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CHAPTER I
INTRODUCTION

Dotm through the years, out of an ancilent civilization
have come cantributions which influenced the thoughts of phie
losophers and mathematiclena, the rosearch of sclentists and
archeologists, the compositions of musiclans and poets, the
deslgns of architects and artists, end the writings of
scholars and dramatists. Indeed, so influentlal were these
contributions that investigatiaons have been made on nearly
all phases of the Greek civilization, including extensive
atudles of the theatre and the dramas

On the other hand, in the Orient 1s a civilization
whose drama has been virtually ignored until very recent jyears,
Writerm in the field of drama have usually relegated Japanocse
drama to a position of unimportance, includng it seomingly
as an afterthought; however, today students of international
draria are devoting more and more attention to thls little
explored fleld of Japaneso drama.

This paper 1s designed as a comparison between ihie
thcatres and dramas of anclent Oreece and Japan. <uch a

study, so for as the wrilter of this thesls is aware, has never

1

Frenk Alanson Lombard, An Outline listory of the
Jananese Drame (llew York: Houghton ¥ifflin Company, 1929),
Do 13.



2
been approached previously. Due to the broad aspects of this
Investigation, the author has had to 1imit the investigation
to origins of the dramas, physical aspects of the theatre,
dramatic theorles and structures, and certain constituent ole-
ments as the chorus, the actor, costumes, msic, and dance.
Although the primary aim has been to accomplish a comparative
study of the Greelk and Japanese theatres, 1t 1s hoped that
through this study more interest in the fleld of Japanese
drama may e stimulated among students of the drama,

Since Greek wrltings have for some time been avalilabdle,
standard spellings for speclal terminology have, in general,
beon established; such 1s not true in the spelling of Japanese
words. For example, the Romanlized word for one of the oldest
forms of Japanese drama 1s altcrnately sean as Noh and as Ng
with the full form of the word being no-gg@lu or Nogakue In
part, this difference in spelling may be accounted for by the
Japanese Government's adoptlion of a new system of spelling;
therefore, tho nower spelling 1ls given here with the old
spoelling in brackets:

s1 (shi)

t1  (chi) tu (tsu)

hu  (fu)

z1 (31)

sya (sha) syu (shu) syo (sho)



tya (cha) tyu-  (chu) tyo (cho)

zya  (Ja) zyu  (Ju) zyo  (Jo)!
The writer of this paper has tried to be consistent In the use
of the new forms of spelling which will account for any

variations of the words found in certain quotations.

ls;riitara Uiyake, Tourist Library, Vol, XXIII,
Kabuki Drama (Japans Japanese Government Rallways, 1938), p. 6.



CHAPTER 1II.
ORIGIN OF GREEK AND JAPANESE DRAMA

therever the student of drama turns, he finds laurels
for the Greek dremas Freedley end Reeves refer to Greek drama
as "i1e greatest drama the vsrorld has ever knovzn.":L In
She Theatre by Cheney, this statement 1s found, "In the pro-
gress of human kind in the Westerm world during twenty-four
centuries since, there has been no rival to Greek civilization. 'S
From Flickinger's lhe Greek Theatre sand Ats Drama, comes this
statement, ", . , .88 the ultimate source of sll other drematio
art, the Greeks' contribution, whe ther in precept or example,
must ever occupy a unique poaititm-":5

There can be no doubt that the contributions of the
Greeks to drama have been indeed invaluable; but too frequently
the student 1s led to lLelleve, tlwough implication, tmat the
dreng of other nations could not have exlsted without the

"yltimate source of all other dramstic art," the Greek drama.

}'George Freedley and John A. Reeves, A History of the
Theatre (Now Yorks Crown Publishera, 1941), p. 8.

SSheldon Chency, The Theatre (New York: Tudor Publishing
Company, 1945), p. 30.

SRoy C. Flickinger, The Oreek Theatre and its Drapa
(3rd ed.; Chicago: The University of Chicago Press, 1926.r,
Preoface, p. ix.

4



5

After investigation 1t - 1s the opinion of the writer of
this paper ths% distinct origins of drame of various peoples
of the world 1s plausible, Along this line of thought Professor
Frank Alonson Lombard, in his book, An Outline History of the
Japanese Drama, explains,
The origins of speech are probably to be found in emotional
exclanations and the imitative sounds which accompany
imitative action. The inner urge to self-~expression joined
with capacity for mimicry, not only led to language, but
also we may be confident, made natural the union of song and
dance in which we have the primal elements of the drama.
The expressive moments of primitive 1life were essentilally
dramatic; and the primal elements of the drama may be found
wherever ethnic socleties have had their Legimnings, . . .
Thus we may find not one but many distinct origins of the
drama as a form of human e:pression; and need feel no sur-
prise at the discovery of marked similarities in develop-
ment of the drama among widely scattered peoples, « « +

Such similarities are but reaction fo simllar conditions,
whether in Indla, Greece, or Japan.

From the preceding quotation f!.t may be soen that similarities
in the origin and development of Greek and Japanese drama may
be expected.

A discussion of the origin of the Greok drama 1s compli-
cated by the problem of finding a point of agreement among the
various authorities. Although there 1s still much disagreement
and debate, most historians now accept, in general, that Greek
drama grew out of relirious ceromonies, particularly those
celebrations in honor of Dionysus, or Bacchus, the god of wine

and fertility. GHore specifically, Aristotle, the first great

1

Irank Alonson Lombard, An Outline lilstory of the
Japanese Drama (New Yorlt: Houghton Hifflin Compeany, 1929),
Poe 17,



6
dramatic authority, tells us both tragedy and comedy originated
in improvisation with tragedy evolving from the leaders of the
dithyremb and comedy from leaders of the phallic somgse liore~-
over, fairly oonclusive evidence 1s avallable to s how that
these Greek religious rituals were greatly influenced by similar

Egyptien oeremonies .2

The dit:hyramb,3 an improvisational song and dance in
honor of Dionysus, was performsd by a group of men wearing
goatlike horms, ears, hoofs, talls, and goatskins who repre-
sented the attendant sprites of Dionysus; and the Greek word
for goats, tragol, was sometime applied to the choreut:ae.4
When the dithyramb became quasi~literary and dramatic elements
were added, 1ts name changed to satyric drama; still later, 1t
was called t:raﬁoida.5

Since Aristotle attributes to the leaders of the dithy-
ramb the origlin of tragedy, i1t 1s only fitting to mention the

1aristotls, Pootigs, trens, S. i, Butcher, Aristotle's
Thegry of Poetrv and Fineg Apgys (4th ed,; Londons Maoiiillan
and Co., Limited, 1932), 1449al2, p. 19,

2lﬁ'eedley and Reeves give an adequate explanation of
the connection bectween Greek and Egyptian drama, 90p. clb.,
pe G

s‘l‘he dlthyramb was a song in cclebration of the bLiIrth
of. Dionysus,

4Members of the chorus.

SMany authorlties disagree on some phases of this
thesry, particulerly as to whether the satyr play 1s an ante=~
cedent of tragedy or 1s the two forms had separate origins,
See Flickinger, op. clt., p. 23.



most famous of all chorus leaders, Theépis. To what extent
Thespis was responsible for the decrease in inprovisation and
the innovation of the actor 1s questionable; however, authori-
ties on Greek drama, almost withoutipxgeption, concede that
Thespis invented an actor and began the practice of using a
‘mask for various roles.

There 1s one innovation, the wagon, credited to Thespis
which 1s often overlooked, but the wri@er of this paper feels
it should be mentioned here for a more complete comparison of
Greek and Japanese drama, As to the mtuwre and use: of the
wagon little eviders e can be found; howsver, Ridgeway in
"Origin of Tragedy" states e o o & and taking his company
with him on wagons gave his performances on his extempor ised
stage when and where he could find an audience.“l Flickinger
offers further support when he tells of several Attic vases,
dating from the close of the sixth century B, C., which depict
the "wagon-ship" of Dionyaua.2 Just what the relationship was
between the "wagon-ships" and Thespis' wagons, one can only
conjecture,

Cheney points out still anotter influence on the begin-

nings of drama when he tells of minstrels who had made popular

l
Willlam Ridgeway, "Origin of Tragedy," The Wuarterliy
Review, Vol, 209 (oct., 1608). Pe 520, !

2F1ickinger, ope clts, pe 20,



the recitations of eplc poetry,l' How close to acting these

declaimer came can not be determined, The beautiful choral
odes of the drama can be traced back to the melic poetry which
had been iIn exlistence for hundreds of years,"a From all evi=~
dence, credit for the materlial later used ln tragic drama
should go to the eplc poetry of an earlier time,

Turning to another form of Greek drama, comedy, the
writer was oonfronted with .lack of accwrate infarmation as to
its early stages of development, because, as Aristotle points
out, conedy "was not as yet taken up In a serious way,"S
Nevertheless, the origin of comedy 1s clear since Aristotle
stated that comedy evolved from the leaders of the phallic
‘szongs.4

An urderstanding of the Creeks' worship of Dionysus is
particularly essential when one twrns to the orizin of comedys
Dionysus himself 1s always represented as belng followed by a
group of revoling beings, Satyrs, Nymphs, and Mainades, who per-
form such miracles as making fountains of mllk or wine spring

up from the sSrounml. These followers were strong enough to tear

LChenoy, Ops Cite, DPe B34=35,

2James turney Allen, Stare Antiguities of the Croeeks and
Romons and Yheir Influence (New Yorks Longmans, Green and Coe,

1‘3477: Do 4e
Aristotle, op. cite., 1449 a 35, p. 21,

fristotle, 9p. cit.



goats, bulls, and human Leings into ploces with thelr bare
hands; fire and weapons could do them no harisy and desplte
their violence to varicas animals, they had a very deep syme
pathy for them, Although most frequently assoclated with the
wine, Dionysus was also considered the pgod of fertility, fer-
tility of the fleld and of the body, Ilis worshippers triled
to vecome as one witl: their god. Nletzsche hes e::pressed this
as follows:
In song and in dance man ex?resses hinmself as a member of
a highor community; he has forgotten how to wallt and speak;
he is about to take a dancing flight into the air, His
very gestures bespeak enchantment. Just as the animals
now talk, just as the earth ylelds milk and honey, so
from hia emanato supernatural sounds, Ille feels himself a

god, he himself now walks about enchanted, in ectasyi 1like
to the gods whom he saw waliting about in his dreams,

From these celebrations rew the phellic songs, and from the
leaders of the phallic songs came comedy.
Etymologlcally, too, the word "comedy" can be traced to

the phallic cercemonics, The NHew Centwry Dictionary showz comedy

as belng derived from the Greek words for "revel" and for "song. "2

In Aristophanes! Acharnlans® one finds that In Dicaeopolis
festival of Dlonysus tlere 1s a procession to the placoe of sacril-

fico with the phalllc symbol4 on a pole carried by two slaves,

lrpiedrich Nletzsche, ILcce liomo and the Birth of iragedy,
trans, Clifton P, PFadiman (New York: The Modern Library, 1927),
p (] 1730

2y, G, Emery and K, G, DBrewstcr (eds.), iie Mcw Contury

Dictionary (How Yorks D. Appleton-Century Company, 1936), Yole. 1,
Do 2880

Slhe earllest extent Greek comedy by Aristophanecs.

4The phallus was a roepresentation of the membrum virile.



10
the sacrifice 1tself, and the phallic song or comus, Flickinger
also points out that corrus denotes both a rovel and the band of
masqueraders participating, and he concludes that "the comus
was the particular type of phallic ceremony from which comedy
developed. "%

Each year at Athens therce were four Dionysiac festivals,
and 1t was during the first of these festivals, the rural
Dionysia, that the celebration of the phallus occurreds According
to Freedley and Reeves:

These rites were like those of all early peoples, the
American Indian, the African, the. South Sea Islander, and
still persist today in the romote po;étions of New Guinea
and in certain regions of Aus tralisa,'

The second festival was the Lenaeaj} and in this celebra=-
tlon, comody was emphasized, Coming at the end of January when
navigation was not yet considered entirely safe, the participants
consisted mainly of the Athenians with only a few visitors.
Flickinger indicates tho celebratio: was on a smaller scale thm
the City Dionysia. For example, at the Lenaea thcre were no
dithyrambic contests, and therc 1s no evidence for- the presenta-
tion of 0ld plays or even of satyric dramns-.5

{ho third celebration, dealing with the opening of the

lAristotle, op. cit., p. 36.

a“reedley and ileeves, op. clt., p. 8,

Flickingoer, op. clt., pe 204.
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wine casks, the setting out of pots of food for the souls of
the dead, and a children's festival, had 1little of theatrical
interest.

Most important of all the festivals, so far as tragedy
1s concerned, was the final City Dionysia, celebrated by all
city and state officlals, for here was held a conteat in tra=
gedy. In memory of the god a procession took place before
the contest. The statue of Dionysus was carried from 1ts
temple by the prilests and choregus to a place south of the
Acropolis. From there the procession retraced 1ts steps at
night to the city, The statue was seated in a festival car
drawn by two men dressed as the attendant sprites of DPlonysus;
sitting on elther side of tihe s tatue were two men playing on
flutess, The sacrificial bull with a citizen on either side was
preceded by two youths bearing brances, another a basket, another
a censer to poriume the alir, and still anothor at the beginning
of the procession who was doubtless a trumpeteer‘.l

All of the flirst day of the festival was spent 1ln
religlous rites and festivitiecs; the day following the procession
vas spent in lyrical contests which somoetimes extended into the
third dely.2 The exact arrangements are not known, but the last
days of the festival seom to have been gilven over to the dramatilc

performances. Concerning the arrangement at the City Dionysla,

lThese detalls may bo found from studles of Greek vases,

%-'reeley and Reeves, op. cit., p. 10.
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the most authentic fact is that throee traglic poets presented
three tragedies and one satyric drama. Officlal or state
recognition of tragedy and comedy at the City Dionysia and the
Lenaea can be accurately stated:

At the City Dionysia tragedy dated from 534 B, C., while

comedy was not given officlal recomnition there until

486 B, C, Though The Lenaea was the older festival, 1its

dramatic featurss were later, comedy Yeing added about

442 B, C, and tragedy about 433 B, ¢,
At both the City Dionysia and the Lanaea, however, there had
been given volunteer and unofficial performances of the comus
previous to the dates given by. Fliclkinger,

In ths history of Greek mmedy, three divisions appear:

(1) 01d Comedy with Aristophanes as the chief representative,
448-388 B, C,; (2) Middle Comedy which includes some plays by
Aristophanes, 375-325 B, C,; (3) New Comedy with Menander as
the foremost writer, 342-201 B, C, Bawdiness and primitive
humor were characteristic of 01d Comecdy, and 1ts subject matter
consisted mainly of politiecs and contemporary people.
Renouncing the political and personal thawes, Yiddle Comedy
turned to literary crilticisms, parodles, and burlesques of
mythology, VYith the coming of New Comedy, the subjects of

Middle Comedy were rejected and motives drawn from every-

day life were used.2

1
Flick:nger, 9op. cite, pe 1.9.

2Other aspocts of the development of ccnedy are dis-
cussed in Chapter IV of this paper under Arilstotle's theorics,
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In tracing the orizin of Japanese drama, the student 1s
faced with several problems: I"irgt, thero are three primary
types of drama in Japan;l the Noh, i:he Ayatsuri, and the Kabuki,
Through necessity the origin of these three major types will be
treated individually in this chapter. Second, a written
language was not introduced into Japan until 405 A, D.2 Thirq,
the study of this nationel drams necessarily entails as 1in the

Ureek drama, the understanding of the religion which 1s complex

as 1t involves ancestral as well as cosmic explemat:lons.:5

There 1s one point on which all authoritles on Japanese
drama are in accordance: the origin of this national draema 1is
ocredl ted to the sacred dance which was performed before the
heavenly cave where Ama-terashu-ono-mi-kami, the Ancestral
Goddess, hid during the mythologilcal age of the godss The
following legend 1s Basil Hall Chamberlain's translation as
fourd in Lombard's An Outline History of Japangse lrama:

Then the whole Plain of High Heaven was obscured and all the
Central Land of Reed-Plains darkened. Owing to this, eternal
night prevailed., Hereupon the voices of the myriad deitiles
were like unto the flies in the fifth moon as they swarmed,
and a myriad portents of woe all aroses Therefore did the
elght hundred myriad deilties assemble in a devine assembly
in the bed of the Tranquil River of lleaven, .and bid the
deity Thought=Includer, child of the High~August-Producings
Wondrous Deity, think of a plan, assembling the long-singing
birds of eternal night and making them sing, taking the

J'Loh_ dramas are the early classical dramas usually re-
garded as the drama of the eristocratic Japanese, Agyatsuri 1s
tho name applied to the puppet theatres. Kabuki 1s considered
the drama of the people.

26, B, Sansom, Japan A Short Cultural liistory (rev. ed,;
New York: D, Appleton-Century Company, Inc., 1943), p. 36.

SLombard, op. cit., p. 22,
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hard rocks of Heaven from the river=bed of the Tranquil
River of Heaven, amd taking iron from the Heavenly Metale
Hountains, calling in the smith Ama~tsue-ma-ra, charging
Her Augustness l-shi-kp-ri-do-me to make a mirror, and
charging His Augustness Jewel=-Ancestor to make an augustly
complete (string) of curved jewels eight feet (long), of
five hundred Jewels, and summoning His Augustness Heavenly-
Beckoning-Ancestom-faard and His Augustness Great-Jewel, and
causing them to pull out with a complete ﬁulling the shoulder
(blade? of a true stag from the lleavenly Mount Kagu, and
take cherrybark from the Heavenly Hount Kagu, and perform
divination, and pulling up by the roots a true gleyera
éagonica with five hundred (branches) from the Heavenly
ount Kagu, and taking and putting upon 1ts upper branches
the augustly complete (string) of curved jewels eight feet
(long), of five hundred jewels, and taking and tying to the
middle branches the mirror eight feet (long), and taking
and hanging upon its lower branches the white pcaificatory
of ferings and the blue pacificatory offerings, His August-
ness GrandeJewel taking these divers things and holding
them together with the grand august offerings, amd His
Auvgustness Heavenly-Beckoning=Ancestor-Lord prayeriully
reciting grand liturgies, and the Heavenly-Hande-S trength-
m‘ale-Deitg stand hidden beside the door, and Her Au-
gustness Heavenly=Alarming-Female hanging (rouud her) the
heavenly clubmoss from the Heavenly MNount Kagu as a sash,
and maklng the heavenly spindle-tree her headdress, and
bindi the leaves of the bamboo=grass of the Heavenm]].g
Mount Kagu in a posy for her hands, and laying a so in
board befare the door of the Heavenly Rock-Dwelling, and
stamping till she made 1t resound, and doing as 1f possessed
by a deity, and pulling out the nipples of her breasts,
pushing down her skirt-string usgque ad privates partes,
Then the Plain of High Heaven shook, and the eight hundred
myriad deities laughed together. Hereupon the lleaven=-
Shining=Great August-Deity was amazed, and, slightly opening
the door of the Heavenly Rock-Dwelling, spoke thus from the
inside: "lethought thai owing to my retirement the Plain
of lieaven would be dark, and likewise the Central Land of
Reed=Plains would all be dark; how, then, 1s 1t that the
lleavenly=Alarming-Female makes merry, and that likewise the
eight hundred myriad deities all laugh?" Then the lleavenly-
Alarming=-Female spoke saying: "We rejolce and are glad
because there 1s a deity more 1llustrious than Thine
Augustness." While she was thus speaking llis Augustness
Hoavenly=-Backoning=Ancestor=Lord and His Augustness Grand=
Jewel pushed forward the mirror and respectfully showed 1t
to the Heaven-Shining-Great-August-=Deity, whereupon the
Heaven=Shining«Great-August=Deity, more and more astonished,
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gradually came forth frcm the door and gazed upon 1t, where=-
upon the lieavenly=-Hand=Strength=-ilale~-Deity, who was starding
hidden, took her august hand and drew her out, and then His
Augustness Granmd-Jewel drew the bottom=tied rope along at
her august back, and spoke6 saylngt "Thou must not go
ovack farther in than this!"” So when the Heaven-Shininge
Great-August-Delty had come for th, both tie Plain of High -
Hecaven and the bentxal-Land-of—Rbed-Pla ins, of course,
again became light.
In this le~end we have vhat 1s called by the Japanese the first
Kapura or Kami-asobi. Asataro liiyamori, in the Introduction.
to ilasterpleces of Chikamatsu, s tates; "There can be no doubt
that the kagura or sacred dance, still performed during fes~
tivals in Shinto temples, is the progenitor of all forms of
Japenese drama, "

Lombard tells of a Kagura held at Kasuga in 1920 which
was of speclal Interes because a great effort was made to re-
produce ancient forms of performance end stage. Previous to the
formal opening of offerings .and prayers, ths people had been
entortained by processions and dancing upon tie avenue throughe
out the day, After the cmcluding prayers of the priests,
wrostlers and horsemen presanted an entertalnment of spats until
i1t began growing dark. Then lorge, white paper latterns and six
iron net-brazlors were lipnted end the stage was covered with

straw matss To the accompaniment of flute and harp, a group of

1I-Ombard, op. cit,, ppe 19=21.
2Lombard defines Xapfura as "god-musiic," op. clt., p. 21,

SAsataro illyemori, Master%%eces Qf Chikamatgsu, rev,
Robert Nichols (New York: E. P, Dutton & Coe, 1926), p. 10,
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young mailko danced a series of Kamuras following this was
another serics of XKamyre pecrformed Ly a number of older women,
Popular forms were then presented which included Denkagu and
Sarugaku.1

Honoring the delties with processions called HMatsurl 1is
as commen to Japan as the Dionysiac processions were to Greece.
One of the most significant to this study 1s the ilatswrl of the
Gion shrine in Kyoto thich i1s saild to have originated in 869 A, D,
In that year a plague was raging in the city; and Urebe~no-
hinomaru, In an effort to check the plague, prescented to the
Gion shrine one halberd for each of the sixty-six provinces of
the E&npire.2 The city youths and nearby farmers then carried
the sacred palanquins in honor through the stxrcets; and with
the plague's belng sucocessfully averted, a memorial ceremony
was establlshed.3 Presented to the shrine in 999 A, D, was a
float on wheels to be used as a stage for a Dengaku performance
in the procession; gradually, floats for musiblans, for the
dancing of Kuse mae and the primitive Sarugaku were added.4

In addition to these floats thoere were halverd-crovmed cars

1Early songs and dances, Dengeku was performed LY
priests; Sarugaku, by other Shinto shrine officers.,

2he halberd is a modified phallus recognized in Shinto
as prophylactic and havin;s the abllity to avert disease,

-x
YA conveyanca, so:ustime enclosed, shaped like a mammock
on poles and borne on shouvlderse.

4Ear1y Japanese dance forms.
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called hoko in which dolls or human actors enacted scenes and
events familiar to the people.

Not one but two processions are neceasary for the festi-
val at Gione The first occurs-in the morning and 1s a welcome
to the delties; in the afternoon the sacred palanquins are
carried from the shrine to a central part of the city where they
remain a week and are then returned to the shrine with a similar
ceremony.

Japaenese religion being cosmic, thenmerous gods played
a vital part in the lives of the people; and as with most early
people, these Japanese gods were closely assoclated with growth
and fortility., If one considers the various traditions which
are assoclated with the rice=god, Inari, a comparison of the
forms of worship for Inari and Plonysus might make an interesting
study. Sansom oven tells of finding in remote villages stones
of phallic shape at the edge of rice ficlds inscribed with such
words as "God of the Rice”.l At this timo, however, Lombard's
description of a rice=planting celebration based on a free
trenslation of Ege Monogatari will havec to suffice. After
describing the appearmnce of the particlpants, Lombard tells

the rcadexr:

1l
Sensom, gp. cit., p. 55
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They « o =« o seemed slightly drunken, thsir drums
beating pgobo, £0bo, quite mllke ordinary drums.

The fammers, buslly engaged in planting the rice,
grew werm, and begsn to shout aloud, <The musicians and
dancers of Dengaku also, though they had been very orderly
in coming in, let themselves go, and shouted and yelled
as they pleased, + o o .

Doubtless, more and more exsmples of similaritles in the re=
li¢ion could be given, but now let us turm to the established
forms of Japanese drama,

The first of the three major forms of Japanese drama
to become established was the Noh or N3 drama, As to the
origin of the word No, there has been considerable discussion.
Asantaro Miyamori declares, "Ethymologlcally the word is an
abbraviation of sarugaku-n8-n8, sarugakuy being a corruption of
sanpgalcu or "scattered musice", that 1s "popular music".
Beatrice Lane Suzukl tell us some authorities credit the deriva-
tion to the Buddhist phrase "Ng sho funi", wnity of mind and
form, and still other scholars assert that "as the Chinese
character which 1s used for N§ 1s talent, 1t siznifios a pere

formance of talent".s Lombard 1s more in agreemcnt with this

lLombard, Oope c1t,, Pe 29,

2Miyamori, onR. ¢it,, pe 14,

Sneatrlce Lane Suzukl, NSgaku, Japanesc N5 Plays
(1st. ed.; New York:s E, P, Dutton and Company, Inc., 1932),
p. 14.
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last statement when he says NS means accomplishmentol ‘Lombard

further points out that Seami® in referring to Noh as
"Sarugaltu no Noh™ rejected the -character signifying "moni:ey"
and substituted the character for deity fourd in the word for
Kagura to vhich Seam! credited the origin of Nog.s On the

other hand, Shigeyoshi Obata argues the question thus?

Both the No and the Kiogen plays originated in an older
form of entertainment called the Sarugaku, which flowrished
in the Zamalkura period (A, D, 1200-1330), It was performed
at various Shinto shrineson festival days. Saru=gaku
means "monke plaz‘;. Scholars tell that the word 1s a
corruption of the Uhinese phrase, San-gaku, meaning merely
folk muslic in contrast with the cowrt musice DBut ths
phonetic perversion carries with it something of literal
appropr lateness: for the Saru-gaku contained beside 1its
music and dance a great deal of simian antics and verbdbal
travesties tmt delighted the holld ay crowdse4

Although various elements of Noh were found in the
early days, 1t was not wntil about 780 A, D,, the Helan Period,®

that the final dramatic form of Noh became clarifiede The

lombard, gp. clte, De 74s

2Seam1 (1363-1444), actor, congoser, and literary critic,
wvhose works were largely respons ible for the final form of the
Noh dramas.

3Ioombard, ODe cltes pe 88.

4shigeyoshl Obata, "Notes on the Melon Thief ,! Drama,
Vol. 10 (DGC', 1919), Pe 103'

Sthe Japan Yea Boolt for 1946~1948 sets dowmn the followin
literary periods: Yamfto , ending in 781 A, D,; Early Helan .
period, 781-834 A, D,; Middle Helan, 885«980 A, D,; Mature Heilan,
981-1064 4, Ds3 Last Helan, 1065-1182 As D,; Kamakura, 1182«1334
A, D,; Muronachl, 1335-1603 A+ D.; and Yedo, 1603-1886 As Ds The
Yedo period 1s further divided into fouwr divisions: Period of



primary contributing forms to Noh are; Zmnen, Dengalu, and
Sarurala, 1 By the end of the Nara Period'(A. D, 710-793) and
the beginning of the Heian definiltely wrﬁt?en rnusical notes with
words wcre used for sacred ceremonies at the Imperial Court,
'wo men, Kiyotugu-nami and his son, Motolklyo Seami, in the early
part of the fifteenth centwy rcvolutionized the Sarugaku,
buillding on the best in thelr own Darugaku and drawing freely
from Dengaku. Leaving all the lighter elements to develop into
Kyogen, Seaml emphasized the serious elements,
Bvolving simulteneously with the Noh and springing from

a comuon source, Lyomen took that part of Serugaku which the
lioh discarded and ignored; nomely, comedys Literally, Kyomen
mecans "mad words" or "wild, excited, or foolish words", Re-
ferring again to Iombard'!'s book, the writer found this paragraph
which gives a more complete understanding of Kypson:

ilhen, in anclent times, Kagura was performed at the Imperial

Palace, impromptu comical plays were given by a wit of clowm

(sai-po~9); and, in entcr tainmente of Court dancing, the

stately and beautiful. Chinese dances were freguently intere.

spersed with light and comic dances fron Korea, Dengalku,

even under Shinto patronage, as played by Kwanami, was full

full of rude pranks; and Sarugalu only gradually threw off
1ts orlginal monkey na ture, &

Enlightment, 1603-1G08; Poerlod of Devclopment, 1G81l-1741l; Pericd
of Bastward Advanccricnt of Literature, 1741-1791; Perilod of
Maturity, 1791-~-1886. The last literary period has been glven the .
name of ifelji-Taislho Period, 1886-1926, (Japan: %The Foreign
Affalrs Assoclation of Japan, 1948), pp. 533-538,

1Ennen, as Vengaku and Sapugeku, 1s a perforiiance connected
with religlous rituals.

“Lombard, op. clt., p. 161.
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The element of humor being cams picuocus in the popular amuse-
ments from which developed Nph, 1t was never entirely excluded;
however, as the Buddhist priests held an almost complete mono~
poly of the Imovledge of writing end as they were hvsitant to
glve the dlgnity of letters to any except the serious and stately
productions, none of the early humorous plays are extant.
Serious-minded writers too, especially Seami, attempted to
olininate all elements of cemedy. Although these efforts to
pwge the comic element from the drema were rathor effective,
human nature demanded its retention, Today these one-act comic
interludes are used as episodical scenes to relax that strain
on the nerves of the audience which 1s produced by the Noh dramas,

The early literatwe of Japan was not limited to cere=
monial lyrics, for the Japanese emperors had kataribe or reciters
whose duty was to reclte legends ard storles at court. Natu-
rally the kataribe had their counterpart among the common
people; these were blind men called zato who sang thelr ballads
and accompanled themselves LY scratcning the rivs of thelr
fans to mark the rhythma, These blin& men frequented the
shrines and temples, or street cormers, Somotime they wore in-
vited to help 1n tho entertalnment at feasts; senerally they
vandered fiom inn to inn secuwring food end lodging for singing
to the guests, In this early puriod were to be fourd also

strolling puppet players who wore Loxes. forzlng a minature stage
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suspended by cords aroumd their nec!cs.l With the introdwc tion

of the vse of the samisen these two forms of entertainment

uni ted.

The origin of the term Joruri, the first name given

puppet drama, has been credited to two different sources. Zoe

Xincaid says?

With the greatly improved rhythms of the samisen at their
comnand, minstrels asprang up in all dirsctions 2 the new
style of music being called Jorurl, since the Iirst
ballads o be composed to the strains of the samisen cone~
gernecii the love adventures of Joruri~-hime, ar Princess
orwi,<

Agataro l{iyamori agrees with Kincaid when he statess

e + ¢ o there appeared a story in twelve short parts en-
titled Tho Story of Lady Joruri, which was a great

favorito among tho story reciters. Tradition avers that

ts author was Ono=no=0tsld, mald of honor % the famous
eneral Nobunaga, althoughh authoarlty for this belief 1is
lackings The story treats of the love of the famous warrior
Yoshitsune and a fictltlous heroine of supreme beauty named
Joruri, + + « Henceforward-this style of recitation came
to be known as Joruri, while couposliions used by the pro=
fesslonal reciters were called jorgri-bon, and the reciters
themselves jorurieikatarie . .« o

1his explanatlon seeus to be tne moure popular and autiontlc

origin of the term, and Lombard too admits the preceding story

as plaus 1‘010.4 Lomvard, nowever, hac 1lncluded anothier

1Do11s have evidently becen prominent in the Japanese

lifes Il'or an oarlicr use note use iIn previous discussion of
Hatsurl,

2%0 Kincald, Kabukl tho Popular Stage of Janan (Londont

2lacmillan and Co,., Limited, 1925), p. 194,

Siiyamori, op. cite, De 2G.
4Lombard, op. cit., p. 185,
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possibility of the origsin which the writer will include here
not because of any authoritative wvalue but as an additional
example of tho Japanese love of a storye.

A rcciter of Helke Hongatari in the ore of Bunan (1444-1448),
Uda by name, was blind, For thls he grioved greatly and
prayed faor yeers to the Yalmuski Nyoral (lealing Buddha)

that his oyes might be opened. Upon one occasion, after
having prayed with great lamcntation for twenty-one nights,
he looked up at dawvn and saw the nale moon above the

western mountains, Illis prayers had been answered, In joye=
ful thanksgiving he composed a story, Yasuda Yonogatari,
divided into twolve parts In imitatlon of the divisions in
the classic Hellke io atari, or, it may have been, in tribute
to the twelve Torms o%ﬂ‘t'ﬁe ealin,n: Buddhas As the Healing
Isuddha dwelt in Joruri lgnd, the Land of Bright Purity, he
called his story Joruri, '

Whatever the arigin of the name Jorurl may have been,

authoritles do gslve credit to Menukiyb ‘3hoselbruro2

with the
esteblishment of the first doll theatres Toward the end of the
sixteenth century, Chosaburo had ensased the services of a man
named Hitta who lnew how to malke puppets; end thils narvelous
innovation nained irmediate popularity. With thoe introduction
of puppets, the name Jorurl began to be applied to the lihbretto
while the new form of entertalnment was called £yatsiypl, or
manlpulation. In more recont times 1t has been called Ringyo
Shibai, doll theatres,

The ago of the puppet drams in the Kyoto~Osaka region

lasted nearly one hundred ycars, soowhere between 1685 and

1785, and max Le divided into three perilods: the first thirty

libide, p. 184,

2This 1s sometime spelled Menukiya Chogoro.
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years was 1ts Infancy; the next thirty, 1ts golden age; the
last years, 1ts period of decays In 1ts golden age, Ayatsiuxr]
completely overshadowed the third type of drama which had
doveloped but gradually the situation was reversed,

The origin of the third and the final major type of
Japanese drama, the Kabuld, 1s appealing. to the Western world's
sense of romancc as influenced by the cinema, The beginning of
Kabukl may be set toward the end of the sixteenth century in
the city of Kyoto. Considering the charges made agailnst the
Kabuki theatre 1n later years, 1t seems most strange that a
young miko, or sacred dancer, should have founded thils theatre
of the people.

According to records and tradition, Okuni was on a pill=-
grimage performing her dance for contributions to the Shinto
shrine at Izumo. For some reason, and varied and elaborate
assumptlons have boon glven, Okuni decided to remain in Kyoto.
Sho gave her simple porforrances wearing a black silk priest's
rove and a small motal Buddhist gong suspended from her neck
which she struck wlth a mallct while dancing and chanting a
Buddhist sutrae

Even with her rcnowmed beauty, if Okuni's dancing had
rcmoinod simple and seml~religous 1t 1s doubtful that her
success would have been so great. One of the young samural,
liagoya Sansaburo, however, became attracted by Okuni and joined

her In her public performances gaining popularity and prestige
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for himself as an actor. Recognizing Oluni's performances as
not being sufficlently interesting, Sansabturo introduced ele=
ments of the Kyorsen and decreased the religious emphasis by
teaching her popular songs and composing new plocoes for her,
It was not until Oltuni assumed the costume of a male, covering
hor head with a pecullar head-~plece and thrusting two swords
through her belt, that a great amount of popularity came to
her., Sansaburo,ting of a military family and having been
associated with the feudal lords, was acquainted with the best
in literature and art, and he gradually added more and more of
the elcments of Noh,

According to the Syutaro Miyake, the etymology of the
word, Kabuki, shows 1t to be a type of acting vased on the arts

of singing and dancing.l Kincald credits Sansburo with the
naning of these performances saying that the word was no new
invention for 1t had been used for some time to simnify some-
thing comic.2

The original Okunl, although addressing herself primarily
to the pecople, recelived the patronage of the aristocrats too.
Both Olami and Sansaburo died while Xabuki was at 1ts peak of
popularity., It was sometime after Olami's day that moral

laxlty among the imitators incurred the enmity of the shoguns.

lﬂiiyalce, op., ci

C—

» De 9

t.
2K1ncaid, op. olt +, p. 53,
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Naturally, in Esbulkl, as in all things which achleve
popularity, imitators sprang up with rapidity. At first these

companies of actors were either entirely male or female, but

soon the companies included both male and femsle members who

indiscriminately played roles of the opposite sex, Kincaid
points out:

lilad the women companles remalned exemplary in conduct and
kept their ranks free from the othsr sex, the history of
the Japanese theater might have been quite different. But
the leadin;; actresses were prostitutesj; their art was a
neans to an end, and they abused thelr privileges as
entertainers, No permanent and self-respecting theater
could have continued to exist on such an immoral foumndation.
The depradation of the Onna Kabuki was due in no small 1
degree, however, to the playing of men and women together.

In 1608 the Shosun's Government issued a proclamation
11uiting the Onna Kabwd® to the outskirts of the city. Then,
after much disturbance, in 1629 the Government of the third
Shogun 1ssued an order strictly forbidding female performances
of any kind.® Witn the last days of the shogunate many strict
moral measures were lessened, but the proninence of women in
the theatre world of Japan has not been great since 1629,

About 1617, a Japanese who had organlzed companies of
women from the ploaswre quarter of Kyoto, established a theatre

wherc the companles consisted enitely of mens 4As these young

men had played female roles, thc suppression of the Onna Kabuld

1l
Ibld., p. 60.
2Women's Stage

SEven the women of the Joruri worc forbldden %o perform
in public under this proclamation.



TBUOT3BU O OYJ Jo JuoueTe OW[3 oUj U} eousJdeJITP oyuz 03
eup 3oy3 1no pejujod eq PTNOYS 37 UOTIBUNNE UT
*otdoed eyy aogy
pus oeTdoed euy3 Jo susap asTndod ey3 peTTsO €q L£Tnag uso 37 Lepog
1I1™m 03838 87F JO TOAOT TBIO08 pPUuB TBIOM O6Y3 POsFBJI ATTBUpPBIL
Binqey 0asx ¢Tane3dly woaJ ATavTw j3a8d €swI0] O0F38WBAP SnOTA
-oad TT8 woxy AtTeeay Jupmoaog *udfsep TBUTI 837 POyduvox Juel
~UTB3 03U JO WJIOF ETY3J 38U Pingsy OIsx U3 U} s8s 3T
*0d83g B, UBY
o3 JI0 ‘pPnQqey OIBX 050X UCOS oxeyg J03 faesemoy €osvd oyjz
jJ0uU GBM BTYy *60U63BTX0 WOIJ PSWOOD PEWOSS JUSTIUTB3I03UO JO
wroy eyl ‘Pmaey nyswisy 6U3 ueys pus 3873 PNQBY BUUQ oU3 JO
JursoTo oU3 U3Ty *S80TOSN oaem 810308 osey] ‘equvasedds 6AT308I338
ug Jurjuesead aeBuoT O °*peAsBUS 6q 09 6I0308B nyssisey oyl
JO JTBY JUOJJ 6U3 POJIOPJO PBY JUSUUIGAO) oUq €I0fAsyeq TBJIOUIMT
Jpeys3 aoJy sao3zos 3unok eyg ysgund o3 xepao uy °*pesseaddns uweq
LTaeowaoJ peY THNQBY BUU) SB W9AO jJuemuaescp eyz £q pezrqiyoad sea
T ey nfexsp ouz HY9T Ul €L3TTsaowwy JOo seJaBYd uQ
*goded stygq Jo saejdeyid a03BT UL uees eq TTIMN ©686U3 pus
‘oayBEYg meu sTY3 UT esoas sedusyo Lusm 36Uy} pejoedxe eq 03 BT
91 °*sedoutaoad oyz o psoads uoAe pus 0308y pus ‘opex ‘eissQ Uug
uofEeedons prdsa Ul POSBOIOUT B8OI3BOUJ 660Uy *JUSWUTB3IO3UE JO
wI0F STY3 03 UBATI sud ‘eTs3g 8,Yn0X J0 € TANQBY NISBIBAN SUIBU
oyg ‘suyg {sujanof oaes saefetd Jojyo oyyz sefusdmoo oYU UT

*L£1odouom o30Tdw0o B a0 L3pungaoddo queTTeOX6 UsB WOY] ©ABI



28
dramas,l 1t 18 possible to assum® that the Greek influencc was
felt by the Japanese drama, However, no authority, as far as
this writer can find, has shown any such proof or even offered
such an hypothesis, The influence of ths 0Osiris festivals of
Ezypt upon the Groeek drama as been noted in this chapter, and
in subsequent chapters the influence of Chinese and Indilen and
Korean culture upon the Japanese drama w1l be more clearly
seeny To reemphasize Lombard's explanation of distint origins
wowld not be amiss at this points

Thus we may find not one but many distinct origins of the
drama as a form of human expression; and need feel no
surprise at the discovery of marked similarities in de=
velopmant of the drama among widely scattered peoples

¢+ ¢  oSuch similarities are but evidence of the
oneness of human natgre in 1ts reaction to similar
conditionsé .

This 'bneness of human nature in its reaction to similar con-
ditions" 1s exemplified through the origin of both Greeck and
Japanese drama from religious ceremonese The influence of
religion upon the drama of both countries cemnot be overly
emphasilzed, and several comparaiive features ere to be found in
these relircious rituals'.s

Another obvious point of similerity 1is the method of ex=

pression, combining msic, song, end dence, used in theso eerly

'l’he Golden Age of Greece 1s usually considered the
fifth century Bs Cy; the Golden Age of Japan, around the sevene
teenth century A, D,

olombard,  2p. git., p. 17.

Sllotc discussions on Dionysioe and Inarl rituals,
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rituals: these three elements, in turn, were maintained by the
playurights and qctou.'s of Greece and Jepan in all future dramatic.
forms, For material for thdr plays, ti® Oreek and Japanese
turned to the o0ld storiles which had been preserved by wendering
mins trels,

Of course, 1t 1s disappointing to the lover of the
Japancse culture that, due to lack of nationsl unity, the country
had no Homer as di1d Greece, Another disappointment to the
student of Japanese drama 1s the Gov ernment's suppress.ion of
the drama of the common people while the Greek drasma received
full recognition and encouragement by both the government and
the populagces, In Greece the government amd the people were
practically synonymous vhile in Japan the class distinctions
went to the opposite extrame; this can well account for thse
differcnt treatments afforded these national dramas,

Earlier in this chapter, the writer pointed out that
the most authentic tact concerning the arringement of the pro-
cgram at the City Dionysia was the presentation of three tra-
cedles rfollowed by a satyr play. This arrangcment affords a
comparison beotween the use of the Xyozmon and the use of the
satyr play; for Just as the Kyormen 18 used as comic relief
between the serious Noh dramas, Flickinrer informs us it
"was Aesch:lus' frequent practice to have . the

levity of the concluding pilcce countorbalancing somewhat the
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seriousness of the throee tragedies."l In comparing Kyogen with
the Greek comedy, one finds both forms are described as bavdy
and filled wiph travestiese.

Other similaritiss anmd differences between the Creek
and Japanese drama may already be apparent in this chapter,
but these will be discussed more fully in later chapters of
this paper. 1In conclusion, tilerefare, the writer would like
to point  out one unique contribution of the Japanese theatre
which finds no counterpart in the Greek theatre--Agyatsuri.

The gifts which Ayatsuril has given to Japanese culture and in
particularly to the popular theatre of Japan, Kabtuki, will not
pormit the puppet drams to be forgotten.

1F11@kmger. Qn. Cit,’ p. 198.



CHAPTER III
THE PHYSICAL STRUCTURE AND BQUIPMENT

An 1deal theatre should be successful in meeting the ree
qQuireacnts of the performance and of the spectators; this the
theatre of ancent Greeco accomplished. It did not appear
suddenly in 1ts complete form, but evolved from a simple and
temporary place to the magnificent structures tlat werc equal
to the other gloriles of Greece.

In Chapter II the wrilter traced the origin of Greek
dremas to tho dithyrambs perriormed in honor of Dlonysus. For
these riltuals no permanent theatre was elther needed ar used;
Instead, the chorus performsd around a thymele or altar, and
the spectators naturally farmed a circle around the particle
pantss Even in this simple form may be found the basic parts
of th® flrst permanent Greek thcatres: the archestra, the
thymele, and a place for tho spcc tatorse

Anothor pertinent f{actor which influcnced tho corstruce
tion of the Groek theatre should be introduced here: the
drana of Greece was.a popular and democratlc as well as a

1l

rellgious activity. Vhen the permanent theatres came to be

buillt, thoreforo, tinre was a nccessity for auple room for

" 1the state even providesadmlsslon foes for those who were
not financially able to attends Lauchlan lacLeen Watt, Attic
and Ellzabeghen Tragedz (New York: E. Pe Dutton and Co., 1908) ,
Pe 26,

Sl
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observint. For this reason, if for no other, the Greek
theatre was bullt on a large scale.l

A third influentlal factor in the bullding of these
titeatres is the importance of the chorus., As Greek drama
had 1ts origin in the dithyrambs and phallic songs which were
choral in form, the chorus played an impor tant role in the

early dramatic writingse Upon realizing the importance of
the chorus, one cannot wonder that the Greeks save special
cons ideration to allow adequate space for the actlion of tnis
Ggroup.

The influence of tese factors may be seen in thoe struce
ture of tl» first permanent theatres of Greece., A hilll-slope
near the temple of Dionysus in Athens was selected as ths
site of the most famous of tiwse theatres, and at the bottom
of the slope a circle or orchestra was marked out with a thye
mele In the center. Thus, we find tho physical structure of
the ecarliest Greek theatres ideally meeting the necessities
by providing a good place for dancing, an orchestra from
grcholstral; a place for seeing, a thoatre from theasthac;
and a place for hearing, an auditoriun from audilre,

Authoritios on the Creek ticatre recoimize throee
distinct typest (1) Classic Athenlan, fifth century B. C,;
(2) Hellenistic, fourth century B, C.; (3) Graeco-Roman,

lAccordiz" to Heigh the seating capaclity was 17,000.
A, E, Haigh, The Attic Theatre, rov. A. VW, Pickard-Cambridge
(3rd ed.; Oxfords: At the Clarendon Press), 1907, p. 100.
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second century B, C¢ Delonging to the fifth century B. C,,
the classical Athenilan ticatre holds the greatest interest
from a literary standpoint vecause of 1ts associe tion with
the nster writers of Greek drama, The Second type of thoeatre
1s called Hellenlc, although erected in territories outside
of Greece, due to the great influerce of Greek ar Hellenic
culturce Near the end of the Oreek civilization, the spreading
Roman X eas were incorporated with those of Greece to bring
about the Graoeco-Romean the atres

llany and wmried are the opinions of authorities concerning
tho dates of additlions to the theatre and even as to the
naturoe of the se additions.l The iInvestigator will not bring
out these points of debate, but will try to give a clear plce
ture of the different additions and developments which lmve
mot with the most general acceptance among the authorities,

One of the first additions to the tasic Groeek theatre
was tho skens, a hut usod as a dressing room by the actore.
As plays bean to asppcar about 465 B, Cs which required a
palaco or temple for the setting, 1t is plausible to set the
dato of appearance for the skene prior to that year, Gradually
the skenpe ovolved from an essentlal to a decorative structure.
Approximately In the yecr 425 B. C, a more ornate bullding was
plenned and bullt, a two story building with a firm stone basis,

lFor fur thor information concerning tho differont view-
points, see liaigh's Attic Iheatre, Flilckenger's %ne Gregk
Theatro end ™ s Dranm, or Margarete Bleber, fhe History of
the Greek and Rgman Ihgatre (1st ed.; Princcton: Princeton
University Press, 1939).



This bullding consisted of a long front wall interrupted by the
peraskenia, projecting wings at each side. Space between these
projectins wings and the scats for tho spectators formed  two
entrances called the parodpl whilch were used by the chorus
durin~ a pcrfarsance., Steppins upon treacherous grouvnd the
writer will stend in arreement wilth thcse euthorities who be-
lieve that thero existed a stase, a very low stage called a
logelon, between these projecting wings. DBehind this stage
was & row of columns, sometlme -called the proskenion, placed
In front of the sling, and most authorlities will accept the

statement tit tlhiree doors were set 1lnto tin ?Mol The
sccond story of thls wooden structure was called the gplskenion
and usually represented a palace roof.

Before going into a discusslon of scenery, the writer will
list briefly first the characteristics of tlw Hellenistic
theutres thon the main featires of the Graeco~Roman theatxes,
iellenist i¢c theatre:

(1) A circular orchestra, or an orchectra capable of being
oxtended in a circular farm,

(2) An auditorium slightly larger tlnn a semicircle,

(3) A rectangular gkene usually divided into various
rooms, and with one to three doorwvays in the front
wall of the second story.

levidence of tiree doors In the classlc Athenlan theatre
1s not too strong; jet, 1t 1s falrly conclusive from the statew-

ments of Pollux, thati there were titrce doors in the back wall
and one in oach of the paraskene in the Hellenlstlc threa tre.
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(4) A soriles of pillsrs with panels set between, situated
somo edght to ten feet in front of the skene.

(5) A resultant stage normally nine feet high and about
eicht to ten fect deep, stretchinzg the entire length
of the skene,

(6) An epsskenion or proskenign usually pierced by tir ee
doors, which, as will be seen later, had definite
significances

In tho Graeco~Roman Theatress:

(1) The auditorium for the most part still retained 1its
old form, stretching beyond tho regular semiscircle.

(2) The orchestra, which had been completely olrcular,
was encroached on by the scone-buildings, but it always
romaired more then a semicircle.l

(3) The lowest row of seats usually abutted directly on
the orchestra, although this 1s by no mecans an in=
variable ruléo.

(4) The stage~front was changed and the background elabo-
rated,

The first sconery was the gken: wnich was used to repre-
sent a palacc ar temple; previous to that time tho playurights

had lald the action in some open regione. If we accept tis

lIn many of these theatros the orclvstra 1f carried
round In a complcio clrcle wowld touch wilth its ciicunference
the f-ont of tho scene-bullding proper, tho siage jutting for-
ward for about half 1ts radins,
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words of Aristotle, Sophocles was the first to introduce scene=
painting; however, it was the scene which Aeschylus commissioned
the painter Apgatharchus to paint which started the discusslons
by Yemocritus and Anaxagoras on perspective paintings 4Aa to
the various types, laigh points out that Vitruvius is rather
accurate, according to extant plays, when he divides scenery
into three general classes; traglc, comlc, and.satyricy In
gpealkting of the writings of Vitruvius, Haigh statest

+« ‘the sallent features in a tragic scene weroe
columns, pediments, statues, and other signs of regal
magnificance, In comedy the scene represented a private
house, with projecting balconies, and windows looking
out upon the stage. The scenery in the satyric drama

consisted of a rustlc region with trees, caverns, mountains,
and other objects of theo same kind,l

The art of scenic painting did not remain staticy rahter, as
the importance of the chorus decreased, the scenery bocame
more realistic and elaborate, There was specilal use made of
plnakes, unite of painted curtains or bhoards, which were atw
tached t the gkene or placed on a periaktol, a trlangular
prisa whlch revolved allowing the scenes to change when needed.
One of the most unusual, and some observers might say
moat useless, mechanilcal contrivances of the Greek theatre was
the ekkylkona, a small wooden platform on whoels. However
unrealistic, and the CGreeks did not siress reallsm to ony greet
extent, the elkkyklena had its practical side. The actlon of
Greek plays always being laid in the opean air, there would

13&18&: ope 9.1&,0 » D182
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nuve bueu no way Lo show an effective interlor scene had not the
Pikydlond Duen used,

Of wouter lmportance and mors freguently asszocisted
tamnple after exemple .my be glven from the extont Greek pleys
ol the use of tnw magtune to raelse or lower & Suparns tural
clursobor fium and to the s tage,* the rois ot the Greex pleys
Nuve DwsCuue 80 closely conunected wltn this wmechanicnl device
thoy wse ITogusntly referred to as the deus ex wsechlne, god
O the mamOhine. Yue other Bpparabtus connected with the goda
wat LN Bneodorolyn. Lihe place of the theslorelon in the
dreu. Ghemlle Bnd huw I was manlpulated cannot be agreed upon
Dy Cthe asubhuritivss oue can by safe lu saying, howover, bthat

the thuvdy-vlon was B spuce designated for the Aappesuarance of

For the ssse 9! beliy mplete, thu following, but not
woll-Luown, dov’ces 820kl bDe ment lo,"uaala
‘L) chaplosme - Halsn ssys thl s was prooably a ommon
trap 00T,
val  Sigatelon - A device for lmitabing the sound of thundar.
v3)  Mocaugpsiupelon - Uswd tue lmltating ligntninge
v2) Strponclon - A revelvilg wmcalne used be sxhiblt lead
wrocs Lo he@ven dr deaths at 3es X In A&

b whE were sSROWe

l‘ﬂ.llls'u wentlons these pieys) feage, and <douds, 2p. . clt.

ppe LID-LL6; dalgh oites Lhese sxumplos| Jgmetheus, ndromacne,
bovla, ald “'_xg_ﬁ y e hTa,y e 11«42,

7
*4ll 2f bthese levices are 1l.cussed by ialgn, ope ite,
Pire 2R 7e-dhile
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(5) FRemikyklion ~ Semicircular In shape and guve a distant
view of a cidy, or a person swimming in
the gsn,
in the way of smaller stage leccrations, the Ureeks
used statouea of zods, albters, tombs, benches, and even B rocky
ledges One plece of recalism which the Uregeks wers not averse
to was the use of horses and charlots., Due to the vast size
of the ireel theatre, the use of harses and chariots was
narticularly sulted, Primarily, the horse and chariot was
used only for the arrival of a charactsr who had travelled a
creat distances
Since there is no evidence to the contrary, one may
conclude curtains were entirely foreirn to the CGresk theatre,
ntrances werc offected either by the parodol, doors, or by
some mechanical devices Certaln conventlons are attached to
the wse of the paradel and doorse lor example, in Athens
the parodol on the east indicated a cimracter was arriving
by lend from some Ais tant place, and an entrance frow thoe
west told the sudlience the cheracter had Just come from the
city or had arrivaed by sca, As for the doors, tiw center
door was reserved for the principal charactor; the one to the
ricg:t, for secondary charactors, and the door w the left,

for the lesser charaoters.l
Depending .entirely upon sunlight for illumination, the



theatres were open-air theatres with no roof and used no
unnatural forms of lighting. Playwrilghts occaslonally took
advantage of this matural 1llumination by having the action
of the play correspond to the time of day at which the per-
formance would occur, In Buripides' Iphigenia at Aullg the
gsetting starts with last darlness before dawm and sometime
later the dawn begins to ireak. The rest of the action takes
place in the broad light of day. With the performance starting
early in the day thils symchronizatlon of setting and actual
physical phenomena would be entirely possible.1
The origin of Japanese dAram being Kagura, the writer

will Degin with the stage used Wy this form. XKagura was
originally an entertainment of music and dancing in the presence
of some shinto diety. As for the site of the performances, the
ground or a temporary platform in the open air served as the
stage for these performances. Lombard in telling of the attempt
In 1920 to reproduce anclent forms of Kagura glves us a fair
idea of the primiilve Kagura stage:

At a distance from the permanent shrine had been erected

a temporary shrine of primitive censtruction, with un=

hevn posts and uncolored mud walls, Its overhanging

roof of thateh was supported in front by two tree-trunk

pillars, f:om between which straw-covered ateps led to

the altars The structure, resting directly upon the

ground, which had been bullt up about six feet, was about

elght feet by ten, exclusive of the steps and overhanging

roofs. In front of the steps, to the west, an inclined,
grass=turfed descent led to a turfed square about thirty

Flickinger, op. cits, ppe 224~26,
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fest on m side, which In turn had been bullt up some
three feet from the grnd-levals. From this sguare a
second incline led to the ground~level on bae west,
Surroundlng bthe elsvated sjusre on three sides was what
might be called the pit, some thirty fest wide; and out-
side of this, on the north and south, were crude roofed
shelters for participants and guests of honoure On a line
with the back of these shelters, and sxtending a little bo

the west, the entire ground was snclosed by a bambfo fence,
whichh permitted free obsesrvation without entrancoe.

For the presentation of Kagura at Shinto shrines woday there 1is
a platform or stage which is a permanent part of the sunrine,
ihese HBapyre stages face the shrine, for one must remembsr the
per{ormance 1s primarily for a delty; however, the curtains
enclosing the rear and sides of the stuge are drawn so as to
allow the spectators to obssrve. Lombard has printed a
diagram shown on opposite pape showing the arrangement of the
Karura stage based upon inforrmtion found in a closed cannon
of official Waiznmiya Kagura.

Just as Noh and Kyopen are indevted to Kapura for thelr

the beglnnings of their stage. Since Kyozen 1s used only as
Interludes between the Noh plays, in the following discussion
the investigator wlll refer'to thls stage used by both Kyogen
and lioh as the Noh stages

Ihe Noh stage 1s erected on a platform of highly polished
cypress wood slx metres square and one metre high which 1s

covered by 1ts own roof supported by four plllars; this is
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the acting area, The four pillars supporting the roof have
special names and functions: <Yhe pillar nesrest the bridge
is called the Shite-bashira, First Actor's Pillar, for it is
here that tle first actor begins hils performance. The one in
front of the Shite~bashira towards the audience is called the
Metsuke-bashira, iark Pillar, as 1t is used as a mark for the
actor while performing. Dlapgonal to the First Actor's Pillar
is the Waki-bashira or Second Actor's Pillar where the Second
Actor stands or sits upon finishing his part. The fourth
pillar is lknown as the Fue-bashiraor the Flute Player's Pillar
because the flute player sits beside it,

The back stage, half the size of the acting stage, 1s
in full view of the audience, and here sit the musicians and
prompters, On stage left projects a small porch or verandah
a metre,wide which 1a called the Chorus Verandah, & small
door at the rear of the Verandah called the Kiri-do, or "hurry-
door" is the entrance and exlt for the chorus and any actor
who 1s suppose to have been killed.

On stage right, at nearly a right angle to the back
stage, 1s a corridor about sixtesn metres long and three metres
wide with a railing on both sides; this is the passage called
the hashigakari by which the actors and musiclans enter and
leave the stage. Under the stage and the hashigakarl are
burlied large earthenware pots which give resonance to the

dance, At the far end of the bridge hangs & curtaln of flve
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colours which is 1ifted by two bamboo~sticks to allow the
actor to enter the hashigakarl {rom the dressing :t:*'oorrzs..:L

From the ground plen on the opposite page one can
readily see that the stsge is so constructed as to project
into the audience and allows spectators to sit on at least
two sldes to view the performence. 7The plt, a space covered
with pebbles, prevents the stage and audience from becoming
one, Three pine trees placed in the pit bLeside the bridsre are
used to help the actor mark his place as well as being symbols
for heaven, earth, and humanity. The staircase descending
from the stage into this pebbled space has not been used since
the feudal days of the Shogumate. The box facing the staire
case 1s the seat of honor and through 1ts bamboo screen the
linperor and dmpress’watch the command performances just as
did their predecessors in the feudal times,

Except for the paintod board of the back wall the
fioh theatre uses no scenerys Occasionally a framework may be
used to represcnt a boat, or four posts covered by a roof may
ropregsent a houses, In thils symbolic drama a fan is used as a
Imife, a dipper, or a Lrush; a few branches may become a

forest,

The influernce of Ayatsuri on the Kabukl theatre is very
obvious, It seems unjust that the offspring, Kabukl, should

lThis 1s the only curtain found in the Noh theatre,
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consume 1ts parent, but this is figurailvely what Kabukl did
to the Dolletheatres, Kincald tells us:

Hot only the plays, but the aecting, stage furmiture, and

costumes of the Uoll~theatre influenced Kabuki,

" Tée éeciiné oé tﬁe 5oli-tﬂea§re‘wa; dﬁe %o %he'faé

that Kabukl took everything the dolls had to offer, and

made such a poor return the doll-stage began to starve.l
From this one may correctly deduce timt 1t would be repetitious
to discuss the theatre and stage of #yatsuri and then Kabuli ;
therefore, the writer of this thesis will teke the liberty
of referring in this chapter only to the tihzatre of Kabuki,

In the days of O-Kuni, performances were given at the
dry river beds of Kyote on a roughly constructed platform in
the open=airs. Yvidently the theaire used by O-Kuni was en-
clogsed by a bamboo fence and had a drum tower built in front.
This drum tower called yajura was a small squere platform
which supposedly resembles a castle tower with a battle drum,
Thore was no roof for protection from the weather, and the pit
being of buaten earth made 1% almost a necessity for the
audicrce to have indlvidual straw mats., These early perforances
required no permanent structure, and it was not wmusual for
O=Kunl to perform upon a temporary stapge erected for the use of
loh players.

With the growth of Kabuki, the need for a permenent

theatrical structure was seen, and about 1620 thelocal au-

lkincaid, gp. git., ppe 151-152,



thorities of Kyoto gave permission for seven Jagura to be built.
in Osaka there were several falrly large theatres, and in 1624
Kanzabure Nakemura opened the Nakamura fheatre In BEdo which
is now lokyos Other similar structures such as the Miyako-za
snd the Hurayuma-za {ollowed,

Because of a play within a play a faithful prescrvation
of the early MHursyamae-za may stlll be seen. Resembling the
Noh theatre in almost every respect, the stage is square with
thne musiclans kneeling at the back and the temple~like roof
over the stuge supported by the traditional four pillars, A
stuge at a right angles Boxes hung with fine bamboo curtains,
used by the aristousacy, look down on the stage from left and
rignte Kinceld says this early theatre "was in all essentlals
Like thut of O-Kuul Kabukl sxcept timt 1C was of a more per=-
manent congtructl one nl

In the eavly purt »f the eiphteenth century, an affair
betwesn a fulr court member and an actor at tho Yamamura=-za,
caused the authorities to place strict regulations upon not
ouly the actors but costumes, propertles and theatricel con-
structlon as well. 1he theatres were cmnged from twow-s tory to
oue-story sbtructures thus eliminating the suspended zallsries
forucriy used by the high-class playsoers, Bven the material
used for bullding the thiatre was less subabantlal than before;
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however, as compensation mahy changes came about, Drop curs
tains as well as drawm ones camc into use, the hasigskari gave
way to the hanamichi or flower way,fi end large stage fvrniture
began to be used fa the first time.

One of the most notlicable changes which took place towards
the midile of the eighteenth century was the change in the
stare 1ltself, JLue to the need for more space, the two front
pillars vere eliminated which necessarily brought a change in
the stage roof. Not wishing to eliminate the roof complstely
vecause of the religlous symbollsm commoected with 1, the
theatre people had the roof represented in relisf projecting
over the proscenlum. This being done, no further use was found
for the back pillars, and the stage took on a new form,

Some color prints done in 1771 show that the Kabukl
theatre had lost all resemblence to its square origing the
stare ha! become long and ran parallel to the audience. The
pictuires also show two hanamlichil, one large and the other small,
rising above the heads of the audicnce which 1s characterlstic
of the Kabuki theatre today.

What caused this increase of spaclousness on the stage?
It was the Doll-theatres, for in the Ayatsurl smple room was
neecded for the complicated movements of the marionettes, the
doll~handlersa, and for the property men and scene~shifters,

One of the most unusual mechanical devices borrowed by

J'Similar to the Noh hasigakari except for 1ts position
in relation to the sudience,
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Kaouki from the Doll-theatres was the revolv ing stage which
allowed for varied and rapid changes of scanery, This 8tage
allows Tor three, sometimes four, sets of Scenss, Turned only
a Jjuarter it provides an exbtension of the scene) bturned halfw-
way, an cntirely different scene is revealed., {his apparatus
is a crodlt to the Japanese themtre not only because it 1is
lorpely responsible for the beauty of Kabukl setbtings bubt also
baecause it was In usse in the Orient a huwndred yesrs before 1its
appearance in the West,

Asg 1n the 3resk theatre, the Japanese Kabultl made ox-
cellant use of trap doors for entrances and exitss To a man
named liagsegawa Kampel mgoes the credit for the inventlion of these
contrivances which caused bulldings to rise in the alr and trap
door disppearunces. Jthere are even means for providing for
shuori, alr-riding feats, when a char acter suspended in mid-
ailr moves across the stage.

Near 1800 there was a period wien the stage settings be=-
cane very realistic and elaboates In one inscance the interior
of one of thoe ~reat halls of the Imperial Palace at Kyoto was
reproduced on the stage; however, the authorities proteated and
nlaced restrictions at thet time upon the extravagunce of the
thea tres. lenceforth, only tho essentlals were used, and it is
this simplicity, tasie, and style which has become characterlatic
of the Kabuki settings. Kincald gives a clear picture of this

1a11 changing of scenery 1s done by the kirombg, a man
clothed entirely in black, in full view of the audiences The
curtain 1s never closed after the performence begins until the
last plece 1s finished,
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statenment when she writess

it is doubtful 1f on eny other sta%a in the world can be
vieved moro clarning effiects achleVved by such simple

means, A red lacquered bridge over an iris pond, and

the characters in Eicturesque combinations of coloursg the
sof't greys and whites of a snowy scem, ard in the cenire an
ancient cherry tree in ifull bloomj the lonely campfire

of a begsar in the mountains, a castle moat in the moone

light; a asingle fantastlic pine by the seashore, ars some
of the familiar Kabuki scenesel ° ?

Frequently the Kabukl stage is almost plain and for the most
part, symbolice In the play named "Suzugamori" when the cur-
tain is drawn back therec is a kuromaku, a black curtain, which
symbolizes the dark night. 4t the right and left a two-fold
screen called yabudatami made of bamboo and bamboo twigs repre-
sent a bamboo grove. The namita, a board on which are painted
waves, symbollzes a sca, At times in place of the namita
a whilte curtain palnted with blue waves is suspended from the
gallery.
No restrictions are placed upon the decorations of the

Babuki stage today, Varying from the simple to the ornate, from
the single room in the small cottage of a farmer to picturesque
interior of a mansion, the Xabukl has come to recognize no
limits as may Le seen in Kincaild's elaboration:

The producer has taken the main room of a Japanese dwele

ling for his model =« a straw-matted room, sliiding screens

for background, a severely plain apartment; for 1ts sole

deforation, an alcove contalning a hanglng plcture, Le=

fore which stands a vase of {lowers or object of artse It

has not been necessary for him to knock out one side of

the housse in order to ellow the audience a view of what is

passing within. The Japaness room being open to the out-

s%de, ‘forms an admirable setting for the action of the
plags,

1K1nca1d,_ 29_. _q;,g. s Ds 29,
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depicting of earthquakes and a mension collapsing under the
repeated shocks, Lhe bullding sinks down, and ths hero crawls
through the roof surrounded by ruin and desolasion. Lven in
creating violent snowstorms, typhoons, and fires, Kowuki holds
its owne.

Ag far the small propertiecs of Kabukl, imitatilons will
not do: true arts end craits of Japen are used, On the stage
are theo lanterns in all shapes and aizes, oll~paper umbrellas,
vases, hanging pictures, tall candle-stlcks in brass or lacquer,
chests, cups, swords, helmets, lacquered tables, and Budchist
Imagscsa,

Seer: nzly out of place in this discussion may be this
montion of tie Xabull horseo; however, the stage horse is so
muelr o cayvention of the Kabulki theatre thnt it may be considered
under svape properties, This horse for several rcasons is not
the actual anl . al, bui two well-trained men in a realistle
coztumo, Larlior in thls cimpter tho wrlier made mention of
tho droek's use of roal horses and charilots. ot only because

= but bocause of

of tho small size of the Japanease the atreo
drammtic action assignod to the EKabuld horse woald 1t be unwise
Lo usc & 1ive animal, The danger of a real horse upon the
henamlchi in the midst of 1litkle boxes crammed with gspectators
ia obvious. The following actlion froz the music play, "Omori
Hikoshichi", 1llustrates the dramatic ation performed by the

Kabultl horse:

lEven today the larpest Kabukl theatre has a seating
capacity of only 2,200,
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then the entire theatricel structure was roofed Wy the

iJl

Japanesc, Rising one afterthe othory the seats provided for

the Uroek audience were sitone benches built on a hillslope

with the first row sore time touching upon the archesira,

Farlicst theatres of Japan provided individual grass maets

wirlch were spread upon the ground; and later, al though the

iloh thestre came te provide benches, the Labuld and Avatsuri still
make uso of mate within the 1ittle stallsy Always the audience

is aeparated from the stage by a small designated space usually
covered with pebvles.

Wherce in the CGreek tlepatre cun one fRd a counterpart
Tor the hasigmakari of the Noh and the hanamichl of the Kabuki
theatre? Yhe use of cuwrtains was unknown in the Greek theatre,
but in Japan all but the carllost thea tres make use of curitains.
In even the earlicst deys of Japanesc drama, coremonial rituals
lield at twilight or later had lighted lanterns and fircs to
illuminate the stage; and today In some of the Kabulkl theatres
tho anciont practice of using candles is preferred to
clectricity,

True, some simllarities do exist, and these should not
be slirhteds The relhtlon of the audien® to the stage prove ine
toresting in thet both theetrss hadspectators seated on more
t an ono side of the stage as found in the conventional theatres
of the Western worlds In the Greek theatres the audltorium was
always a peml=circle and in some instances extended somewhat

past a semi~-circle, Although the basic patterns of the Japanese



theatre was square, spectators were afforded a view of the
stage from two and possibly three sides,

Scenery in the Creek the atres was slight and gimple as
s true of the scenery of the Noh theatress on the other hand
Ayatsuri and Kabuki scencry varies from the simple to the exe
tremoly elaborate, The machivery of the Ureeks for use in
dramatic periormances was not only squaled but surpassed by
the laventions of the Japanese craftsmen, Particular attention
should be glven to the use of the mochene among the Greeks and
of the shunori among the Japancse, DLastly, one must note the
Japanese innovabtion of a revolving stage was not only absent
in the theatres of ancient Greace, but its possibvilities had
been overlooked by the theatres of the Occldent a hundred

years after its initlal use in Japane



CHAPTER IV
DRAMATIC THEORIES AND STRUCTURES

Any complete discusslon of Creek dramatic structure
must, through necessity, include the theories of Aristotle,
the first preat dramatic critic, as set forth in his Aps
Pootica. DBased upon a study of the previous dramatic wriltings
of Greek playwrishts, Aristotle's thecry encompasses the main
ideals sought after by the CGreek playwrightsql

Tragedy « +« s« o 1s an imitatlion of an action that is

serlous, complete, and of a certain magnitude; in language

embellished with each kind of artistic ornament, the

several kinds being found in separate parts of the %1ay;

In the form of actlion, not of narrativey throuch plty and

fear effecting the proper pursation of these emotlonse®
From thls definition of tragedy by Aristotle, one sees that the
plot should be serilous, complete, and of a certain length;
the language should be artistic and appropriate; the form
should be dramatic; plty and fear are the proper emotiona to
incite in the audlence.

In meeting the requirement of serilous action, CGreek

playwrights turned to mythology, legends, and history for
their plotse Though not condemning this practice, Aristotle

polnts out that famillser plots are not essentlal; and he further

1'I'his does not necessarily mean ths early Greek playe
wrights followed all of {these standards,.

2
Aristotle, op, clt., 1149b 24, ps 234
856
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advises that the poet "snould be a maker of plots rather than
of veracs™,t

Unity of aection is nesded to make a plot complete, and

this unity may be achieved only when the poet leaves oub all
unneecessary materia1.2 Furthermore, of the two types of plot,
gsimple and compl: x, Aris totle accords more artistic merlt to
the complex. This complex plot involves elther reversal or
rocognltion or both which "should arise from the internal
structure of the plot, so that what follows should be the

necessary or probable result of the preceding actione"d

Concerning the mammltude or langth of the tragedy,
Aristotle makes no rigid limitations. True, bthe plot should
not be so lon:y that the memory 1ls unable to retaln 1it; but
nainly the length should be governed by the nature of the
drama alluwing for a change of fortune from good to bad through
a natural seguence of eventa.

In further explaining the term "embellished lenguage"
found in the definltion of tragedy; Ariétotle asserts, "I
mean lanpuage into which rhythm, ‘harmony', and song anter";4

that is, poetry. Aristotle's preference for the use of lumbic

libid., 1451b 25, ps 37.

gThe theory of unity 1s referred to frequently as the
theory of the three unities and has had great influence upon the
dramas of the classic playwrights of France and Italy.

SAristotle, gop. cit., 1452 a 15, ps 39s Aristotle
further clarifies the meaning of reversal to mean a verse in the
action and of recognition to mean a chan-e from ignorance to
knowledge,

“Ivia,, 1149v 25, p. 23,
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meter over trochaic tetrameter 1s indicated when he first speaks
of the "grotesque dlction of the earlier satyric form and the
stately mamner of Tragedy" and then points out tizt the iembic

had replaced the trochaic tetrameter of the satyric ordergl

At a later point in his discussion, Aristotle does admit the
need for trochaic tetramster when he statess
e+ ¢ o+ the iambic and the trochalc tetrameter are
stirridﬁ measures, the la tter being akin to dancing,
the former expressive of action.
ilany references to dlctlon, the metrical arrangement of words,
are found in the Pgetics. According to Aristotle's theory
perfection of style is rcached through the use of not only
current or 'common' words but of metaphors also. The current
words make for clearness, and the metaphors glve dignity; thus,
perfection of style is described by this critic as being R
clear and dipnifled style.
Oricinating in simple choral odes in honor of Dlonysus,
Greek tragedy developed into an elaborate dramtic form, "pro-
senting all charzcter as living and moving before
uge "o Aristotle, listing the parts of tragedy, specifies the
following five divislons; (1) Prologue, (2) Parode, (3) Eplsode,

1ibig., 1349 & 20, p. 19,

®1bid,, 1450 b 35, pe 93s

5Iv1d,, 1448 a 20, p, 13.



1 Rarther explanations by

(4) Exode, and (5) Stasimon,
Aristotle indicate that the Prologue indudes all of the play
preceding the Parode which, in turn, is explained as being the
first undivided choric part; the Episode cornsists of the parts
between choric soncsi the Exode is the part of tragedy which
18 not followed by a choric ode; the Stasimon is a choric ode
not wriiten 1n anapests @ trochalc tetrameters. Most Creek
trapedles are divisable into these five parts.2

The last part of Aristotle!s definition of tragedy which
deals with the "purgation®™ of pity and fear has frequently
been referred to as the theory of katharsis,S Specifically,
Aristotlo tells us, "pity is sroused by unmerited misfortune,
fear by the misfortune of a man like oupselves."4 Apparently
contradictory is Aristotle's statement, found in another part
of the Pgetlcs, in which he declares that tragedy must repre=
sent men as better than they really ares” The following exw

lanation by Butcher brings these two seemlingly incongruous

statanents into accords

1
Iblde, 1452 b 12, p. 43,

[»)
“Exceptions are cited by Flickinger, gpes city, p. 2908,

S
, S. H, Butcher, Aristotle'g Theory of Poetry and
Fine Args (4th ed.; Londont Macdillan and<c§;:251Miteds 1932),

DPe 242~58,

4hristotle,‘gg. clte, 14563 a 5, D+ 45.

SIvtd., 1448 a 16, p. 13,



« + we arrive at the result that the tragic hero
is a man of noble nature, like ourselves in elemental
feelings and emotionsy 1dealised, indeed, but with so
large a share of our conmon ?umanity as to enlist our
eager interest and sympathys
Further limitation of cheracter 1s set by Aristotle when he
assures the student that pity and fear may be aroused only
when the tragic hero is "a man who is not eminently good and
just, yet whose misfortune is brought about not by vice or
depravity, but by some error or frailty.“g
There 1s one quality which Aristotle cmsiders the

deciding element in bringing a story from the realm of his tory
into the rcalm of poetry =~ universaliiy., This quality is ex-
nlained in Aristotle's own words:

By the universal I mean how a person of a certain

type will on occaslon spealt or act, according

to tge law of probability or necessity .

S0 luportant has this quality becore that odey it is cone
s idered as a basic requirement for great arty and in the fol=
lowing statencnt by Butcher, one finds the opinion of many
authorities expressed.

All great poetry and art fulfil this law of universality,
but none perhaps so perfectly as the poetry ard art of

the Greoks, 4

lButcher,:g_B. clte, pe 3174
®aristotle, op. glt., 1452 b 30, p. 45,
SIbids, 1451 b5, ps 35,

4.%?.‘.%‘1;9!}61'.» ODw m.} pe 330



Such, then, are the general siandards for Greei
tragedies as set Corth by Arist otle in Ars Poetica,
tarlier in the @scussion of Aristotls'!s theories,
mention was made of the use of myths, legends, and history as
sources of material for Creek playwrights, If the story
of Phrynlchus 1s authentic, the use of contemportry history,
unlegs adequately disgulsed, was definltely discowagud*l On
the other hand, only one example can be glven of a btragedy
based oentirely on {flctitlous incldents and cﬂaractera.2
dogt UOresk playwrights restricted their subject matter
to the stories of only a fow familiea.s Variation, therefore,
had to be socured through the interpretation of these storivs
and throuch the intermlxture of diffsrent dramatic ecimigues.
This practice may best be 1llustrated by excerpis from Watt's
discussion of the threse major Ureelt tragedy writers, Aeschylus,
Sophocles, and Buripidest
Aeschylus had dealt with the big guestions of the heroes
and cods, and the relatlon of man to theses +» & «
Sophocles dealt wjth humenity, its outlook, and its romew
dicse o & » oF He (Burilpides) seems to create a dra=-
matic situation of overmastering dAifficulties, shows a
soul entangled in the wiles of the gpdsy and then, in a
half-peo tulant mood, and with a dash of scorn, drags in

the gods tg pull apart the difficulties which themselves.
have made.

Watt also attributes to Aeschylus the inltial use of a tragle

1p heavy fine was sald to have been placed upon
Phrynicus because of his play, Capture of Mlletus, and the play
was probibited by laws Halgh, ope cilbss Pe Tle

SAgathon'a Antheps.

. 3Flickz’mg;er mentions Oedipus, Orestes, lleleager, and
'l,hyestea: ope clt., D 1844 Aristotle has inéluded Alcmeeon
Telepus; ope ¢ity, 14635 a 20, p. 47,



style dictlon, rich and e avy, which was usesd by otha Greck
gritors untll thetime of Buripldesy 5o Sophocles Watt gives

credit for wrilting dramas of one Ilndividual Interest not dew

pendent upm trilogy sequancess and to Buripides credit is

62

given for a new speech fllled wl th i1diomatic dialogue as well

as many archalc phrases,

Congldering that the best of the extant Orsek dramas

were based upon the same stories, the writer is not surprised

to find the same geneml motives appearing in the writings of

the various Greesit playwrighig.

Listed here ars a8 fsw of the

reneral motives and conventions found in certaln Gresk plays:

(1)

(2)
(3)
(4)
(5)

(6)
(7)
(8)

(9)

The Vendettm law or revenge by blood kn ~- Aeschylus'?

the Uhoephorase,

Influence of the dead ~= Aeschylus' The Chogphorae,
iother love -- Aeaschylus'! Amamemnon,

Atonement for sin possivle through sufferlugy =
Aeschylua' Agamermon,

Insanlty == Aeschylus! Agamemnon,

liogpitallty as a virbtus =- Aexchylus' "he Supnliants,
Sins arainst parents punisheble in the lower world =
Aoschylus' The Humenides,

Pollution by blood demends purification == Aeschylus'

Ihe Bumenides,



(10) Cods on side of Jus tlce == Sophocles! Mectra,

(11) Infidelity of & wife =« Sophocles! Hlegtra,

(12) ™arisnl for the dead -~ Sophocles! Antinone,

(13) Infidelity of a huskand w= Buripldes! Electra,

(14) Love of country -- Buripides' Iphigensia at Aulils,

(18) Sacrifice of loved one for country == Furipldes!

Iphigeneia at Anlis,
(16) Self-sacrifice for love of country == Huripides!
Iphigenela at Aulis,

(17) ‘'‘he ennoblemont of a common man ~- Buripldes! ﬂegtra;l
then the works of a poet were presented et the City

Dionysia four plays were included; three tragedies amd one

satyric dramas If the four plays were written on different

aspects of the samce general tlheme, the term btetralogy was

applied %o themy however, 1f the satyric drama was based on a

different toplc than the trapgedics, the tragedles were referred

to as a trilogye. Only one trilogy 1s extant and no t@tralogy.g
Comedy is not dilscussed as thoroughly by Aristotle in

the Poetlcs as is tragedy; however, many of the principles set

up for tragedy mey also be appliled to comedy and other priaciples

of comedy may ba implled in Aristotle's statoments.S Attri-

lBased on discussion of Creck tragedles by Watt,
.QE- cll,

RF) 1ckinger, ops cite, pe 198,

Sa ienghthy discussion has been done by Lane Cooper, An
Amstoge%an Theory of Comedy (New York: Harcowrt, Brace end
Comipany, 1022) .
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ophy of arte Miyemori tells us Seami's philosophy of art may
be erpressed in two words, "mimicry" and ylizon or "graceful®.
In a Tfootnote Miyemori quotes from A New History of Japanese
Literature by Professor Tsutomm Igarashi:

“dren nowadays significs "abstrusencss” or "mystic”:

but from his use of the word in his treatlses it s

evident that Se-aml intends by it "graceful" or "becu=

tirul',
Turning to another source of infamasion, Suzlki's Nogalm,
Japanese N§ Plays, one finds timt in the days of Seami yfsen
meant refined taste in ;jeneral but later took on a decper meaning.
in acting ylgen has come to mean "identification of thought
and action®"; that is, complete ldentification of the actor
with the role he ia playing};.g ter in thls same writing Suszulki
sives 8311l another explanatlon of ylmen: "Yupen is the splrlt
which makps 1ts complete expression in beasuty."® This last
stovenent closely parallels the interpretatlon of ylOgen given
by Professor Tsutom Igarashi.

Closely related to yiren 1s ylkpwhich "makes us

blind to all illogicalitlea™of the Noh plays. A third term
used by Seami 1s kural which the investigator interprets to

mean & unlty of mood since Suzukl refers to kurai as "en

1Ibide, pe 16, ne Lo
zsuzuki, oRe Cltes De 530
S1vid,

4Ib,1d,, Pe e
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emotionel quallty or atmosphere".l 'St1il arother term credited
to Seaml 1s ran=-i or "free expression of spirit",<

Returning to Seemils philosophy of art; one finds this
fur ther explanatlont
Art consists, according to him (Seami), in the harmonizae
tion of the imitation of nature with graceful taste, or;

in other wordg, in a harmonious combination of reallsm
and idealism,d

Seaml was not alone in his theory of what constitutes art, for

another Japanese writer, Ohikar'natsu, of whom mors will be said

later, is quoted by Miyamori:?
Avrt lies In the shadowy frontiers betwsen reality and
unrealitys o Painting and sculpture are arts
because, while they alm at depicting real things, they
cortain somebthing wnreal. + o« « o The same is true
of dramaj while afming at reality 1t nevertheless 2011-
tains something contrary to the nature of reallty.

Noh plays are short one-act plays usually censlsting
of two scenes and combining music, daming, and poetry into
harmonlous unity. DPased upon their appeal to th» aenses these
orthodox Noh plays of two scenes may be divided into two groups:
(1) those concentrating on sishit, (2) those concentrating on
hoarings In thils first group the dance performed by the First

Actor is placed in the second scene, and 1t bhecomes the central

linia,

22}22@;': Pe 35

3 L
Mimri' ksl m;, p.16¢

4Ibid., pe 47
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intorcet, If, on the other hand, the chorus singing recelves
the enphasis, the plays would fall in the second classiflcation.
Upon furhor invesitimation one finds two forms of chorus singing;
Hai-guse and I-guse, Althouzh dancing is performed in ths
Malsguse, it 1s not the center of interest) and in the I-guse the
Actor sits in the middle of the stage without stirring during
the diorus singing.

There are some Noh plays wrltten In cne scenei primarily
these are the plays termed the Farthly Plocesst Treating the
theme dramatically and having the dlalogue ccecupy an important
part, these ascenes make little use of the dence wing 1t only
%o add interest to the action,.

Tho same general plan is followed in each play: there
1s a narration of the misfortunes of some hlatorical or fic-
titious horo or heroine, and this is followed by a sermon

1lled with religious teachings, According to the various sube
Jects denlt with, the Noh dramas are divided into six groups:

Q
(1) Yhe UYod Plece which has soumething to do with the “hinto
godoy (2) The Battle Plece where the spirit of a dead warrior

generally appeerss (3) The Woman Piece in which a women is
naturally the chief character and the motive 1s generally love
and more specifically, mother; (4) The lunatic Plece where the
chief character 1s insane; (5) The Barthly Piece which deplcts
cus toms and manners; and (6) The Last Piece in which demons’

and animals play a prominent part,

1For further information see p» 18 of this chapter,



Por material, the authors of tiwse plays turned bto
Jopanese historys myths, and folklors, HNaturally, when ohe
recalls taat the Noh devoleoped under the patronage of the
ralligions, it 18 not surprising to find bhe plays saturasied with
Buddhis b and Shinto $eachings as well as mythologys Shinto
influsnce 1s sean in the amphesiz placed on the shrines and
vlslis to She ghrine as well as Ghe practice of naving gods
talte the form of a man, Predominatoe in the Hoh plays arsc
the £ollowing Puddhist beliefs: (1) the laterpenetration of
the two worlds; that 1s, a nerson who has dled can returng
(2) the consoling of the dead by reading a subra, prayer, and
thus enablins him to achleve Buddahood; (3) all may attain
raddhahood, =ven plants, Wreecs, and anilmals, Including evil
belirs such as demonsi (4) thio oneness of all living beings
an’t Puddbay (5) the belielf in the Pare Land and the high virtue
in reclting the Nemmtsuy (6/ the mercy of Avalokitesvara,
popularly called Kwamon, and other Bodhisattvas-l

Written partly in prose and partly in verse, the
Yoh plays have dlalopgue, monologue, and many heautiful descerip-
tive pussages. Illstorlcal references and Buddhist quotation
have permeated the prose end poetry, end it is not umusual to
find entire passages {rom earlier writings inserted in the
Noh play. Beatrice Lane Suzuki has gilven rather idealized

analysla of the language of Noht

1Ih1g 11st is based on the dlscussion by Suzuki, gp. cit.,
DPe 50«45,



Japenese poetry is a kind of blank verse in an alternae
tion of phrases made up of five and seven syllables each,
The rh:,rt‘mi s ghat of 5, 7y S5 T,.7, making 31 syllables
in all. The Mo wording is made up of a mixture of poems
in this form with prose, kotoba, but the kotoba of the
Japanese NO is not like ordinary prose, for it has a
chant of 1ts own, The poetic part of the N5 composition
has irregularlty, and 1t is this very irregularity which
rives it 1life end vitality. The repetition of an enbive
lire Is frequently done, and this, prolinging the emotion
of the hearer; is often very effectlve,
Frequently lost in translation is the characteristlc of a
clever play on words, Most of the loh plays are written in
the coloquial languege of the Kamaltura Perlod (1186-1332),
but occasionally the dlalpgus and monologue becoms represenw
tative of the lyrlic and eplc poetry of the latter half of the
Heian period (‘?94_--1186).2
In meneral the program for a loh performance will conw-
slst of I"ive Noh plays alternating with three Eyogen. There
is no set rule for the numbor of plays, but their arrangemmnt
is poverancd Hy a theory lmown as Jo, la, and X3 W3 Jdo steands
for tie initiasl part of the progrem and theory proclaims it
rmust cousist cf a solexm and powerful plece; ha ls the middle
and lonrest part of the program snd must be sxecuted finely
and delicatelys; Kyu, tho finel part, must be brief and rapid.
4 closer look at thisg theory will show thnt 1t is not without

1Suzuki, ope cltvy De 82 Dy

2M:i.;yamor.’«.', one cits, pps 11-124

51, Nogemi, Tourist & brary, Vols II, Japanese Noh Plays,
(Japan: Japenese Government Hallways, 1934), pps 4k=43s -
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> (God Plece and the Battle Plece meke up the Jo which

&

logic, Th
13 by nature solemm aml powerful, During tre IHa part of the
program nay be seen the Woman Plece, the Lunatic Plece or the
Revenge Piece, end the Earthly Pliece, The Woman Plece usually
requires an eeathetlie dance to be performed which 1s the central
inter st of this play, In the Imnetic Ploes delicacy and roe
straint are obviously needed, As for the Barthly Plecs, being
more roalistic than the others, it iz treated in e comparatively
drematic way while the other grows are elilrear eplic or lyrical,
A7%er such an interainable performance the audience's attention
will 8t11l «e rapt 1 Xyu is executed properly; and as the

last pleco deals with demmns and animals, 1t can easlly reach

a morc rapid tempo. Tho alternating of the Kyogen with the

doh plays 1s not only cusitomary, but acts %o relleve. the
amotlonal strain of the Ngh.

In abrupt contrast to the Noh dranas are. the Kyomen,
one-act comlc interludes, For mmterial the authors use fairy
tales, common happeninss of everyday 1ife, or write a witty
gagire on numan fallings and sociall evilse On the whoie, the
Ayogen consists of burlesque actlon and verbal travestios,
Completely devold of narretlve, eplc, and lyrical slements,
the Kyoseh is written in dlalogue and monologue in the collow
quial languase of the Muromachi.l’eriod«.l

The following contrast of Noh and Kyogen should leave no
doubt as to the differences between these two dramatic forms:

3

J‘Miy’amorl. ope glte, ps 18,
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In the o the theme 1s selected for its beauty, heroism,
romance, a pathoss the characters are usually renowned
princes, cowt 1adies, ard warrlorss it stands for ose
thetic delight, moral elevation, end religlous ccntem=-
plation, The ﬁ;ogieg is always worldly, and frivolous;

its principal aim is to inclte a mighty laughter over
trivial thingse It chooses for 1ts characters a daimio
who is preposterously foolish, a guack doctor, a swaggering
samurai, or a priest whose prayer never brings results

1t does not hesitate to use a god of fortunme or a devil,

or even mosquitoes, end make tham talk and quarrel like
peoples 1t is especlally successaful in deplceting, though
In caricature, the ,1ife of the wmmonalty, the peasants
and the town folke+ ’

To attempt a discussion of the drama fo the Ayatsuri

without incorporating a dis cussion of Chikamatsu Mongzaemon,
the Japanese Shakespeare, would be impossible; for as

Chikamatsu developed his writing powers, so did the puppet
dramas rrows Beginning as a writer in the Kabuki theatre,

Chikamatsu, with other sakushas, was no more than a slave

for the actors who dominated the theatrical world of Rabuki.
AL the age of fifty-one, however, Chikamatsu left the
Kabuki theatre and devoted his talent to Ayatsuri or Joruri,

The first attempts by Chikamatsu hardly deserve the
name of drama, for these were either awkward adaptatlons of
the Noh plays or tales with scarcely any dramatic construction
written in imitation of the old Joruri. In the year 1686,

however, Chikamatsu's historical drama, Zhe Succesgful Kagekiyo,

was performed; and it was this play which brought about a
complete chenge in the old style Joruri. Diminishing the
musical element s and proportionately increasing the dialoguse,
Chlkematsu caused the dlalogue and action of thecharacters

Lovata, gpe gites ps 103,



and the development of plot to become of equal importence with
the lyrical elementse

The second step in the devalopmentAOf the Ayatsuri
drama came in 1700 -‘with the appearance of Chikematsu's first
domestic play, “he Woman's Hapakiri at Lons Street. Just
three years later appeared The Love Suilcide at Sonezaki, a
play dealing with the double~suilcide of young loverss Thus,
within the sptuce of three years, Chikamatsu Instigated the
use of two new themes for the Ayatsurl dramai the domestic
play representing the joys and sorrows of middle~class peopley
and the shinju-mono, & play of love sulcildes

The audiences of Chikematsu's day considered his
historles to be better than his domestic plays. Giving him
excellent opportunity to utilize hils anple Mnowledge of
Shintoism, Buddhism, Confucianism, and of the Chinese and
Japanese classlcs, these histories embody a wlde varlety of
subjects such as, Japanese myths, the great persmages and
Important eventis of Japanese history, ghost stories, and
numerous Chinese personases of history, Laying the streas
upon unexpected developments, Chikamatsu hed a tendency to
subordinate his characters to plot which resulted in thelr
"being unreal and superhumsn In their abilities,

In regard to the domestic plays, though the events
are common and the characters taken from everyday life,
individual perscnality 1s sometime absent. Miyamorl, however,

points out that these domstic plays "are in general charace
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torlzed by unity of action and often .even by unlty of time
and place, and above 8ll by just delineation of fundamental

human traits,?d

Due to the careful consideration which Chikamatsu
gave to the 1mportamce of msic in the theatre, a reading of
his plays fails to glve a complete understanding unless one is
familiar with the performences, Evaluating the style of Chika-
matsu, dlyamori has this to say camcerning his use of language:

liis rhetoric, which matures to 1ts finest point every
element of melody and variety inherent in the Japanese
tongue, is amazing, Hls sentences, although for the
most part in verse, are a highly skillful union of clase=
sical and colloquial styles. Alliteration, metaphor,
simile, personification, an imperceptible modulation of
the last word or words of a dlalogue Into song, fre-
quent use of related words, pivot words and plllow words,
nay of all the varletles of word-play, a delightfully
casy Introduction of classical songs, poems, and Chi=
nese coupluts, “Yonfucianist sayings, Buddhist hymns,
lovely passares from N3 plays, folk-songs, maxims, and
proverbs =~ all these graces combige to make his genw
tences perfoct gems of expresslon,

Although hls plays were for the most part written in verse,

they werc quite understandable to even the uncultured., HNot
overlook'ng the faults of Chikamatsu's writings, Miyamori
continues his evaluation by pointing out a frequent sace

rifice of sense over sound to secure euphony; and though praising
the playwrisht's wit and humor, Miyamori accuses Chikamatsu

of abuse when an 1llusion 1s troken in a pathetic passage by

sone humorous vulgarity.

Not only did Chikematsu have profﬁund influence upon .

llbidqg Pe 48,
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Ayatsurl, but the Kabuki theatre, in borrowling from the pups

pet drama, took possession of most of the playwright!s works,

From the simple dancing of a young maiko reciting a
addhist sutra, Kabuki hes developed into an artistic play in
which a classic story i1s enhanced by singing and dancing, Not
until the suppression of the female stage was effected did tis
Kabukl drama make the radlcal change of including the presentae
tion of a story.

All Eabuki plays may be classified into one of the
following types; (1) Aragoto, (2) Zldaimono, (3) Sewamono, and
(4) Sogogotos The Aragoto plays are of Kabukl origin consisting
of one act dealing mainly with a spirit of hero~worship, and
characterized by exaggeration with no plot and giving the actor
a chonce to display great skill in dancings 2Zidaimono 1s the
name applled to Kabukl historical plays, and most of these
plays have their origin in Ayatsurl., One restriction should be
pointed out at this point! all historical dramas were form
bildden by the government to represent actual events of history
but thoy could use famous persons, Although these plays in the
original had as meny as eleven acts, when performed in the
Kabuki theatres usually only one to three acts are presented,
Sewamono are also mainly adaptatlons from the puppet plays and
are characterized by themes of love and every-day life, En-
bodying slight plot, very plain dialogue, vivid dances,
Symbolic movement, and ainging by the chorus, the Sosogoto

plays may adequately be termed music-posture dramas, For the
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inspiration of 1ts music, plot, and style of presentation, the
plays of Sosogoto form are deeply indebted to Nohe

As mogd t Kabukl plays are either adaptations from the
Noh or from the Ayatsuril, 1little can be sald concerning the
language and styles that has not been said previously in.this
chapter. Xabuki plays as Kabuki theatre have become an
artistic mixtwre of all forms of Japanese drema,

In Japan as in CGreece one finds the same general motives
pervading the verious plays, The religious emphasis of the
Noh plays has been discussed earlier in this chapter; some
general motives found in the puppet=dreamas and the Kabukl
dramas are listed heret
(1) The Vendetta law == revenge for a wrong done one's leader

or relative = Chushingurs
(2) Return of the dead or ghosts = Bontan Doro
(3) Loyalty to one's master or lord -- Terakoya
(4) Self-sacrifice =~ Terakoys
(5) Sacrifice of loved one -~ Terakoya
(6) Beheading of victims ~- Omi Genjs
(7) Harakiri or suicide -~ Oni Senji
(8) Love -« Miuransuke and Tokl-himo
(9) The falthfulness of a wife -- Salura Sogoro
(10) Mates chosen by parents - Nogaki-mure
(11) Valour and strength -~ Kagelkiyp



(12) Dissatisfaction with government =« Banzulin Chobelsl

Although in the earlier days the arrangement of the proe
gram was unchangeable, today the rules are not so rigid. In
general the prosram followe this ordert
(1) Ighibammg: Three acts from a historicsl drama,

(2) Naka-mslut Bither a short ghosagoto or a one-act
oragoto,

(3) Nibamme: A sewamonog,

(4) Hane-maju: A light gay dance,

Incomplete as are the excerpts from Seami; a complete
comparison of the Sixtean Treatises to Aristotle's Ars Poetiga
is impossible in this paper, No matter how great the dif=-
ferences of opinion between these two writers, as a standard
for the dramas of their respective countries, Seaml's Sixteep
Treatises and Aristotle's Ars Poetiga may be considered come
parable.

Differing with the Japanese practice of having separate
dramas for the various classes, Seami proclaimed that the drama
should be for all classesy and in the writings of Chikamatsu
this theory found expression, for his plays may be understood
by all classes of a Japanese audience, Although Aristotle
does not contribute a definite statement concerning this 1idea,

it would not be too presumptuous to assume his acceptance of the

lBased on discussion of Kabuki plays by Xincald, op._clt.,
PDe. 2563-309.
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idea since the dramatic festivals of Oreece were for all meme
bers of that democratic society. Furthermore, Seami's theory
of shm, shalm, and@ sho does not seem to deviate far from Arie
stotle's beliefs,

Terminology is a point of difforence between the
two writingst Seami's work is characterized by symbolism;
whereas Aristotle's Pootics may be considered quite factual,
Beauty to Seami seems of supreme importance; yet, Aris totle
places no emphasis upon this qualitye The spirit jukg which
"makes us blind to all 1llogicalities "l yourd appear to be
highly objectionable to Arist otle in view of Aristotle's belief
that plots must be developed through a sequence of events in
relation to the law of probability.

That the playwrights of Greece and Japan drew upon the
resouroes of myths, legends and history has been shown. 1In
addition the Japanese resorted to such Chinese poetry and hise-
tory as were avallable to thems

Different as were the two socleties of these countries,
it 1s indeed striking to find the following motives appearing
in the Noh plays and the Greek tragediess
(1) Influence of the gods
(2) Influence of the dead
(3) Mother love
(4) Insanity

lsuzuki, op. cit., p. 34.
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St111 other motives similar to those found in the Greek trage-
dles are found in the Ayatsuri and Kabuld playst

(1) The Vendetta law

(2) Loyalty to rulers amd love of country

(3) Self-saorifioe

(4) Sacrifice of loved one

Al though dialogue and monologue are found in Japanese
drama, a larger portion of the plays was written, as were the
Greek dramas, in verse forme. Miyemori's evaluation of Chilkae
matsu shows 1t to be in accord with Aristotle's theory of
tragic language in that metaphors and colloquial language are
uniteds Further comparison of the language and style is ren=-
dered impossible since the writer of this paper cannot read
the dramas in the original and authorities agree that mmch 1is
loat through the translations.

The oomedy of Greece and the Kyamen of Japan make an ine
teresting comparison. Both of these dramatic forms deal with
common, ordinary happenins and are extreme in action and
languege in order to achieve the common aim of inoiting laughter,
For character Qgﬁh comic forms choose people of a baser type
than those of the tragic forms; and Kyogen characters are, as
was the Oreek comic chorus, presented as animals embued with
the power of speech,

Differences between Greok comedy and Japansse Kyosmen

are in evidence also: (1) {yo-en makes no use of the chorus as
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did the comedl es of Greece. (2) Kyogen plays are always short
interludes; whereas Greek cormdies ere rmch longer in length.
(3) EKyorep ignores msic and dance, but in Greece these ele-
ments were utilized, especially in the comic choruses. (4)
Kyogen is devoid of epic and lyric qualities; the choral odes
of Greek comedy were predominately lyrical,



CHAPTER V
COMPONENTS OF THE DRAMA

This chapter 1s designed to bring into closer com~
parison certain essentials of the Greek and Japanese dramaj;
nemely, the actor, the chorus, the costumss, the dance, and
the music., Due to a lack of authentic material or to the
author's inadequate background along certain technical lines,
some discussions in this chapter will not be as lengthy as
others, This 1s especially true of the section on music, for
here the speclal terminology and unfamiliarity tend to cause

confusion even for the student of msic.

The Actor

Etymologlioally the mesaning of the original Greek word
for actor,  'hypokrites), 1s "one who answers;" and until the
time of Aeschylus and the innovation of a seoand aotor, all
dialogue consisted of questions aml answers between the choms
and the actor, With the sppearance of a second actor, the
chorus became less important; and when Sophocles added still
another actor, the lyrical element of the chorus was pushed

still further into ths background,

Even in comedy end satyric drama there is no evidence
of more than three actors; furthermore, these actors wers

classified aocording to thelr 1rmportance as protagonist,

8
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deuteragonist, and tritagonist, The protagonist played the
most important role in the play and was pudlicly appointed to
the position by the state, The selection of the other two
actors was left to the protagonist, and these subordinate players
were not allowed to attempt to outshine the protagolist,

Obviously, the principal function of the actors was to
deliver the dieslogue and fur ther the aoction of the play.
As these Greek plays generally had more than three speaking
characters, it was necessary for the actors to play more than
one role, While this convention created numerous problems for
the playwrights, the aotors with a change of oostume and mask
could reappear as a different character -in a very short time,

If an 0ld play was being reproduced, the assignment of
parts was left to the protagonist; if the play was a new one;
thes poet usually distributed the roles smong the tlmree aotors,
As mentioned earlier, the most important role was portrayed by
the protagonist; yet, he had to teks his share of the minor
parts whenever possible, In modern drama the roles taken by
the tritagonist of Greek ciama might be termed the ‘'heavy!
roles, which consisted mainly of gloomy tyrants. Those roles
which fell, in point of interest, between the lecading charac-~
ters and the heavy parts were assignsd to the deuteragonist.

As in Epngland where outstanding actors followed a

period of great dramatic works ,1 in Greece the fourth centwry

lReference 18 made here to the numerous ac tors who made
themselves :amous by acting the works of Sheakespcare,
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B¢ Co saw the acting professioh among ths emnc lents brought to
1ts greatest perfections Among the most outstanding of these
actors were Polus of Aegina and Theodorus: Polus 18 frequently
referred to by later writors as ths greatest actor of his time,
and Theodorus was noted for his exceedinply natural tone of
delivery,

In addition to the actors and chorus, extra performers
were often needed in the Greek plays. Hute personages were
used for attendants, body-guards, crowds of people, and as
"stand-ins", An example of a "stand-in" may be found in the
final scene of Oprestes whore most of the prominent characters
appeaer on the stage at one time; yet, only three of thess charace
ters cen speak while Helen, Hermione, Electra, and Pylades
remain silents The roles of ochildren found in Sophocles'

Ajax and Buripides' Medea were also played by extraa. Whenevér
the occasion arose, éxtra psrformers were used for the minor
characters with only a few words to say; this is particularly
true when young boys were given lines, for. the adult actors
were hardly sulted physically for these partse The extra
choruses which the plays sometime required will-be discussed
In the section on chorus in this chapter,

Never in the history of Greek drama was the acting pro=-
fession cmsidered anything but honorablet Haigh tells us,

MActors at the head of their profession occupied a very dise
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tinguised poaiﬁcm."l In the dramatic contests 1t 18 true
that at first only the poets were gilven recognition for their
ability, but toward the middle of the fifth century B, C,
actors' names began to appeer in the official 1lists of
winners,

With the formation of an actora! gulld in the fourth
oentury B, C4, the positim of the actor became more clearly
defineds Cglled "The Artists of Dionysus,” the members included
the musioians and other members of the theatrical profession.
These members were accorded such privileges as traveling un=
molested through foreign and hostile states, being exempt
from military service, and being free from arrest except for
non-payment of debts,

The Greek actor had to be proficient in both speaking
and singing: the lines written in lambics were nearly always
declaimed, and the lyrical por time were sung with musical ace
companiment.2 in The Attic Theatre a third type of delivery 1is
listed, parskatalope, which consisted of the actor's chanting
the words to a musical blelch.v,roundo5

The physical structure of the Greek thecatre definitely
influenced the sijle of Greel acting in voice as well as the

13318110 Qpe cit,, ps¢ 281,

%Ivid,, pP. 268,

3Ivia.
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movements of the bodys, When the size of the open alr theatres
of Greeco 1s recalled, the need for volume in an actor's voice
becomes apparent, The mask, though ailding the sctor in volume
by acting as a small megaphone, created still another problem
for the voilce: the absence of facial expressions had to be
counterbalanced by the expression of the voicee Anotier in-
fluencing factor on the actor's voice was the absence of ace
tresses 4in the Greel theatre; thus, the actors had to play
both male and female roles, often having to appear al tarnately
as male snd female in one plays ILucien declares, "Indeed,
in them {the plays) the female parts outnumber the malel "l

Although mich emphasis has bean placed on voice in this
discussion, the use of appropriate gestures cannot be ignored.
In comtpdy the movement was free and unrestrained as will be
noted by studying the pictures found on Greek vases3 however,
tragedy displayed a dignified and restrained manner of gesticu~
lation, FNot only was the costume of the actor confining enough
to prevent a realistic performance, but the nature of ths Greek
drama was comple tely foreign to reblism. Tragedy dealt wlth
the 1deal world of heroes, demigods, and gods; therefore, a
realistic portrayal of physical violence and human passions
had no place., Seldom was physical violence even seen upon the

stage; instead the action took place off-stage and was related

llucian s "Yhe Dancc", ‘Le Loeb Classical Libraery, Vol. V,
Lugclen, trans, A, M, Harmon (Cambridge: Herverd University
Press, 1936), pe. 241,
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later in the presence of the audisnces

Greece had its Thespis, but Japan, developed under the
patronage of reldigion, the Noh dramss were acted by priests
at the various shrmeg. A Japanese Noh performance 1s
primarily baswed upon one actor, the shite, who portrays the main
character of a play; howsver, a second actor, the waki, 1s
often used 1in suoport of the first actor, BEach of these actors
may be accompanied by attendants or supporters, faure,

As this drama 1s primarily a muws ic~dance drama, the
actors must be highly skilled in the arts of singing and dancing,
Tradltion has prescribed svery movemont and ges ture and every
intonation of the woice, Learning to sing the utal takes years
of speclal study and 1:ra‘.'.nfl.np;..l There are no actresses in any
of the three traditional theatres of Japan, and actors fregquently
ere required to portray a female character, Furthermors, thb\
actor may be called upon to portray two very different roles
in one play such as an ordinary man and a Japanese god, The
two forementlioned ocharacter partrayals do not place any seriocus
limitations upon the actors rfor tiwre is little dlstinction
made in a male and female voice in Noh acting, H4asks and cos=
tumes ald the actor in disguising his true identity and creating
the 1llusion" of character,

The wearing of masks in this aristooratic theatre

-
‘a

 he utal is the name for the lNoh libretto which’conslsts
of nine diffcrent férms. Suzukl, op. cit., p. 2¢.
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naturally caused thesame limitations upon faclal expressions
that were found in ths Greek theatre; therefore, the movements
of the body have to be full of mesning, Through the years a
wide vocabulary of gestures has grown up in this theatre, and
these are demonstrated in highly stylized acting and rhythmical
movements which have becane characteristic of the actor's
technique,

The Kyomen actors, foumd in the same theatre with the
Noh actors, ignore singing and use only spoken dialogues Not
limited by mashe, these actors make full use of exagpgerated
faclal expressions to incite laughtere The movementa are
often awkward and "monkey-like"” in appesrance, and skill in
acrobatice, Juggling, and sim_ilar antics is displayedy

The acting profession in Xabuki 1s hereditary; and long
lines of actors are found today which may be traced back_- almost
to the beginning of Kebuki. Each actor directs the training
of his son, or, if he has no son, his adopted son, At the age
of seven or younger tho boy begins his training which includes
not only the guidance of his fsather but special instructions
under singing and dancing teacherse.

After years of rigid training the boy reaches the ranks
of an actor,, 'l‘z-aditi.mal;.y,, there 1s a system of ranking the
actors; for example,. tiree of the terms used to signify top~

ranking actors are: (1) Miranda, head~of-all~acting; (2) Murmi,

without rival, and (3) Jojo~kichul, best-best-goode
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Kincaid selects Salmta Tojuro end Ichikawa Denjuro as
being the first two Kabulkl actors of exceptional *alent.
Familiar with the art of Noh, Tojuro developed a school of
romantic and naturalistic acting, Dajuro, in contrast, in-
fluenced by the puppets of Ayatsuri, developed a technique of
exaggeration and grotesqueness placing the emphasis on the
unreal , and picturesque, DBoth schools of acting are still
followed in Eabuki today,

A speclalty in Xabuki 1s the playing of the gnnagata,

a woman's roles This practice arose because ancient proclamae
tions had forbidden the appearance of womdn in the theatree
Little is known of the early gnnagata, but it was through the
efforts of Kansaburo that the government granted permisaion for
the portraying of onnagagtas Actors of the onnagata roles have
perfected this art in keeping with the symbolism found in all
Japanese drama,

The Kabuki theatres lmwenever, until r econt years, been
approved by the government, and the actors were considered dis-
reputable, From the history of Japanese drama, proclamations
may be found which relegated the actors to the lowest strata
of soclety. An exserpt from an article by a Japanese writer
may lend emphsis to this situation:

We had never looked upon actors as equalss They were
not pormitted to be buried in the same graveyard with

other people, ¥ denounced their lax morality without
any slightest proof. We condemned them as toys of
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women of the lowest order.s e,-» ¢« o« Even & beggar
had more advantages sociallys

In the 1ife of the Occldental aotor, many roles 'are
played; in one day of the Kabuki actor, many roles are played.
Followinr~ 1s a 1list of the roles ‘divided into very brosd classest
(1) heroes, (2) villuins, (3) old meén, (4) elderly females,

(5) comediens, (6) younrer women, (7) children.,? Complicating
8t11l further the art of Kebhuki actors 1s the combining of
techniques from the Nph end Agyatsur) with the traditions

handed down through the jears from the esrlier actors. Versa=
tality, thercfore, may be sald to be one of the prime requisites
for perfectlion as a Xabukl actors

The Chorus

For the most part, early tragedy and comedy were choral
just as the dlthyrambs and comus had been entirely ohoral;
and 1t 1s only natural tiat the later drematic forms maine
tained certain charscteristios of their progenitorss Dithy~
rembic choruses had cansieted of fifty dancers, and in Aeschy=
lus' Suppliants the charus is made up of the fifty daughters
of Danaus, Later the size of the chorus was reduced to twelve}

and still lator, ircreased to fiftean.s In the plays of

Buripides the chorus'! functions had been reduced to choral odes

1Y. Noguchl, ?The Bvolution of the Japanese Stage,” New
Enpland Megazino, Vol, .31 (Oct., 1904), p. 144
2Kincaid, Qpe glte, pp. 310-311,

sb-liCkirlger’ op. Mcp De 133.



91
and dancing which'had practically no connection with the action
of the playa,

Unlike tragedy, the chorus of early canedy had no fixed
mumber, but Flickinger assures the student tha t toward the end
of the fifth century there were twenty-four chorus members,
adding that this number was prabably set when comydy received
official recognition from tim sta te in 486 B, 0.1 Thore 18 no
doubt that as the functions of the comlc chorus were reduced,
their number also decreased, In the last comedies of Aristoe
phanes in place of & formal ode, a Oreek word is found which
indicated that the chorus was tc perform such singing and dancing

as 1t clesi.red.2 This may be considered as indicative of the
lessening emphasis placed on the chorus,

CGenerally, the chorus entered the orchestra singing the
Perados and was preceded by a flute player; however, exceptions
to this rule show the chorus entering in silence or entering
singly or in small groups of an Ilrregular mxmbez'.3 That the
chorus did not remain static 1s an accepted fact, but an
accurate description of 1ts positions is impossible due to
lack of authentic inforrm tions The leader of the chorus,
Coryphaeus, was especially importartis he led the chanting,

1l
ibigd,, ppe 134~5.

2A11ardyce Nicoll, The Developmoeny of the Theagyre

(3rd ed,; Lonuon: Gdeorge S. Harrap and Company Ltd,, 1948),
Pe 36¢

Si.a1ph cites Sopnocles'! Electra and luripides' Orestes
a8 examplcs of. 8llent entranccs; op. clte, pe 102,
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singing, and dancingt he frequently had golos of recitative
or engaged in dinlogue with the actors, At the end of the
play the chorus marched out again preceded by the flute playere.
Considerinz ths functions of the chorus, orie finds that
the history and tradition of theGreck thsatre required a chorus
to appear in efich drams and to deliver several songs at inter=
vals thropughout the plays Such being the cade, the Oreek
playwrights were frequently faced with two difficult problems:
(1) The aature of the chorus had to be such as would make 1t
an integral part of the drama, (2) Choral udes had to be
composed to correspond not only with the character of the chorus,
but they must be closely related to the theme of the plays
Aristotle tells us, "the Chorus should dbe regarded as
one of the actors™ and "be an integral part of the \vhole".l
In the early tragedles, as ihe chorus was the central interest,
this problem was not so difficult; but as the actor became
moro predominate, the playwright had to create a bond between
the charus and tas actore Two techniques were used by these
playwrigchts: (1) The dhiorus was of the same sex and age as
the principal character; thus the bond of sympathy betwaen them
was strengthened, (2) The chorus, at% other times, differs
extremely from the principal character and intensifies the
feeling of 1solation as in Sophocles' Antisone or emphasizes’

the hero's indomitable strength and willepower as in Ascheylus'

liristotle, gos cite, pe 69,
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Prometheus Bound, The nature of tis earlizst Greek coredy
chorus alloved them t¢ assumo animal disguises which were
popular in tho earlier gomus~-wasps, birds, frogs, snakes,
bees, fishes, and ants. A gradual change took place, and by
the time of New Comedy the chorus was insignificant usually
taking the form of ordinary ludicrous men participating in
a carousal,

Appropriate choral odes, closely related to the theme,
wore not always succ essfully written by ths playwrights;
Flickinger cites as examples the choruses in Buripides' Elesgfra,
Phoenicien Maids, Hippolytus, and Iphigenia gt Aulis, The
Eeotra ohorus cansists of virgins from the Argive countryside
who give an elaborate description of Achilles' armore. In ths
Phoeniocian Maids the chorus of girls from Tyre are all too
familiar with the History of Thebess In both Hippolytus
and Iphigenis at Aulis the &orus of women wisely discowse on
falith and reality and on mytheologiocal tradition which was not
in keeping with women of their status, Attempting to Justify
these irrelevancics, Buripides has the Electra chorus explain
they had hward of Achilles'! shield in the nsarby harbor of
Nauplia from a person from Troy, and the chorus in Phoenician
Melds says they have learned of thohistory of Thebes at their
home in an alien tongue.

In Buripides' Hippglytus the author found it necessary

to introduce a secoid chorus when th® hero's comrades in the



94
chase appear and- sing an ode before the regula chorus makes its
entrance, Although the play, Frops, takes 1ts name from the
grog chorus, Aristophanes has this frog chorus sing off stage
and then uses a different ciorus on stage, In Hew Comedy,
the chorus sometime 3d1d not appear in the action at all, but
appeared only as irrelevant interludes between actaol

Three forms of delivery were used by the Greek chorusg
song, 8pesch, and recitative which was a combination of singing
and speakinge Investigations have been made to dlscover the
technique used in various por tlons of the plays, but opinions
are too divided for a definite statement by the amuthar.® In
general, the performance was reserved arnd dignified in ths ocase
of tragedy amd suggestive of an intaxicated state in cunedy.s

Of all the points of cadparison between the Greek and
Japanes e theatres, the use of the chorus, particularly in the
Noh dramas, is the one most frequently alluded to by authorities,
The number of participants in the chorus eviden‘ly varias, .for
saque authorities mention only six members; otlms, eight, ten
and even twelve, Thls statement cancerning the number of chorus
nembers applies only tothe Noh dramess Eypgen mal® s no use
of the chorus¢ pilctures of the Ayatsur] psr formances show
sometime one, two, and even five chorus members: Xabuld

frequently uses the orchestra in the capacity of the chorus,

lallen, ops cit.s ppe 124~125,
2Aaigh 1lists some of these studles; ops cits, De 306,
SAllen, QD. 21_1;0, PP 119-129,
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Unlike the Ureek oharus, the chorus of the Japanese Noh
theatre 1s seated motionless throughout the play, taking no
active part in the a0 tion of the play; thus, the Japanese writers
were not confronted with such problems as ‘were mentioned
earlier in this chapter that had to be cmmsidered by Greek
playwright s,

In Chapter III of this paper the writer polnted out
that one section of the Noh stage was designated as the Chorus
Verandah at the rear of which was a Klri=do or "bHurry-door" for
the entrances and exits of the Chorus. After entering through
the Kiri-do, tl® chorus takes its positions on the stages The
men in the front row, after repeating the opening song of the
actor who enters first, sit qUietly until the ohorus agailn -
begins its singing at which time those men on the back row join
them in the chanting, The chorus leader. is seated in the middle
of the back rowe Whenever the dancing of the protagonist inters.
feres with his delivery of his lines, the chorus takes up. the
chant, All of the nerrative part 1ls left to the chorusi and,
on ocoaslons, the chorus, like the CGreek chorus, serve as direct
interpreters of the actions At the end of the performance, as
the actors return to the Mirror-~room, the ohorus retires through
the Kiri-dg followed by the musicianse

Accompanied by the music of the samisen, the chorus. of
the Ayatsuri theatre ohant a;.l of the poetic and narrative

passages; and often, portions of the dilalogue ere sung by them.
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Other speeches of ths puppets are declaimed by the chorus,
The position of the chorus in the puppet theatrs 18 a plate-
fora on atage left osverlooking the stagos

In EKabuRi theatres, where puppet plays ere frequently
acted, the nctors deliver most of the dialogw @mnd act and
dance to the choric recltation of the poetic partses The
8ligsaggto, being adaptations of the Noh dremus, utilizes the
chorus fully while even in the domes tic plays, the most
realistic of classio Japenese drama, soft songs are heard
offestage throughout half of the performances,

Miyamori tells us the "chenting 1s damme in "clowdy"
and subdued vwoices, and the difference between tie volices
of male and female characters is hardly notlcable save to
a apeoialisf:".l It should Ye noted here that the main difference
in the chorus of the Noh and those of Ayatsupi and Kabuld 4s
that while Hoh is restrsined end quiei, the Ayatsuri and
Xabuki use exaggerated axpresaiveness, 3ince life and animation
need to be given to tle puppets, the necessity foxr this exaggerae
tion and expressiveness may be seen easilys the Kabukl plays
were largely adopted from the puppet perfarmances, and this

characteristlc style was carried over to Eesbuki performances,

The Costume
Ag the traplic actors portrayed Croel ppds and mythologle

Y0p. cit., ps 13,
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cal heroes, elaborate costumes were useds Padded wmiformly
to increase his bulk and wearing shoes with huge wooden soles,
cothurnus ,1 for nsreater height, dressed in garments dyed
brilliant colors ,2 the Creek tragic actor was 1mpressive,

The undergarment consisted of a tunic which touched the feet
and was fastened by a girdlee The sleeves were long and
flowing, somotimnes extendins to the waist. Overgarments were
elther a long mentle, the himation, draped over the right
shoulder and concealing most of the body, or a short cloak,

the chalmys, worn over the left shoulder, Ranging from yellow,
groy, and black to green, gold, amd purple, the colors of

the garments differed widoly. Certain characters such as
shepards, soothsayers, gods, and goddesses wore costwues that
deviated from this standard type of tragic costume,

Actors in comedy also made use of padding but only to
acquire a grotesgue appearances Bel:; participants in a drama
wiich was a dircct descendent of the phallic rituals, the
comic actors wore & phallus, Other garments, though similar

to ordinary dress, were apparently shortened in lengthe By

1Haﬂ.g‘n tells of another shoe cdlled the Xpepis which was
used by the chorus; gps citys, pe 248,

2These garments were adorned with stripes, flowers, and
otior ornaments, aund a purple tunic was worn by quoeens, Ibid,.,
Pe 260,
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the time of New Comedy the phallus had been discarded and cose
tumes resembled more closely the. ordinary apparel of the
Creekss Color was important in these costiumes because it helped
to distinsuish the various types < ocharacters: white was
worn by slaves, old men, young women, and priestesses; green
or light blue was used for old womeni Other details which
aided in designating charscter were staffs for the old men,
leather tunics for country people, and fringe for heiressess .

Costumes of the chorus varied with the role and style
of the play¢ In the early satyr plays ths chorus naturally
wore a costume representative of the attendant sprites of
Dionysus; in 0ld Comedy the costume was representative of
various aniyals and inanimate bbjects. When the charécter
ol the chorus was a lmmen being dress similar to that?or the
comic actors was worn. Tragedy, apgarently utilized the tunio
and mantle of ordinary dress for the chorus except in such
instances as Aeschylus! Supplices and gggen;gesal

Masks were an essential part of the costumes of all
Greek actors, both comic and tragice True, even before -the
days ‘of the dramatic contests, the mask had been worm in
primitive rituals honoring the gods; yet, for its introduction
into dremstic performances, credit has been given to Thespis.

1The chorus in the Sgﬁgééoes being Egyptian had to be
dressed as foreirners, The es In the Eumenides were a

foarful sighit in black dresses, distorted features and snakes
in their heir, Haigh, op., cit., p. 291.
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Thespis, evidently thrqugh the necesslty of playing more than
one role, utilized the mankj and in the later Groek plays
vhen the actors were limited, this practice continued, Particw
ularly was the mask an ald in portraying female rolss, Still
another reason for using the mask may be traced to the physical
structures of the theatres which were so large that ordinary
rfaclal expressions would have been indistinguishable and the
huran volca: would not havo been heard by all of the. audience.
Bogdenoff, in speaking of the Greek masks, statestg
The mask with its simple construotion, its brl;ad planes
was visible from any point in the audience, Too, the
mask gave the aotor-and the playwright the opporeunity
for emphasis which the features did not, Any exaggeraw
tion could be more 9%&113 and more clearly expressed
through this medium,
Benda exXplains how the masks alded the volces of
the actors: "The ancient Gi'eek masks were large 'and haed a
funnel«shaped tube ‘lehding from the mouth of the player to
the mouth of the mask whioch resembled our moderm me;_z,ta'tphone.”2
Just as the rest of the costume hed to be appropriate
for the role and the play, the characterlistics of the mask
had to be sulitable to the over«all impressi.on also; therefore,
the tragic mask was imbued with heroic grandeur and a super=-
human dignity while the comic mask was marked by a ludiecrous
IRe Bogdanorr; "Masks; ‘Their Uses, Past and Present",
Drama, Vol, XL (May, 1931), Px 21y

°4. T, Benda, "Masks on the Stage and Off", Ladles
Home Jowrnal, Vol, XXXVIII (Jane, 1921), p. 42,
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"defect or uglineas which is not painful or destructive",l
Desizned with open eyes and open mouths, the masks were
constructed from linen, wood, and corki
In Japan the costumes of the Noh plays are adapted to

promote the special world of beauty which is the aim of each
Noh play. Reslism is disregerded: the soldier does not
necessarily wear armor: a beggar need not wear rags: a
woodcutter may be attired in finerys Following, in genersl, .
the styles of the Court of the Middle Ages, the costumes are
so constructed as to give greater size to'.the. characters for
an illusion of gran@eur, - Many of the specinl effects of the
movements are due mainly to the large flowing.sleeves of the
costumes, Material varies from the heavy silks and brocades
to the light, waving texturess, The use of coloxr ia given
full sway, and designs of flowers or of objects related to
the play are included,

For those who have eyes to read the symbols, the story

of the play 1s retold in ths costumes: the color of the

fabrics reveal the age, sex, and rank of the weavers;

the patterns suggest the nature of the roles: clouds

and pine trees may be woven into the cloak of a

mysterious character who deals in magic, or wavy lines,

-Indicative of water wrought into the transparent kimono

of one who succumbed to death by drowning.

lAristotle, ~00e cit,, 1449 a 30, p. 21.

%We Ce Handy, "No Drama of Japan", Yale Revie®, Vol 20
(Decs, 1930), p«. 329,
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If no other example were cited, the use of the mask
in the Noh dramas would be sufficient to 1llustrate the
Japanese characteristic of following and preserving traw
dition, Bogdanoff ssys, "In Japan masks are used today
exactly as they were four centuries ago".'.-'-. Another writer:
statess
The actors of the present day use the old masks from
their own family treasures, which have fortunately
escaped the boorish hand of ruin,2
Even as in the theatre of ancient Greece, maBks
are used by the Japanes® actors for the portrayal of female
roles, Hero the similarity endsjy for unlika the Greek pere
formances all Noh actors do not wear the mask, Only the
main actor and his attendents appear in a mask: the seoond
gotor never wears a magk, for he 1s considered a represene
tative of the audience, The Noh masks may be divided roughly
into the following classes: (1) old man, (2) old woman,
(3) middle~aged man, (4) middle~aged woman, (5) young men,
(6) young woman, (7) child, (8) blind man, (9) gentls god,
(10) powerful god, (11) formidable god, (12) fairy, (13)
supernaturel being, (14) monster, (15) wild enimal o
1R, Bogdenoff, "MNasks, Theilr Uses, Past and Present"
Drama, Vols :2I (May, 1931), ps 22.

2y, Noguchl, "No Mask", Ingernatfonel Studio, Vol, .
XXXXVI (June, 1912), ps 337,

3Nogami, Ops cit,, Ps 274
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A complete study of each of these types would be
beyond the scope of this paper; therefore, mention will be
made of only one mask which has received much comment, the
Kowomote mask used for the role of the angel in Hagoromoe.
Noguchl tells how this mask affected him:

I always wondered, while witnessing the No performance
here with the female impersonator on the stage wearing
the "kowomote", to sce that the player always in the
same magk now smiling and now c¢rying, a most ghostly
marvel,

Noguchits statement reenforces the description
usually applied to the Roh mask «- expregaionlesa expression,
Carved from ganlg!ggg_hood and lacquerediithese masks are
constructed with open pouths to enable tﬁe actor to speak
through them comfortablly. '

As for the comic interludes of tﬁa Noh theatre, the
costumos are simplo, plain, ond adapted to the brisk action
of the Kyogen, No use of the mask 1s made in the perfore
mances ,

Sometime in the early part of the . period extending
from 1624 to 1643 doll costuming became very elaborate in
Ayatsurl, Thero 18 a story that.Bunsaburo, one of .the fore+
most doll manipulators, designed a costume for tho puppet
representing Michizane, the patron.saint of Japanese literature,

1¥, No chi "No Magk", International Studig, Vol,
v L (lJune, 912) Pe 336,
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The costume was embroidered in plum blossoms and young

bamboo while Michizanet!s three- faithful servants wore kimonos
lined with scarlet and decorated with large yellow horlzontal
stripes, From that time, vhenever thesc characters are .
used in the" Kabukl- theatred the costumes. exactly 1like those
dosirmed by Bunsaburosd As ther"l{abﬁkt theatres appropriated
even the costumes of Ayatsuri, separate dis;ussior;s of the
costumes of the two theatres would be repet;tious; therefore,
further dlscussion willl be 1limited to the cobstumes of the
Kabuki .

The Kabuki costumes are characterized by elaborateness:
there are priests in stiff brocades, courtesans arrayed in
a blaze of oolors, tle taiyn of 0ld Yedo in glittering robes
of gold brightly embroidered and wearing high footgear
called geta, and warriora clad 1n brilliant armor aestride a
velvet horse, . In. 1668, however, a blow was struck which:
temporarily did away with this. frec use of color and design:
a proclamation was made thet stage costumes of both the
Kabukl and Ayatsurl mist be as modest as possible, Only
cottons and 81lks of an inferior quality

1E1ncaid. op. -G__.t_., Pe 7.
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could be used, and red and purple dyes were striotly for<
bidden, The actors frequently resorted to trickery in order
to continue the usc of beautiful costumes, Some actors
spent many hours embroidering their own costumes and sewing
a plece of plain material over the decorations in order to
pass the inspeotion of the officfals; At last these restrics
tions were removed, and the beauty of the costumes returned
to 1ts place in the theatre,

So varied are the Kabuki costumes that to designate
a standard type 18 impossible; yet, all of these costumes may
be considered standard in so far as they are uaed today as
tradition has decreed., For example, Kincald relate:s: the
following story of Kansaburo, an actor, who was invited to
perform at ths Imperial Courti
Just as he was about to begin he found that he had fore
gotten to bring an obil required for his costume, and the
Court noble who had introduced him took a red cord and
tassel attached to a thin bamboo curtain near tho Mikado,
and gave 1t to the performer who wore it during the plays
As 1t was far too long and dragged upon the floor,
Kansaburo was obliged to put one end around his neck,
Ever after he wore the cord and tassel rather than an
obi when he performed in this piece, and passed it on to
his successors so_that it became part of the conventional
Saruweka costume.l

Seldom 1s the mask used in the Kabuki, but the make-up

used 18 not realistic and gives the face a mask-like appearence,

1kinceld, op. cit., pP. 69.
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Some conventional forms of make-up are listed here

(1) Samurai or persons of high degree - white base, broad
black eyebrows, touches of red to eyes and mouth,

(2) Defeated brave men « broad red lines around eyes, nose,
and chin, red forks over forehead shaded into pink,

(3) Angry hero = chin of grey, red lips outlined in white,
upward red strokes from eyes and cheeks, bristling
eyebrows and hair,

(4) Villain « black on lower part of face, beard of black
and white design, purple veins on upper portion of
face, dark blue eyebrows, or thick black elevated
eyebrows, red face, pink nose and mouth,

(5) Ghost = blue veins, red mouth bordered by blace,
red and black eyes.l

The costume of the chorus in the Japanese thcatre
is seldom noticed. All members of the Kabuki and Ayatsuril
chorus are dressed alike in apparel similar to that worn

by actors for stage ceremonials. The skirts are stiff, and

wide shoulder straps are worn over the kimono. In the Noh

theatres the chorus are dressed in extreme simplicity wearing

a plain kimono, Masks are never worn by the chorus,

lKinoald, op. cit., pps 21=22,



The Dance
No, those historians of dancing who are the most veras
cious can tell you that Dance came into being contem«
poraneously with the primal origin of the universe,
makini her ap eayance together with Yove ~- the love
that is age«0ld.

The above quotation is part of Lycinus* defense -of
the dance when speaking to Crato in Luclan?!s chapter on The
Dance, Continuing, Lycinus says:

In the beginning, they say, Rhea, charmed with ths art,
ordered dances to be performed not only in Phrygla by
the Corybantes but in Crete by the Curetes, from whose
s8kill she derived uncommon benefit, since theg saved
Zeus for her by dancing about him «+ « +

According to Greek mythology Rhea, the mother of
Zeus, in order to save her child from being destroyed by his
father, Xronos, had to hide him in a cave at Lyktos. Fed by
the goat Amaltheia and honey from the bees, his cries drowned
by the nolsy war dance of the Ruretes, Zeus grew and reached
maturity., The lives of the early Greeks were so steeped in
mythology, it 1is smidll wonder that the earliest references
to dance are found in Greek myths.

Curt Sachs has said the Greeks probably brought a pare
ticular type of round dance from their original home, but it
is the Cretans who gave the dance distinction® Particularly

lReference 1s made here to Eros, elder brother of the
Titans, Lucien, gop. cit., p. 221,

®Ibid.

Scurt Sachs, Vorld Illistory of the Dance, trans, Bessie

Schonberg (lst ed.; New York: W. W. Norton and Company, Inc.,
1937), p. 238.
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did the Cretan weapon dance, referred to as the dance of the
Ruretes in the Zeus myth, have a great influence upon the
early dance, for 1t 1s considered the origin of the latter
Pyrrhic dances,

Cultivated with zeal by the Bpartans, the Pyrrhic
dances became a basic part of the training of youths, At the
early age of five boys began to learn this dance  which 1s
supposed to represent the various stages of a battle =~ the
beat of marching feet and the din of .clashing arms,

In addition to the Pyrrhic dances,.three.other choral
dances were said to be introduced by a Cretan named Thalet#s:
(1) the plens to Apollo which were originally magic dances to
prevent death; (2) the hyporchemata, a dance of gestures and
rhythm also dedicated to Apollo; (3) the gymnopaldal, based
on the motions of wrestling and performed by naked boys. Sachs
declares that all of "these dances encroach on the fleld of
the emmelia",l a round dance of a devout nature performed in
honor of the godse The emmelia developed into the dignifled
and stately form of dithyrambs and then into the tragic form
of the dance in the theatre, One change is noticeable upon
the emmeliat!s entrance into the theatre; instead of remaining
"a circular dithyrambic chorod, + « « o 1t was rectangular

in form",2

11b14., p. 240,

2Lincoln Kirstein, Dance (New York: G. P. Putnam's
Sons’ 1955), P 35.
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Sharply contrasting with the emmelia was the cordax
or Kordax roferred to by Lucian as the dance of comedy.1 In
the Kordex dancing was less important and buffoonexry was
emphasizeds« After the transition of the Kordax into comedy,
Kirstein describes it as followsy
The Parados or entrancew-dance was frequently in the
agitated trochalc beat; no steady processional, but
in the fAchsrnians!, a race; in the 'Enights' a-
battle~charge; in the 'Birds', a succession or daft
pirouettes; in 'Lysistrata', a mock combats The - -
lxodoa of comedies was not brief and perfunctory as
tragedies, but almost always a rout or buffoonts
games Aristophanes had a tendency to make his exodos a
separate amsing or facetious plece with grotesque
dances, almost in the naturé_of a terminal ballet,
without vocal accompaniment,
Greek dence being so intricately related to the drama,
it may be sald to have reached the zenith of expression at
the corresponding date of drama; the fifth century B, Cy ToO
substanlate this statement, Domini Crosfield mey be quotieds
« the apogee of dancing was rieached in the
Claseioal Age, when over two hundred religlous, athletioc,
dramatic. and pOpular dances were perrorged in &he theatre,
the stadium and the temple. +
Ginner has classified these Hellenis dances as followst
(1) Pyrrhic and Gymnopaedic Dances,

(2) Rituel Dances of Worship and Dedication,

1Lucian, cit., P 239,
2Kiratein, Op» cit., Ps SB.

Spomini Crosfield, Dances of Greece (New Yorks
Chanticleer Press, 1948), p. 8. :
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(3) Funeral Dances),
(4) Choris Dancss,” traglc and comicy
(6) Bacchic Dances of Ecstasy,
(6) Rustie Danees at Springtime,  Harvest, Vintage, etc.,
(7) Soclal Dances at Weddings and other Festivities,t
Before continuing the study of Greek dance, the
modern student must recognize a difference between our word
for dance and ths Greek interpretation of the.same worde
The English word dance comss from the 0ld-High-Germen dason,
to draw, to stretch out, end 1ts definition 1s to leap, skip,
hop, or glide with measured movements of the body. Being
much wider in scope, the Greek word orchesis includes the
sense emboyiled in dason, which 18 nearer to the Greek word
gumanzo, but adds the trait which 1s oalled mimetic,2
Frequently, in the writings of the anclent Greeks, the
importance- of- gymmastics may be seen, but M, A, Hincke assures
uss
That great importance was attached to gymnastics and
that a thorough mastery over the limbs which cen only
come from the most rigorous training was required df
professional dancers, there can.be no question; but
there can also be no doubt that this was practiced
only as an aid to the mimetic dance,®
Thus, one can see that, as in all great art, the Greeks
made use of mechanical means in their dancing only as a means
Mot e i§§b€;$;2§§’£g§%§ ¥§§%§?g¥?£§§§ Dance (3rd ed,; Londong

M, A. Hincks, "Dancc in Anoient Greece", Nineteenth
Century, Vol. L (March, 1906), pp. 447-57.

SIbid., p, 449.
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to an end; that 1e, to assist in carrying out the artists!
inspiration, Greek dance then may be described as the
imitation of words by gestures, the bodily expression of an
emotion, comprising every variety of action, dealing with every
subject and embracing all human emotions,

For most of the early Greek dances there was no set
number of participants; however, in the discussion of the chorus
in the chapter the number of chorus members was set finally
as fifteen in tragedy and twenty-four in comedy, The particie
pation or'both men and women in dancing is apparent from the
writings of the early Greek writers, but in the dramatic
performances only men took part.

Always the dance took its character according to the
god in whose honor 1t was performeds Fundamentally the
lines, steps, and movements of the various forms of Greek
dance were the same; eny difference of expresaion was due
to change of thought and the great variation of force, both
physical and emotional.

Particular positions and movements were always
assoclated with certain forms. Angular poses were frequently
found in the Dionysiac dances and the flow of the draperies
indicates swift, turning movements necessitating great
flexibility of the body; angular lines of arms were also found
in the Pyrrhio dance with more strength and muscular resistance

indicated, Frenzied movements of the body and head in an
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abandon of wild joy were found in the Dionysiac ecstasles;
restraint of an erect and dignified pose with the head bending
forward or backward in grief, reverence, or despair were
seen in the ritual and tragle dances, Due to the vast space
for dancing, large gestures and broad, simple steps had to be’
used,

In Japan as in Greece, f{irst came the dance, then the
drama, The writexr has shown that the Japanese had little
authentic history before the fifth century A. Dol Through
necessity, therefore, the student must accept the Japanese
mythological explanation of the beginning of dance, msic,
drama, and race. Justification for the acceptance of legend
for faot 1s easior when one realizes that at least fables
and legends reflect the thoughts and feelings, manners and
cusatoms of the people of the age from which stems the legend.

From the legend appsaring in Chapter Two of this
writing3 comes the Tauthentic™ origin of the first dance when
Ameno~Uzume danced before the Heavenly-Rock-Dwelling in which
Amaterasu had hidden, In this and similar stories, one may
see that the barbaric ancestors of the Japanese loved to
dance; in fact, never forgetting that the dance had been the

1This was the time that Wanl, a Chinese scholar, brought
about the officlal adoption of the Chinese written language,
There 1s a difference of opinion as to the exact date, but the
time was either the 'last part of the fourth or the beginning of
the fifth century A. D,

2Chapter Two, p. 9.
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means of restoring the Sun~Goddess to Japan, the people, from
time immemorial, have honored the dance as a religlous ceremony
and practised i1t as a fine art throughout the land., Brinkley
tells usg

Virgines denced before the shrine of the Sun Goddess at
the beginning of the nation, and from the highest noble
to the meanest clurl everyone loved the music of motion,l
Since dancing in Japan 18 synonymous with drama, there
is no necessity for repeating the history found in Chapter Two
of this thesis,” Let 1% suffice to say that.it was during the
Helan epoch when not only dancing, but singing and musio, made
remarkable progress in Japan; for:ieveryone from princes, and
ministers of state to offlce~clerks and house~stewards studied
singing, dancing, and the art of oomposing verses, Not only a
clearer picture of the extent of development but a basic
understanding of the Japanese dancing may be gathered from the
following paragraph by Brinkley:
It would be an interminabls task to attompt any oexhaustive
description of the dances in vogue during the Helan epoch,
Only eight varieties of genuine old Japanese dance existed,
but these were supplemented by twenty-five Chinese, twelve
of Indian origin .transmitted by China, eighteen Korean,
and eleven Japanese adaptations, When seventy-four
varieties of dance are thus indicated, 1t must not be
understood that there were a corresponding number of salient
differences of style. It 1s true that the movements in
every case were carefully trained, and that each combina-

tion constituting a particular dance could be distinguished
by practised observers, But the main feature of variety

1F. Brinkley, Oriental Series, Vol. I, Japan and China
(Boston: J. B, Millet Company, 1801), p. 65.
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had to be sought in the pantomime.’ Nearly all dances
performed in Japan were pantomimic, The Japanese seem
to have possessed, from the dawn of their national
existence, a profound appreciation of the beauty and
grace of cadence and emphasis in modulated muscular
efforts, but the great majority of their dances had
some mimetic import, and were not suggested solely by
the pleasure of rhythmic and measured movement ,

From the Tourisf Library series, two main forms of
dancing are pointed out ffom the standpoint of characteristic
movements: (1) Mai, a quieter type of dancing whose interest
lies chiefly in the movement of the hands, and (2) Odori, the
dance characterized by swift movements of the feet .2 The

table of Japanese dance forms below is also found in the

Tourist gibragxas

Kagura
Angient forms of lal Kume "Mal
Yamato Mal
Dance of Gagaltu Azumo Asobl
Bugaku Left~side Dance

Right-side Dance

Kagura Dance among the People
Lion=mask Dance

Shinto (Deer-mask Dance)
Dances Ta Mal
Horse Dance
Religious Dances Cock Dance

Buddhist Ennen Mai
Dances Dengaku
Nenbutu Dance Kuya Nenbutu
Rokusai Nenbutu

1Brinkley, ope cit,, pe. 218,

aKaayo Matida, Tourist Libr , Vol."22, Odori, Japanese
(Japan: Japanese Government Rallways, 19387, p. 15.

3Ibid., PPe 20=1, A dilscussion of cach of these forms,
their origins and variations, iz found in this volume,
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Noh and Kyogen

Kabukl. Dance
Bon Dance
Rural Amsement Harvest Dance
Dances Great. Catch=-f4ish Dance

Banquet Dances, accompanied with songs

New Dance Forms New Kabuki Dances
Western Style Dances

As in ancient Greecs, the Japanese conception of the
term "dance" is totally different from that of the Occildental
world; for instesd of rhythmical gymnastics, the Japanese
dance is éntirely of & pantomimic nature and strives through
gesture to represent a historical incident, a mythical legenti,
or a scene from folk-lore. The Wastern form of dancing would
be classified in Japan with Ju~jutsy or: the anclent and
primitive "Dengalui'l,

Unlike the Greek art, Japanese dancing still existas in
its originel form with little modification; thus, 1t i1s only
natural that dancing, as well as obther forma of art, has
become conventionalized and formal and an extensive "vocabulary®
has evolveds Weeplng is conveyed by arching the hand over the
eyes; thinking of something 1n a far away country, by extending
the arms and looklng eagerly in the direction indlcated by the
bhand; meditation, by ¢rossing the arms on the chest and dropping

llm early Torm of entertainment conslsting of juggling,
acrobatlcs, and simllar feata, “
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the head, From these examples the reader may falasely think
of the Japanese dQance as simple and easily understood by
anyone; however, such is not the caseé, for more complicated
movements and the movement of the long sleeves and the fan
monipulation constitute such an impertant part of the dance
that only the most ardent students fully understand the dance,

Accompanying chants for Xagura were recorded In
writing toward the end of the tenth centuwrys Belng almost:
entirely devold of poetilc inspiration, ths verses depend on
rhythm and cadence of syllable pulsatlions of five and seven
.beats, Naturally, the dance follows thege same baats,
Examples of Kagurg verse found in Brinkley's Grlental Series,
Volume I followsl

I
Deeply dipping deep
In the rain~fed river's tide,
Robe and stole we dye.
Rain 1% raineth, yeb,
Rain it raineth, yot,
Raein it ralneth, yeb
Dles the colour never~more}
Never fades the deepw-dyed hue_
IX
S8acred offerlngs pure,
Not for mortal beings spread,
But for her, sky-throned,
Majestic Toyooka,
Offerings for the Gods dlvine,
Dfferings for the Gods,
Brinkley also tells us the motions of the dance for

the first example would be auch as suggest the dipping of cloth
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an hour == avery step an sternlty., Slow movements are
the very soul of such dences, and sven aftsr they have
reached the stage ltself the demcers maintain the
1elsgrenesa of their steps, which is regarded as a great

Although Dengaku never rose to the level of a definite
combination of graceful movements, due mainly to the inter=
ference of the Buddhlst priests who refused to record any=
thing frivolous, 1t nevertheless 3Jeserves the name of dance
because the movements wers measured snd there was muslcal
accompaniment. In actuel ity, Dengaku consisted of a dlsplay
of muacular activity such as pole=balancing, stilt-walking,
and a kind of swordeand-ball exerclise by men mounted on high
clogs, In the comle interludes of the M theatre, the Klogen,
the Influence of Dengalu 1s still sesn,

Even among the peasants the natural grace of the
Japanese dance is evident. According to Shinto bellefs the
spirits of departed encestors are suppose to revisit the earth;
and in August of each year Bon dances are held, each province
having its own speclal form, The main festures of the dance
usually remain the same, and M, A, Hincks has given a picture~
sque and appreciative mccount of the Bon dance in her article,
"The Art of Dancing in Japan":

The peasants form a great cilrcle, a living wheel,, which

revolves now slowly, now swiftly, whilst they posture

lplice Schalek, "In a Japangse Theatre", Living Age
Vol, 321, (May 31, 1924), p. 1059, "
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and express their feelings by means of sleeve-wavings and
conventional gestures. « « + Little fairy-like figures
glide about in the white ghostly moonlight, their long
soft sleeves waving like wings; their rhythmical and
precise paces are silent and muffled, their gestures are
mysterious and expressive of worship, and tfsir song
mingles with occasional soft hand=clapping.
Incorporating all desired techniques from ths Kagura,
Noh, and even Dengalu, and utilizing particularly the move-
ments of the puppets in Ayatsuri, the Kabuki drama has become
the popular theatre of the Japanese people., The early
structure of the Kabuki drama was based on the conventions of
the puppet theatre with 1little dialogue; the actors played in
pantomime while the story was recited or chanted by the chorus.
The influence of the puppet theatre also caused the emphasis
in Kabukl to be placed on a gesture which symbolized an emotion
rather than on facial expression. There 1s one convention in
the Ksbuki.which apparently was taken from the Noh theatre
the mie. The mie 1s an impressive pose in whioh the actor
becomes statue~like with his eyes wlde open, and it 1s used to
hsighten the esthetic appeal at the climax of the drama, 1In
the article, "Theatre of the Passing World", Hall tell uss
The predominate characteristic of Japanese acting 1s reatrainp
and a stylization which adds greatly to dramatic 1ntensity”.2
lparcelle Azra Hincks, "The Art of Dancing in Japan",
Fortnightly Reyiew, Vol. 86, (July 2, 1906), p. 7.

2p, Hall, "Theatre of the Passing World)" Theatre
Arts Monthly, Vol. X, (April, 1926), p. 278.
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Even murder and sword fighting tend to be conventional and
plcturesque and unreal in the Kabukd theatre: when koross,
or murder, is committed 1t is made as artistic as possible
by dancing and music, and when the Samural cuts an opponent
of low rank in a sword fight the victim turns a somersault.,
Above all, artistic perfection 18 necessary and essential, for
even the slightest imperfection  in performance is Immiliating
to the Kabuki actor and dancer and repugnent to the Kabuki

audi enool"

The Music

Ghoral singing 1s the most striking trait of Greek
music, and its history may be said to parrellel the history
of Greek dance. In Crete the Dorian had found not only group
dancing but choral singing also: in Sparta choral singing
was highly used in all kinds of officlal celebrations; in
Athens tragedy developed from the choral songs of the Diony~
s8lac ritualse.

Actually, there are three periods in the history of.
Greek muaic; the primeval, the classical, and the poste
olassicaﬂ..;l In the primeval period the songs of the Grecian
tribes. were blended with those of the Asiatic, Thracian, and
Cretan tribes, The claassical period beglinning in the seventh

lCurt Sachs, The Rise o sic in the Ancient world
East and West (lst ed.; s; New Yo_ﬁz "W. W. Norton end Company,
5;0. 15 3,’ pp. 200“1.
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century B, C., was characterized by a national music, and the
postclassical perlod saw the development of: the revqlutibnar§
art of Phrynis of Mytilene and Timotheos of Miletos,l

After beginning with-a notation of the similarities
between the music of Greece and' BEast Asiatic music, Curt
Sachs expresses the belief that a common source of influence
existed between Greece and China and Japan,

Both Greek and East Asiatic music are strictly estabe
lished on a melodic basis and organized in genera,
keyas and modal systems; consonances are used as spices
to a certain degree, without interfering with the
exclusive orientation toward melody, Stringed instru=
ments are pentatonically tuned 1n both these areas,-
while vocal melodies evolve to heptatonic forms. Both
racisl groups indulge in cosmological connotations and
general 1deas conceraning the influence of music on man,
politics, and education,

I need hardly emphasize that this does not mean
deriving Greek from Japanese or Chinese music. Both
reach down, rather, into one Asiatic mother civilization . .2

The comments applied to China may be considered
applicable to Japan for, as will be seen later, the earllest
Japanese msical forms were imported from China.

Greek music was written in various modes which took
their names from their geographical origins. Halgh lists the
following modesi

lﬂaigh says the music of Timotheos was characterized
by softness, variety, and flexibility in contrast to the

severe and simple music of the Aeschylean period, op. cit.,
P. 521,

8Curt Sachs, The Rise of Busic in the Ancient World
East and West, p. 209 ‘
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(1) Dorian- ==« majestic and dignified in style, used in the
solemm and profound- choral "odeg,
(2) Mixolydian -« pathetic in style, used where deep emotion
had to be expressed,

(3) Ionic «~< severe and sober, favored by Aeschylus,
(4) Phrygian -~ passionate and enthuslastic, used by Sophocles,
(5) Hypodorian and Hypophrygian ==~ used only by the actors ol

Generally used for accompaniment, instrumental musiec
was sometimes inserted to introduce a choral song or to point
up the speech of the chief actors, These instruments, in the
theatre, consisted mainly of the flute and the lyre, The
flutes were of two tYpes: (1) the 'Panpipes! which consisted
of a series of hollow reeds bound together in graduated
lengths, and (2) the. auloi, a double flute each having a
vibrant reed at the mouth, During the fifth century the
cross=flute was created. Originally, the lyre was constructed
of two animal horns inserted into a tortolse-shell sounding
box, and four or seven strings were pegged to the horns, Held
in the left hand, the lyre was played with & plectrum held by
the musician in his right hand.?

As 1n most forms of Japanese art, the earliest musical

forms in Japan had thelr beginnings in Chinas Although these

lHaigh, op. cit., Pp. 320-321,

2Informatioh on instrumental music 18 gathered from
Kirstein, op, cite, Pe 7.
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forms have long since ceased to exist in China, the tradition=-
steeped Japanese have preserved, with little modification, the
misic from those ancient days,

Among the earliest music imported from China is the
form known as Gagaku, Court music, which has two distinct
formas one 18 used for sacred performances and called Xagura;
the other 1s used for such occasions as banquets and enter-
tainments end 1s referred to as Bugsku when played as
accompaniment for a dance, The instruments used in this form
consist of three kinds of woodwind, Oteki, Hiohiriki, and
8ho, two kinds of stringed, Biwa and Koto, and two types of
percussion, Kakko end san=no-tsuzumi, and Shoko and Taiko,

Being a recitative type of vocal msic accompanied by
instruments whose purpose 1s not tone but the accentuation of
rhythm, the music of Noh, .viewed from the standpoint of musical
form, 1s inferior to Gagaltu music. Only one flute is used in
Noh, and its tone has no relation to the song except to mark
the rhythm of the drums by its tonal placement. Three drums are
also used in the Nohi performances: the smallest 1s called
ko=tsugumi; the next, o=tsuzumi, and the largest, taiko,

In Chapter Two, the author has noted that with the
introduction of the samisen music, the Kataribe and the
strolling puppet players united their arts, Among the many
elements which Kabuki purloined from the puppet drama, the

samisen 18 outstanding. An excellent description of the samiaen
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and the tecbnique used in the playing 18 found in a book
entitled Japanese Musioc:

The samisen is a‘'plucking. inatrument of three strings,
with a long neck, whose square box 18 stretched with
cat skin above and below « + « « The neck of the
instrument has neithsr fingerboard nor fret. The
player strikes 1t with a large plectrum held in his
-right hands The plectrum 18 broad and thin at the
striking ¢nd, but the part held in the hand is narrow
and thick. The player also sometimes etr1§os the
atrings with the fingers of his left hand.

Special use 18 made of the samisen to denote a
variety of action in the Kabukl performance. Irregular notes
accompany conversation or may be used to denote the appearance
of an insane character, and there are special rhytims for
peopls walking or for indiecating a lonely farm house. In a
harakiri scene the soft ripples of the samisen in a high tone
is combined with the plercing flute, Other inastruments used
for special errecps.are the drums, qynmdals, gongs, horse=bells,
and the conch shell,

In conclusion is a description of musical inatruments.
which lmve been mentioned earlier in this discussion:

Oteki: a simple tranaverse flute, having no keys as in a
western model,
Hichiriki: an oboe without keys but with a double reed, and

capable of giving a very shrill tone,

L :
Katumi Sunega, Tourist Libr Vol. XV, Japanese
Music {Japan: Japanem‘a &vernme%? ﬁ%&a R 1935), 3.13.
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Shot seventeen slender bamboo pipes arranged in a semi=

circle, rising above an alr box, each pipe having

a reed and a smell hole at ths base of each pipe,
Biwa; similer to the Arabian lute.of .the Middle Ages, flat

with four stings struck by a plectrum,
Kotot a long, slender wooden case, curved somewhat like

some wooden bridges in Japan, with wilken strings

stretched and tuned which ere played upon with

plectra upon the fingers of the right hand,l

Kekko and san«no=tsuzumi: drums constructed so they are

smalled around.the middle thus resembling an houre
glasse The Xakko 1s struck on both ends by small
sticks, but the aaﬁ-no-tsuzu_m; is struck on only

one end,

Shoko and Taikos The shokdb 18 a small drum and the Taiko
are large drums va&'ying from one end;five tenths
feet 3ix and five tenths feet in dlameter and maybe
roaching a height of more than twenty~three foeet,

Ko~tsuzum{ and o-'-t_suzumi: quite similar, shaped as a hours
glass, made of wood with both ends of lcather,
tightened or loosened by strings which allows for

some change in tones The ko~tsuzumi 1s soft and rich

lrhere are two types of Koto: the wa-gon which has
8ix strings, and the sosno-~koto which has tlittteen strings,
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in the varlety of 1ts tone, and the o=-tsugumi 1s

shrill and high=-pitched,
Talkog a flat drum whose tone 1s adjusted by strings end

1s played with a stick in each hand,

With musical forms and musical instruments so
completely foroeign to the musical form and instruments of the
Ocoldent, 1s 1t any wonder that Japanese nusic is difficult

to understand and appreciate?



CHAPTER VI
CONCLUSIORS

Inherent in the nature of mankind 1s the tendency toward
imitative action and a latent instinct for harmony and rhythm,
Give to mankind a stery or experience to relate, and 1t 1ll
becore dramej for drama 1s, afterall, merely lm! tative action
expressed through various modes into a dramatic wnity,

Stirred by a curiocusity concerning the world about him,
early mankind had to find an explenation, In Greece and Japan
there arose, therefore, a new world of superlaiive gods and
goddessea, sprites, demons, furiles, muses, goblins, and fairies,
Any unknown phenomena could be attributed to these unknown
deities or their attendants, and gradually there developed
rituals to honor these gods, to pacificate them, to entreat
them,

Talented poets told in verse the stories of the gods and
demi=-gods, the heroes of the country, and these were retold
by wandering minstrels, Slkilled dancers, and in Japan even
puppats, interpreted the myths and follkelore through pan«
tomimic action which appealed to the visual sense of the
spectatorse Then came the last step when music, dance, and
the spolken word coabined in various forms to develop a drama
suitable to the soclety. From democratic Greacec came a drama
for all; from aristocratic Japan came a drama for the aris-

tocrats and anothexr for the masses,
A8 the populerity of the drema gfew, the need for appro-

priate structures, a theatre, was felts In Greece, because

126
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of the democratic soclety, a theatre was designed to meet the
needs of the populace and the performers, Aristocratic Japan,
on the other hand, had to deslign not one but two main types of
theatres; the Noh for the ruling class, and the Kabukl for the
people, Differences in the size of the Greek and Japanese
open-air auditoriums may be accounted for on this basis,

The second distinction seon between the two thea tres
1s that of basic structure: the Greek orchestra was large and
circular in formy; the Japanese stage was small, and eilther
square or rectangular. Althoughk in the last period of COreek
drama the importance of the chorus was practically nil, in
the beginning the chorus was of primary importance; therefore,
tho orchestra had to allow sufficient room for the performances
of the large chorus, Assigned the role of complimenting the
action and performance of the actor, the Japanese chorus re-
quired only a place to site

In the field of theatrical machinery, both the Greeks
and the Japanese mnde remarkable innovationse True, the
scenery, except in Kabuk}l, was sparse and simple, but spec-
tacular efifects were created with the various stage devices
such as trap doors, the mechane and gshwuorl, and the Japanese
revolving stage.

Literary criticism usually appears with the advance
ment of artistic productivitye Representative of this field in
Greece 18 Aris totleds Ars Pgetica; and in Japan, Seami's

Sixteen Drametic Treatises, Since no complete English trans~
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lation of Seamifs work has been done, the investigator was
compelled to slight this phase of the comparison. Such a
comparison would indeed be invaluable to a better understanding
of Japanese drama, and 1t 1s the hope of the author that such
a study will be made in the near futurec.

More than a trace of the religious origins of the
Grsek and Japanese dramas was evident throughout its growth
and develompment. Turning to the writings of earlier poets, the
Greek and Japanese playwrights treated drametically the age-
old stories of gods and heroes and inculcated the ethical
beliefs of their respesctive countries, In Japan the play~
wright, Chikamatsu, introduced characters of ordinary life
into his plays; yet, even these characters were imbued with
tralts reminiacent of the god~like characters of the earlier
plays, Haintaining a statelinesg and dignity in the language,
the playwrights of both countries combined colloquial language
with classical references and metaphors into verse form, Irue,
the plays of Japan also contain monologve and dialogue, but
the major portion 1s written in verse,

Evolving siml taneously with the stately form of drama,
generally called tragedy, was a dramatic form in complete
contrast, called comedy in Greece and Kyogen in Japan, In
place of beauty, the ludiocrous was emphasized: in place of
grace, the grotesque recelved the emphasisj 1in place of re-
straint, there was exaggeration: 1in place of nobility, vul-
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garity was dominatie, Althougk ignored by writers and roligion
for meny yosrs, this comlc form struck a harmonious note in
- the nature of mans With the two forms, tragedy and comedy,
Noh and Kyozen, supplimenting one anothar, the emotional
appeal to man was completes Reallzing the need of forms for a
complete emotional apperl, Kabukl incorporated tragic eand comic

elements Into 1ts drama placing them within one dramatic struc-~

ture,

Stateliness and dignity was reflected not only in the
language but in the performsnces of the drama as well, Clothed
in striking costumes, moving with pantomimic rhythm, the
Greciar and Japanese actors developed a stylized manner of
aoting which was appropriate to the theatre, the society,
the drema, and the religlon. The earlliest dramatic perfor-
mances in these two countries were presented by only one actor,
and the number of actors nsver surpassed three in Greece nor
two in Japane In Greece the increase in the number of actors
resulted in a porportionate decrease in the importance of the
chorus; and in the last period of Greek drama, the chorus
recelved even less attention than had the Japanese chorus from
1ts beginning.

Today Japan 1s feeling the influence of the Western
World: women are entering the acting professiont new realistic
techniques are being introduceds Luropean plays are being

produced, Will Jepanmreserve her priceless national heritage,
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Noh, Ayatsuri, and Kabuki, or will the o0ld theatres disappear
wmtil they became one with the fate of the theatres of ancient
Cresece =~ 8 bundle of o0ld, incomplete manuscripts and a few

pictures upon frazmentary works of art?
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