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1. Diagram of Noh Stage
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2. SAIGYOZAKURA TzumiYoshio as the spirit of the cherry tree. Courtesy
of the actor.




3. IKARIKAZUKI Sugiura Motozaburo as the ghost of Tomomori. Photo-
graph by Ushimado Masakatsu.
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4. KAKITSUBATA
tesy of the actor




5. GENJI KUYO Takabayashi Koji as Lady Murasaki. Photograph by
Ushimado Masakatsu.
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6. OEYAMA Awaya Kikuo. Courtesy of the Noh Research Archives of
Musashino Women’s College.



7. MIWA Kanze Hisao. Courtesy of the Noh Research Archives of Musash-
ino Women’s College.
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8. SEMI Nomura Mansaku as the ghost of the Cicada. Photograph by
Yoshikoshi Ken.
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FOREWORD

INTRODUCTORY COMMENTS

Karen Brazell

Noh is an art form which creatively synthesizes. It braids together
strands from Chinese traditions, Japanese classical court literature, mythology,
legends and tales, and weaves them into a ground of arts, ideas, and events
from medieval culture. The noh theater, which in the broad definition used
here includes kyogen plays, ranges from the silly to the sublime; it draws on
materials from the earliest myths to contemporary domestic situations; it uses
the simplest of plots (a priest meets a ghost) to produce the most complex sig-
nifications (a single stage figure presents a pair of lovers, the spirit of a plant,
and the concepts of enlightenment and salvation). All this is done with an
economy of means (especially in terms of movement, props and music) which
is quite extraordinary.

This anthology introduces the English reader to twelve plays, nine noh
and three kyogen, which reveal the variety of ways in which this theater incor-
porates many types of earlier texts. The plays are roughly ordered by the
chronology of their source materials, an organization which, in the case of the



2 Introductory Comments

noh plays, generally parallels the order in which they are performed." The first
two plays, Unoha and Miwa, draw on some of Japan’s earliest myths and leg-
ends. The four middle plays are based on important classical texts: the Tales of
Ise is the major source for both Kakitsubata and Unrin’in; the Tale of Genji is
the subject of Genji kuyo, and the poems of Saigyo are central to Saigyo
zakura. Yoshino Shizuka and Ikarikazuki use material from the medieval Tale
of the Heike, and Oeyama is probably based on a late 14th century picture
scroll. The three kyogen plays, which would be performed between the noh
plays, all draw on elements from the noh plays, as well as on aspects of medie-
val society.

The ways in which these noh and kyogen have incorporated earlier texts,
playing them off one against the other, interpreting and re-interpreting them
in the course of a single play, is one of the major topics of the Afterword. That
essay also discusses the plays in terms of their rhetorical strategies and the
nature of their main characters. First, however, the plays are presented with as
little comment as possible to allow the reader to encounter them directly. The
translations have been put into similar formats with approximately the same
level of information provided for each. However, no attempt has been made
to standardize the style of the translations, for the richness of noh is best seen
through the attempts of translators grappling to transpose it.

Producing this anthology has been a cooperative effort. The translators
have worked and re-worked their contributions willingly and have provided
materials and ideas about their plays. J. Philip Gabriel not only put most of
the texts into the computer, editing and reformatting as he copied, but he also
contributed substantial editorial comments and ideas. Monica Bethe did the
drawings on each title page and the diagram of the stage, obtained the photo-
graphs, and worked on the glossary. The calligraphy on the title pages was
done by the noh actor, Izumi Yoshio, and Kurosaki Akira provided expert help
with the layout. Their assistance is much appreciated.

As the title of this volume suggests, it owes a debt to an earlier anthol-
ogy, Twenty Plays of the No Theatre, edited by Donald Keene with the assis-
tance of Royall Tyler. Three of the participants in this volume (Brazell, Kato
and Terasaki) were students of Keene’s some 20 years ago when the transla-
tions for Twenty Plays were being produced, and six of the present translators
(Gabriel, Haynes, Horton, Jackson, Kaufman and Klein) are of the next gen-
eration, having studied noh in more recent years with Brazell. Several of them
are already teaching yet another generation, a new group of scholars to whom

ISince the Tokugawa period that order has been: plays about deities (Unoka), warrior
plays, women or wig pieces_(Kakitsubata), miscellaneous plays (Genji kuyo and Yoshino
Shizuka), and demon pieces (Oeyama). The other four plays translated here may each be per-
formed in more than one category; see the individual translations for details.
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Keene’s works, both his translations and his scholarship, continue to serve as
an inspiration.

The contrasts between Twenty Plays and Twelve Plays reveal some of the
progress the study of the noh theater has made in the last two decades in the
West. In 1970 some of the most popular plays in the noh repertory had yet to
be translated; by now enough translations have appeared that we can turn to
less well known, yet important, plays. Unoha, for example, was written by
Zeami, but is no longer in the active repertory and was not available in an
annotated Japanese edition until 1983. Another play translated here, Ikari-
kazuki, is still performed by two schools of actors, yet rarely appears in Japa-
nese anthologies of noh. Unrin’in exists in two quite different versions, the
older of which has only recently been revived. Translations of both versions
are offered here. Twelve Plays also includes three kyogen translations; there
are none in Twenty Plays.

Not only have the number of English translations of plays increased dra-
maiically since 1970, but many volumes of noh studies have also been pub-
lished in English.2 This wealth of information allows us to assume a greater
understanding of noh on the part of our readers. Consequently the notes in
this volume are more technical than those in Twenty Plays, and we include the
names of the shodan (segments), assuming that they will be meaningful to a
growing namber of readers. The expertise of the translators has also grown.
As the Notes on Contributors at the end of the volume reveals, many of them
have practiced noh themselves and/or have participated in the creation of
“modern” noh plays. Several are preparing their own book-length studies on a
variety of subjects related to the noh theater. The future of noh and kyogen
studies in English looks brighter than ever before.

2In addition to Keene’s excellent introduction to noh (1966), see Hoff and Flindt 1973,
Bethe and Brazell 1978 and 1982, Komparu 1983, and Hare 1986, as well as translations of
Zeami’s works by Rimer and Yamazaki 1984, Nearman 1978, 1980 and 1982-83, and Izutsu 1981.
Useful volumes of translations have been done by Tyler 1978 (2 vols.) and Shimazaki (5 vols.)
1972-82.
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