishes into the
tomb. And slowly vanishes into the tomb.

During the interval (when the audience feels inclined to cough
and move about] the music is silent and the s’ te—swithin the prop—
is transformed by an attcndant behind the tomb, A £yogen actor—
who has—perhaps unnoticed—becn seated at the back of the bridge
at the first pine—rises and comes on stage to center. He is a local
inhabitant (always in yellow socks) and is asked by the waki to
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tell in full the Motomezuka legend. This he does, for about 15
minutes, in polite but demotic language—which the audience can
readily follow without book—ifthey wish, (There are—uncommon—
occasions in the Noh canon when the Interlude does in fact have
comic impetus. Such plays or sections reflect later work by and
large. And are sometimes optional variations—as in YAHIMA.)
The kyogen performer sits at stage center, after a brief dialogue
with the bonze, and delivers the lengthy monologue in a sequence
of long phrases—in a loud voice and in a style that we may find
rather similar to the dry recitative of opera relative to the more
singing passages of the play proper.
The texts used for the interludes are NO'T provided in the song
books {which many in the audience, you will notice, use for [ol-
lowing the words and more especially the particular modulations
of a given performance: the books being “‘scored™). The words
are the preserves of the kyogen schools. (They can be obtained,
of course, by interested persons.)

* sk ok ok ok ok ok ok ok

(5) The kyogen finishes and takes leave of the waki. He usually
returns first to his bridge station before unobtrusively exiting by
the rear sliding door during the waki’s first speech in the conclud-
ing section,

The waki bonze and his sidekicks pick up the opening of the fi-
nale: the agony and release, They sing a praver from sacred
text (sutra) in behalf of the lost soul of Unai-Otome that she may
gain cnlightenment, release and thus attain Buddhahood.

The tomb now draws attention as the sf’#’s “grave” voice {that
of the hell-dwelling spirit of the lost maiden) issues from within:

Nochi-sk'te: O Unai-Otome: O

Unai-Otome/ koya hito marenari in this vast field
waga kofun narade no life to be seen
mata nanimonozo only my old grave

kabane-wo arasou
moju-wa Rooted monsters
satte mata nokoru ugliness
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tsuka-wo mamoru hanging on
hibaku-wa souls aflame
shofu-ni tobi clinging to the tomhb
denko choro blown by wind
naarmotte among pines
manako-ni ari lightning flash
kofun okuwa morning dew
shonen-no hito hold my eyes
Ikuta-no na nime S0 many graves
ninu inochi those of the young—
belying
the name
Ikuta
Chorns: (%) Chorus: After so
satte hisashiki long absence
kokyo-no hito-no comes to my village
Nochi-sh'te: someune
Minori-na koe-wa  Unai-Otome:
arigataya lifting voice
Chorus (§i): in prayer—
ara to my everlasting
enhu koishi-ya! thanks
Chorus:
Oh!

How I vearn
for the world!

(6) The chorus—as you will note—speaks—as almost always—
FOR the sh’tz—usually the deepest feeling and the aggregate voicing
can be immediately sensed as weight. (Sk’#z and cherns never sing
together.} Noh singing—drawn from Aare (gutj—is more open in
its voicing than conversation and is decidedly masculine in range.
Rather like calligraphy, the attack must be sharp and clean and
the end of the breathline likewise (even when breath has been
exhausted). The subtlety of the singing is hard to realize without
considerable familiarity, but the rhythmic movement and the
rich inner effects can be recognized even at first hearing. (Many
members of the Japanese audience study the music and have—
thus—a direct interest and keen appreciation of what they hear.)
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{77 The LEADER of the chorus (usually seated omne in on the
back row) gives the cue of pace and emphases to the others and
he—like the musicians—bases his “projection’ on the sk’#e’s perfor-
mance. (Noh has very little full ensemble rehearsing-hut the
Hosho is an extremely tight-knit group and perform well as a unit.)
(8) The chorus carries on from the above text—singing of the a-
gonies—infinite in the infinitesimal—of human reflection and the
inahility of the lost soul to find release from the “Burning House™
{human existence}. As the song ends, the backstage attendants
come on from behind the prop and remove the mound covering.

We see the mainden-spirit of Unai-Otome (in a lean woman
mask, wig, gold-brocade, white twill over-garment and a {usually)
lightblue broad divided skirt) seated on a black-drum-stool within.

Dialogue now ensues between waki and nocki-sh'te (the lead actor
in the finale) unitil she rises and dramatically emerges.

The fonze urges the suffering spirit to purge her heart/mind of
past delusions and so break free of all human aches and enter the
realm of hlessedness.

The spirit begins to feel that finally she has a chance of release

from her flery hell. She feels again the entreaties of her former
ill-fated wouldbe lovers—each pleading for her for himself. She
wonders where to turn. A terrible monster like an iron man-
darin-duck pecks at her head (a scene not unlike that of PRO-
METHEUS BOUND in its savagery). She begs the waki to in-
tercede for her. The bonze has—it seems from his words—been
brought to share her hell torment and images of conflagration rage
on all sides. Impossible to escape. The Sk’ coming alive more
and more agonizingly. (The waki always ROCK to the sh'%’s
fluidity.)
{9) The tomh-prop becomes the Burning House. Escape is
frustrated. And then-—trying to embrace the burning pillar—
chorus shinging—the spirit rises again and slowly as the chorus
picks up from her dances forth:

Nochi-sh'tz:  Shikoshite Unai-Otome: Finally
okiagareba rising
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Jiv  Shikoshite
ckiagareba
goku-sotsu-wa
shimoto-wo atete
otsutatsureba
tadayoi idete

hachi-dai jigoku-no

kazukazu
kurushimi-wo tsukushi
onmaenite
Zange-no arisama
misemosan

mazw

tokatsu-kokusho-shugo
kyokan-daikyokan
ennetsu-gokunetsu-muken-no soko-ni
sokusho zuge to

atsury aidawa
mi-tose mi-tsuki-no

kurushimi hatete
sukoshi kugen-no

hima kato omoeba

oni-mao sari
kaen-ma kiete

kurayami to
narinureba

ima-wa kataku-ni
kaeran to

Chorus:

Finally rising

hell-demons whip me out

toss me staggering
stumbling out

through all the tortures
of the eight great
hells suffering
and in repentance
now tell you
first
of the alternation
of life and death’s
hell,
of whitehot
iron cable,
of iron mountains
spiked with swords,
of anguished
cry and cry
heil’s heat and [ury
scorching
and last
the hell of eternal
torture
down down
to the pit of
these hells
tumbling
head over heel
plunging
three years
and threce months
suffering
and now feel
some respite
the demons
faded
the fire
vanished and
dark so dark

has it grown

175
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aritsuru sumika-wa now must I think to
izukuzo to return to
kurasa-wa kurash the Burning House
anata-wo tazune where is my house
konata-wo motomezuka groping in
izukuyaran utter darkness
motome motome here seeking
tadori yukeba the grave
molome etari-ya wandcring
motomezuka groping
searching searching
where is it

having searched ah
the soughtfor grave

is found
kusa-no kage-no no Like dew on the grass
tsuyu kie gieto of the shadowy ficld
moja-no katachi-wa gone
usenikeri like dew on the grass
maoja-no kage-wa of the shadowy field
usentkeri. gone gone O

the spirit’s form
has passed away
the spirzt’s shadow
has passed away.

With these last words the s#'fe returns to the grave, finds quiet

seat at last as the play (words and music and action) ends.
R & K K kR R

(10) There is no need to applaud and the silence reverbrates

without it: but it has become the fashion and is likely to occur at

all performances, ‘except those where there is open request other-

wise.

The sh’te rises and quietly and slowly takes his exit down the
bridge and under the curtain that lifts at his arrival.  Waki, tsure
and musicians—at discreet intervals—follow unhurriedly through
the curtain way. The chorus exits at the rear.

The stage is again empty. And full. The ancient pine paint-
ed there retains its mastery.

* 1In Japanese cach syllable receives equal stress normally and
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the sounds are consistent.
Sh'te  =—=shteh
Waki —wah-key
Tsure =tsoo-ray
g =gee (as in gee~whiz)
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s, HEBOBRELEFCEOEZ IS H 2T Y 5 & Prometheus Bound
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Y URBREEOREG L b b b nE SERE) TEbhi, L
Po THRESEOPEMMBERE>TA LA NASL, L OT LI12ERE
HOFE, 1 ATAEO—ETH2EIPTHMob i B ohas™, yv
AV CLOL D CHADMOERE: » 5 BEIEL IR EHS, £hddEe
DHOBEHROR/ L HOERKBEC TS & 5 KBS ORREEEN,

[RE] DY v 3R [REOFLTER LT ORFERDL S
WKEROIED B o

{(=%)

vy RINERBROEIHEALR L, »7 v L B IOELEiE

HHRE

KESP. RhmbA. HOPBLZRLUMN
vy WA ERIRL DETL KBS

YT AR RBOSh b, B AGOERNED. BRED LTSS

w1

D, FELATENBEHTS ...

UTOLORTETHEN UL COESGOERTSH 5,

SHte: mi-yama ni-wa deep
matsu-no yuki dani mountain
kiena-kuni snow on pines
not gone yet
but
Skite: Miyako-wa in Miyako’s
Tsura nobe-no wakana tsumu fields
koronimo early herb gathering
ima-wa narinuran time—as it liekly—
omoiyaru koso has come round
yukashikere ah
the thought of it
Skte: koko-wa mata sweet
motoyori tokoro amazakaru here
Stte: hinabito nareba far from there
Tsure onozukara country folk

uki-mo inochi-no
Ikuta-no umi-no
mio kagirinite

ay
lead a hard life
ekeing existence out
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uki waza-no engaged in labor
haru-to shimonaki out in O-no
ono-ni idete (Smallfield)

not yet spring

R v THE] o viEOEE2E Y T TRE]D oy v OFEES
EELTALEMDESLESL,

J?QS J =120

e e e ==
d . . wk
E - A CA R T N B R W I AR Rk ey e

deep mountain snow ongineS nct gone yet but

BERICH I - TIXER P WY 29, HTOE~SLTLEDS L 5 ITE
Fite A -, A - HOEEKE, 0 meaning group FAHNT 535
DT E —H LV, BHeE > TE-1t s, $/4b 5, mi-yama
ni-wa % deep mountain 3Ly, matsu-no yuki dani % snow on pines
L2, kiena-kuni % not yet gone but &3 - 254, meaning group
DELRES ORHET HREHEINIFALEN eI TES CEHTEBLD
WIHER B AT, COFETERIT omoivaru koso yukashikere (Tt
% #ELiTN) @ ah the thought of it sweet T TER - TaAIIH, FEX
RIS O LIBEFAROMMTINIORTES ¢ LTS, 2OMOHIR
line itk - TIHEHER L T B4 & 54 hae 2 b T VB ITHE - T 3,
FUHEEOL S KO A RILESTHASL L S WIFWUHEC L To 5 b
KRBT, [AFAE] SV A&EMNE 2 ETHE, HATE] DES
T RTS8 & 5 b BT IR UL O T, FHEYE
OEIVREADTAAMELS > TL . SOy VEEHRITL &
2r51, BEOLEZLWEOT, BEMCLBEIMNDELEV S C i)
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Synopsis

A Study on the Noh Theatre in Translation
Susumu Kamaike

*Anyone translating a No play is likely to despair’ and “The goal—
achieving in English the glory of the No plays—is unattainable,™ says
Donald Keene. The main purport of this cssay is to show an access
to this unattainable goal.

Translators who are interested in the Noh play are more or less
ambitious to give the reader an understanding of a unique theatre art
and important insights into the cultural, spiritual, and ardstic tradi-
tions of Japan as well as their great literary merit. However, they
usually fail to give the reader the closest possible sense of the Noh
experience. The first chapter refers to this difficulty in translation,
with a short history of the Noh translation.

The Noh play was first introduced to the West by Chamberlain,
Brinkley, Dickins, Fenollosa, Pound, Waley, and Samson. However,
their translations were in many ways incomplcte. It was in 1940 that
a complete translation was first begun by the Japanese classics transla-
tion committee. The work continued during and after World War 11.
The committee chose fifty Noh plays and rendered the texts into
English. It is ‘complete’ in the sense that each play is given a detail
description of dance, miming, music chants, etc., as well as illustrations
for stage action on the margin. Twenty Plays of the No Theatre (1970)

edited by Donald Keene is another complete translation similar to
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that of the Japanese classics translation committee, though some of
the plays chosen are different from the former. Many comparisons
have been made between the Noh and various forms of Western theatre,
In Japan there used to be a dispute over the problem whether the Noh
text itself can be called literature or not. The translation project of
the Japanese classics tranglation committee seems to have brought
that controversy to an end,

The English version used in this paper (second chapter) is an excerpt
from Motomezuka (The Sought-for-Tomb) in “Program Notes” Cid
Corman and I prepared for the Kyoto Kanze Kaikan. We tried to
provide at least the continuity of the piece the foreign audience was
about to witness and translate some of the texual highlights. We made
efforts to track down the allusions and reproduce the intricacies of
style and rhythm in order to make the Noh more accessible to foreign
audience who would come and sit before the stage wondering what it
might be. For this purpose we employed an unusual siyle in trans-
lation, free from the traditional English syntax—almost word by word
and line by line translation—with notes telling, for example, what
every step and beat, every drummer’s cry means. This is introduced
in chapter two.

Motomezuka is a story of suffering spirit which has not as vet found
release from hell—fairly typical of its kind. The original story of
this play appears in a “long poem® (choka) in the Manyoshu which
relates how two young men were attracted by the same girl (unaistome).
She, distressed at finding herself the cause of their grief, drowned her-
self. The two men, in turn, at her burial mound killed themselves in

ardent despair. In the process of translation I found it possible to
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sing in English the opening passage of the sashi uiai it the same rhythm
—with almost the same length of time—as the original. The sashi wai
resembles a recitative, taking the form of a dialogue. ‘The utei (sing-
ing) has two types, tsupogin (strong-pitched singing} and yowagin (weak-
pitched singing), in which two kinds of rhythm “on the beat” and
“off the heat” arc used. It is “off the beat” rhythm where I found
it possible to sing the passage in English. This is explained in chapter

three.



