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PREFACE

For technical reasons the numerous Japanese passages cited in this book could not be reproduced in kana and kanji characters, so they have been transcribed into romanized script. Readers who wish to consult the original texts should locate the versions I used by referring to the notes and bibliography. In transcribing into rōmaji I have not attempted to approximate the way the texts were pronounced in Zenchiku’s time or any other early era, instead reproducing, with a few exceptions, how the passages would be read aloud today.

Kanji for proper nouns and other selected terms in Japanese and Chinese are provided in the list of characters.

The most authoritative edition to date of Zenchiku’s treatises is Omote Akira and Itō Masayoshi, eds., Komparu kodensho shūsei (Kyoto: Akao shōbundō, 1969; herein abbreviated KKSS), but as this volume can be hard to find, I have cited where possible the nearly ubiquitous Omote Akira and Katō Shūichi, eds., Zeami, Zenchiku (Tokyo: Iwanami shoten, 1974; vol. 24 of the Nihon shisō taikei; herein abbreviated ZZ) even though the latter volume provides scant annotations of Zenchiku’s treatises.

Premodern Japanese texts are cited in the notes by title, rather than author or editor. They are arranged by title in a separate section of the bibliography.
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INTRODUCTION



. . . there is a dark

Inscrutable workmanship that reconciles

Discordant elements, makes them cling together

In one society. . . .




—William Wordsworth, “The Prelude”



The purpose of this book is to explore the dramatic works of Komparu Zenchiku (1405–?), a playwright, actor, and theoretician of the Japanese noh theater during the fifteenth century. In doing so I hope to reconstruct the fragmented oeuvre of a major author—not only within the Japanese national tradition, but within world literature and drama. Zenchiku has been ignored or misread by generations of audiences, readers, and scholars, forced to stand in the shadow of other playwrights. Recent studies of his complex and impressive theoretical treatises, however, have provided the stimulus to rediscover Zenchiku not only as a powerful thinker but as a creative writer of the first order, possessing unusual perceptivity, imagination, erudition, and a gift for poetic language. Moreover, Zenchiku’s dramatic interests overlap with what have come to be understood—rightly or wrongly—as the central concerns of the noh drama: namely, extended allusions to classical texts, expressive subtlety, esoteric spirituality, and the portrayal of aristocratic or supernatural women. Finally, Zenchiku’s plays, like his treatises, exhibit an intimate sense of connection with the artistic, religious, and social life of his era. By reading them, we can gain valuable insights into his world, the crucible in which some of Japan’s most important articulations of culture—such as the tea ceremony and the dry landscape garden—were inaugurated or perfected.

Noh is a traditional form of Japanese drama that has been performed continuously for over 600 years. It is noted for its close links to religion and the warrior class, a preoccupation with the Japanese and Chinese classics, and a mode of presentation that emphasizes symbolism, solemnity, and austere elegance. The art was introduced to the Western world early in this century, largely through the efforts of scholars such as Arthur Waley and Ernest Fenollosa and literary luminaries that included Ezra Pound and 
Page 2 →William Butler Yeats. Pound especially found the aesthetic of noh congenial to the project called Imagism, and praised noh plays for their “unity of image.” Insofar as Pound helped shape Western literary modernism, a cyclical relationship obtains in which modernism and noh come to resemble one another in a narrowing gyre. Such a relationship, interesting as it may be, has obscured our understanding of the unique contributions of Zenchiku, whose work, grounded firmly in the realities of his own time, resists modern hermeneutics of skepticism, rationalism, and consistency. To approach Zenchiku’s plays one must understand his world—which is the purpose of this introduction—and from a deep understanding of his works springs in turn a fuller knowledge of the society, religion, art, and literature of his time.


HISTORICAL CONTEXT

The medieval period in Japan, which spans the thirteenth through sixteenth centuries, was a time of transition, as the old aristocratic order gave way to a nation governed by a military bureaucracy nominally on behalf of the emperor. In its turn, the military government lost control over local warlords and institutions were threatened by popular uprisings. Within this fascinating era, Japan’s fifteenth century was a time of extraordinary changes. It began with the realm under the firm hand of the shogun Ashikaga Yoshimitsu; it ended in anarchy, in the midst of a one-hundred-year period of incessant warfare among provincial lords. Despite, or because of, the continuous social, political, and economic turmoil that spared neither high nor low its ravages, medieval Japan was a time of intense cultural accomplishment. The continuing spread of Buddhism led to a merging of the religious and artistic in the practice of poetry and other fields, such that the creation of culture became a spiritual pursuit. Increasingly flexible exchanges among the aristocratic, warrior, and commoner classes spurred the generation of cross-class cultural forms. Renga, the art of linked verse and a product of the aristocracy, transformed into a pastime of enormous popularity that extended to all sectors of society; in the opposite direction noh, the creation of entertainers at the bottom of society, was absorbed by the elite classes and refined, eventually ascending to the summit of Japan’s cultural aspirations.

Zenchiku’s time was one of great political and social upheavals punctuated by recurrent natural disasters. In the traditional East Asian understanding of cosmology, the natural world was a reflection of the human order; during times of peace and benevolent rule, heaven and earth remained at rest. But when the realm was not governed properly, the environment mirrored its chaotic state. Political and social conditions in Japan 
Page 3 →were pushed into a downward spiral in 1441 when Akamatsu Mitsusuke invited the shogun Ashikaga Yoshinori to his home to view a noh performance, then assassinated him. Yoshinori was succeeded by short-lived child shoguns, and the post even remained vacant for some time. Eventually his son Yoshimasa was appointed in 1449. Yoshimasa (1436–90) was an ineffective leader born into an age in which central control over regional lords was crumbling. He distracted himself with extravagant expenditures on cultural projects, which only exacerbated the country’s economic and social troubles. Yoshimasa is depicted as a weak-willed man who was manipulated by his mother and especially by his wife Hino Tomiko, who is said to have amassed a colossal fortune through tariffs, bribes, and moneylending. For his part, Yoshimasa at first adopted a younger brother, Yoshimi, as his heir, but when Tomiko gave birth to their son Yoshihisa in 1465, a classic succession dispute arose in which competing factions took sides and which contributed in part to the devastating Ōnin War of 1467–77.1

Nagahara Keiji has neatly summarized the series of natural disasters that wracked the country in the years after Yoshinori’s assassination, principally Kyoto and the surrounding Kinai region, which included Zenchiku’s base in Yamato province. These decades correspond to the latter half of Zenchiku’s life:


1443.9

Violent storms in the Kinai region

1444.int6

Appearance of a comet, a bad omen

1445.6

Heavy winds and rain in the Kinai region 1447.6 Epidemic of “three-day sickness” (mikka yamai).

(A brief illness with symptoms of coughing and fever that improved after a few days; may correspond to influenza.)

1448.7

Prolonged rains and flooding in the Kinai. Gojō and Seta bridges are washed away; numerous fatalities

1449.4

Powerful earthquake in Yamashiro province.

Many shrines and temples collapse. In the 6th month the court orders prayers for protection against natural disasters, epidemics, and famine

1450.7

Violent winds in Kyoto and Suō and Nagatō provinces; massive damage. 8th month, violent winds in Ise province

1451.7

Earthquake in Kyoto. 8th month, flooding in Mutsu and Dewa provinces. The court again makes offerings to shrines to stop the rain

1452.8

Earthquake in Kyoto

1456.5

Comet appears; again in 8th month. 6th month, 
Page 4 →heavy rains in Kyoto; 9th month, rituals are performed to prevent natural disasters; 11th month, earthquakes in Kyoto over two days

1457.6

Comet appears. 7th month, court orders the entire nation to recite the Heart Sutra and pray for relief from drought, epidemics, and comets

1459.9

Heavy winds and rain in Yamashiro and Yamato provinces. The Kamo River overflows its banks, washing away many homes and causing numerous deaths

1460.6

Prolonged rains and flooding. 9th month, earthquake in Kyoto; again in 10th month

1461.6

Heavy rains in Kyoto. Famine and epidemics, which began in the previous year, continue, and many die. The court orders services for the dead and the bakufu orders prayers for their repose at the Gozan Zen temples2



Parallel to this chronology of natural calamities runs a history of popular uprisings called tsuchi ikki, which had occurred previously but never on such a scale. Typically, such uprisings centered on peasants and others associated with private estates (shōen), such as the carters who provided the backbone of the Kinai transportation network. They demanded debt relief from moneylenders, pawnshops, and landowners. The first major uprising occurred in 1428, and is described by a prominent cleric at Kōfukuji:


One day in the ninth month of the first year of Shōchō [1428], the populace rose up all over the country. Calling it “benevolent rule” (tokusei), they wrecked saké stores, warehouses, and temples, grabbing what they pleased and tearing up [proof of] loans. The shogun’s deputy dealt with them. This is no less than the beginning of the end of the nation. It is the first popular uprising since Japan was created. . . . the extremity of the low vanquishing the high.3



During the mid-fifteenth century, these uprisings took place on an almost annual basis. The bakufu issued an order in 1452 prohibiting the relief of debts but was forced to rescind it the following year, able to stipulate only that debtors must buy back their debts for a fraction of the original amount. The Kōfukuji temple complex in Nara, which was the largest landholder in Yamato province and was entrusted with its direct governance with little interference from bakufu officials, had refused to cancel debts but was forced to do so by the great Shōchō uprising.

The post held by the author of the remarks above—abbot of the powerful Daijōin temple at Kōfukuji—was later occupied by Jinson (1430–1508), 
Page 5 →son of the aristocrat and scholar Ichijō Kaneyoshi. Both father and son gave important aid to Zenchiku during his lifetime. While Zenchiku and other noh performers were theoretically so low on the social scale that they stood outside the class system, the shifting structure of society during this time and the ties between the elite classes and noh left him in an ambiguous position. While his roots lay in the lowest strata of society, his livelihood relied a great deal upon the favor of high-ranking clerics such as Jinson, who sponsored noh performances regularly as part of religious festivals. Zenchiku likely shared Jinson’s sense of disbelief and shock at the uprisings, and their fears would have been corroborated by the famines, epidemics, floods, and earthquakes that were troubling the country.



HIGASHIYAMA CULTURE

Within medieval cultural history, Zenchiku belongs to that era known as the Higashiyama period. The name derives from a villa in the eastern mountains of Kyoto, to which Yoshimitsu’s grandson Yoshimasa moved in 1483. (Today Ginkakuji, the “Temple of the Silver Pavilion,” occupies that site.) This period, therefore, spans the years in which Yoshimasa exerted a decisive influence in the cultural sphere. Specifically, it may be considered as lasting about forty years: from 1449, the year Yoshimasa became shogun, until 1490, the year he died. While Yoshimasa retired as shogun in 1473, he held considerable power up until his death.

Although the term “Higashiyama period” may not be familiar to non-specialists, the cultural products of that age certainly are. Many of the arts that have been selected by both the Japanese and non-Japanese alike to represent traditional Japanese culture are closely associated with this period: flower arrangement, the tea ceremony, the “Zen” garden. At the same time, already existing arts—including renga (linked verse), monochrome landscape painting, and noh—came into full flower. Besides Zenchiku, other artists practicing during this period were Shinkei (1406–75) and Sōgi (1421–1502) in renga; Murata Shukō (1422–1502) in tea; and Shūbun (d. ca. 1458) and Sesshū (1420–1506) in painting. Moreover, the Higashiyama period was the crucible in which the subdued, attenuated, austere sensibility closely associated with such aesthetic terms as wabi was developed. During these years culture flourished, despite the degeneration of social and political life that culminated in the Ōnin War, leaving Kyoto, which was at the time the capital of Japan and its only real city, in ruins. The outbreak of war itself precipitated an exodus of cultural elites from Kyoto, as they fled to seek safety in the provinces. This contributed to the development of culture outside the capital. After the war, Yoshimasa’s salon once again became 
Page 6 →the center of cultural activity, which enjoyed his lavish patronage. Indeed, the years after the war were extremely productive, both in the capital and elsewhere.

Like all concepts, the idea of a Higashiyama culture first becomes meaningful when it is contrasted with other important formations of culture. On a worldwide scale, this might include, for example, the European Renaissance, or the Chinese Southern Song dynasty. Within Japanese cultural history, we might think not only of earlier eras such as the high Heian period (ca. 1000), when such writers as Sei Shōnagon and Murasaki Shikibu were active, but also ahead to the gorgeous Azuchi-Momoyama period (1573–98) as well.

Yet one of the most important methods of understanding Higashiyama culture is to contrast it with the era it immediately followed; indeed, the two may be productively viewed (for a time) as dialectic opposites. The Kitayama era centered on the shogun Ashikaga Yoshimitsu (1358–1408). While Yoshimasa was known as “the Higashiyama Lord” (dono), Yoshimitsu was called “the Kitayama Lord.” The name comes from his villa in the northern hills of Kyoto, on the grounds of which Kinkakuji, the “Temple of the Golden Pavilion,” was constructed. There are no clearer symbols for the moods of these ages than these two men and the temples they ordered built. Yoshimitsu is regarded today as an effective ruler who successfully consolidated his power in 1392 by ending the sixty-year struggle between the Northern and Southern courts; he also renewed trade with Ming China. The Kitayama period too was a time of vigorous cultural activity, epitomized by the splendor of Yoshimitsu’s memorial to himself, the reconstructed Kinkakuji that soars even today with perfect ease out of the pond that surrounds it, completely sheathed in gold leaf.4

On the other hand, Yoshimasa was an ineffectual leader who found himself presiding over the destruction of the capital by rival factions, the Yamana and the Hosokawa, during the Ōnin War. As factors beyond his control may have prevented him from governing properly, the comparison to Nero is unfair, if irresistible. Cultural patronage, which in Yoshimitsu’s case served to enhance his prestige as he strove to maintain dominance over the imperial court and other military factions, instead appears in Yoshimasa’s case to fulfill a need for distraction and consolation. Ironically, his sponsorship of grand cultural projects undermines his legacy, as they were realized at great expense and drained funds from a weakened economy. Fittingly, Yoshimasa has left us the dark, brooding Ginkakuji, devoid of splendor but no less magnificent than its shining counterpart.

With little difficulty we can see the symbiotic relationship that exists between Ginkakuji and Kinkakuji, or the ages that they represent. Indeed, 
Page 7 →“Higashiyama” and “Kitayama” themselves define each other, much like the well-known East Asian opposites of yin and yang. From this point one may produce any number of analogies: moon/sun, negative/positive, cool/ warm, water/fire, wet/dry, feminine/masculine, weak/strong, chaos/order, horizontal/vertical, subtraction/addition, minus/plus. Such a list may be continued ad infinitum (or ad nauseam); long before one reaches “bearish/bullish,” the exercise grows tedious, removed as it has become from the trends and works of art that characterize the two ages in the first place. Not only has one’s thinking lost the tension it needs to be useful, but the real continuities between two periods in the same country not one hundred years apart recede dangerously from view.

It is for two reasons that I have introduced this binarism. First, Zenchiku himself was extremely concerned with the reconciliation or integration of multiplicity, especially binary pairs. I call his method of doing so “revealed identity” and discuss it in further detail later in this chapter. Second, I would like to introduce another binarism, that of Zenchiku and his teacher and father-in-law, Zeami Motokiyo (1363–1443), who is the central figure in the history of the noh drama and thereby implicitly serves as a basis of comparison with Zenchiku.



ZEAMI AND ZENCHIKU

Born in 1405, Zenchiku counted himself as the 30th head of his troupe, which was originally known as the Emai or Enman’i, but came to be called Komparu, and still exists today. In his treatises he sometimes mentions his grandfather Gonnokami’s acting style, but never speaks of his father, which leads us to believe that the older Komparu may have died at a relatively young age.

In 1428 Zenchiku received two treatises from Zeami Motokiyo, head of the rival Kanze (or Yūzaki) troupe.5 It is believed with high confidence that Zenchiku married Zeami’s daughter; we may speculate that the marriage had already taken place at the time the treatises were transmitted to Zenchiku, or they may have been a wedding gift. Although Zenchiku (known at the time as Ujinobu) and Zeami were members of different, competing troupes, their relationship was of a deep enduring nature, and mutually beneficial.

Zeami is the central figure in the history of the development of the noh theater. Among his achievements are winning the favor and patronage of the shogun Yoshimitsu; creating the first system of theory on noh; writing a great number of plays; and, in general, refining and elevating the art of noh (often called sarugaku or sarugaku no nō) into a form of culture that 
Page 8 →would please not only the masses but also the educated classes—high-ranking clerics, elite warriors, and even aristocrats.

Of course Zeami did not create or recreate the noh single-handedly. He inherited a performance and textual tradition from his father Kan’ami (1333–84), and was influenced by other actors, such as Inuō Dōami (d. 1413). Nevertheless, it is clear that Zeami’s efforts and achievements were indispensable in transforming the noh from rustic entertainment into high art.

Yet a cruel series of events almost led to the demise of the lineage Zeami had inherited and strengthened. As historians of noh reconstruct the chronology, Zeami was for many years without an heir, and decided to adopt Motoshige, the son of his brother Shirō. Subsequently Zeami fathered at least two sons—Motomasa (born ca. 1400) and Motoyoshi; he then replaced Motoshige as heir with his biological son, Motomasa.6

While Zeami had been well treated by Yoshimitsu, his fortunes changed dramatically upon the accession of Yoshimitsu’s son Yoshinori to the post of shogun in 1429. Yoshinori, recalled from religious life to assume power, had long been one of Motoshige’s supporters. Important privileges were stripped from Zeami and Motomasa. Motoshige, head of a separate Kanze troupe,7 now enjoyed the shogun’s backing, and Motomasa eventually left the Kyoto region. At some point Motoshige took the name On’ami, completing the name Kanzeon (the bodhisattva Kannon) inscribed into the first syllables of the names Kan’ami, Zeami, and On’ami.

In 1432 Motomasa was killed in the Ise region; with Motoyoshi having taken the tonsure and his grandson still too young, Zeami was left without an heir at the age of 70.8

Noel Pinnington has observed that Zenchiku, perhaps due to the early death of his father and not enough years spent training with his grandfather, felt some anxiety about whether he had in fact learned all he needed to know; he was in need of a teacher and, in a sense, a father figure.9 Likewise, with the death of Motomasa, Zeami was in desperate need of someone to carry on his work. Thus Zeami and Zenchiku became not only father-in-law and son-in-law, but also teacher and disciple. Although Zenchiku always retained his status as head of his own troupe, and On’ami took control of the Kanze, which to this day traces its lineage through him, not Motomasa, it is Zenchiku who is considered Zeami’s spiritual successor. He carried on Zeami’s work of writing great plays and articulating the hidden principles of aesthetics and performance.

Thanks to this arrangement Zeami gained a protegé who would put his teachings to use on the stage, perform the plays he had written and revised, preserve his theoretical texts for future generations, and pass on an understanding of Zeami as a performer and teacher. As it happens, Zenchiku 
Page 9 →was also able to aid Zeami and his wife financially when Zeami was exiled to Sado Island in 1434 by Yoshinori, for reasons that are still unclear.

For his part Zenchiku gained a teacher who could help him clarify issues he was unsure of, such as the dramatic representation of demons. Moreover, Zeami made copies of his treatises and of plays written by himself and other playwrights, and gave them to Zenchiku. He even composed a treatise at Zenchiku’s request, Rikugi. These secret writings enabled Zenchiku to develop his own theories on noh; he also made use of the plays in creating his own dramatic works.

The problem of demon roles is a clear instance in which Zeami and Zenchiku held potentially irreconcilable views on an aesthetic issue, and is not the only instance of discrepancies between their aesthetic views.10 Yet the differences between Zeami and Zenchiku are not limited to the opinions expressed in their treatises, on such issues as performance and the critical concept of yūgen. They also had very different ideas about what a noh play should be and do; it is these differences with which the present study is most concerned.

Comparing the dramatic oeuvres of both playwrights, two differences are readily apparent.11 First, Zenchiku wrote hardly any plays in the “warrior mode,” which portrays the ghosts of defeated warriors who recount their last battles on earth and their sufferings in the asura realm of Buddhist cosmology. On the other hand, Zeami dominates that sub-genre, having written such classics as Atsumori, Tadanori, and Kiyotsune.12 Second, when we compare lists of plays believed to have been written by Zenchiku with similar lists for Zeami, we find that Zenchiku’s work includes a larger percentage of plays that belong to the category known as kazuramono, which prominently feature women.13 Zenchiku was interested in portraying idealized feminine forms as such, inspired by plays by Zeami such as Izutsu, Higaki, Obasute, and Sekidera Komachi. While Zeami was also interested in the depiction of feminine beauty, his work seems more psychological than Zenchiku’s, which leans toward the aesthetic. Zeami tends to follow earlier tradition in presenting female characters as deranged, as in Izutsu, Kinuta, and Hanjo. In Zenchiku’s plays, women may appear sad, but never deranged.

A more important distinction between the two playwrights lies in their diverging views of the trajectory that a play should take. Zeami’s plays tend to end happily; this is natural for auspicious subject matter, but even his suffering characters managed to find solace, usually in the form of Buddhist enlightenment made possible by the intervention of a priest. This is not the case with Zenchiku. Quite often the main character finds herself in the same state in which she began the play, and it is often an unpleasant predicament. Even in the case of a play such as Bashō, in which the spirit of a plant appears 
Page 10 →to attain enlightenment, closer reading reveals that perhaps the plant was already enlightened in the first place, and it is the waki and audience who have come to a new awareness. Placing the two playwrights in rough contrast, I regard Zeami as having created a “theater of transformation,” as opposed to Zenchiku’s “theater of revelation.” Not only does the frequent ontological stasis of Zenchiku’s characters make his work non-transformational, but he placed unusual emphasis on the portrayal of gods on stage, whose identities are temporarily concealed in the first act. Examples include Oshio, Ugetsu, Kamo, and Tatsuta.

Nothing more clearly attests to the differences in Zeami’s and Zenchiku’s views towards noh plays than their different assessments of Zeami’s own work. Two of the plays that Zeami was most proud of were Kinuta, of which he said that later generations would never be able to understand it, and Izutsu, which he considered of “the highest flower.”14 Zenchiku lists a large number of Zeami’s plays in his treatise Kabu zuinōki, among them Kinuta and Izutsu. While Zenchiku appreciates the merits of Kinuta and Izutsu, the plays by Zeami for which he reserves the highest esteem are Aritōshi, which follows the “disguised god” plot described above, and Higaki, an “old woman” play that still commands extreme respect today among noh performers and audiences.

The differences between the dramaturgies of Zeami and Zenchiku, as well as the similarities, will grow more apparent as this study delves deeper, into readings of individual plays. To define Zenchiku as a playwright is, to a large degree, to show how he differs from Zeami, the standard by which everyone is measured. When considered in comparison with other playwrights, such as Nobumitsu and Miyamasu, the differences between Zeami and Zenchiku seem pale indeed. Nonetheless, I will continually provide examples of those aspects of Zenchiku’s dramatic work that are considered distinctive, in an attempt to formulate a composite sketch of what might be called “Zenchiku’s style.”



MOTOMASA

It is Zeami’s son Motomasa who is said to have shown copies of Zeami’s secret treatises to Zenchiku, because he believed that there was no one else to whom they could be shown. There is nothing to suggest that Zeami approved this decision in advance, but there is no evidence either that he disapproved of it after the fact. In a sense, Motomasa functioned as a bridge between Zeami and Zenchiku with regard to the transmission of these treatises.

In dramaturgy as well, it is useful to imagine Motomasa as a bridge figure between Zeami and Zenchiku, if only for a limited time. Motomasa’s 
Page 11 →career as playwright as well as actor was tragically cut short, but Zeami’s treatise Go on tells us that Motomasa wrote at least five plays: Yoshinoyama, Sumidagawa, Yoroboshi, Utaura, and Morihisa.15 It has been speculated that he may also have written Tomonaga and Shunkan.16 Motomasa’s plays are distinguished by an emphasis on genzaimono without a connection to dance or song.17 Moreover, he may have pioneered the unhappy ending, which we see in Sumidagawa. This is Motomasa’s most famous play, and has qualities that have been associated with his work: great emphasis on the dramatic (as opposed to the lyrical), use of well-known poems, avoidance of excessive rhetoric, and a clear and easy style of writing.18 In Sumidagawa a woman roams the eastern country (present-day Tokyo) searching for her son, who has been abducted by slave traders. She eventually finds his grave, and his ghost appears to her, but she cannot touch her son, and their brief reunion is quickly ended. Zeami often depicted women elegantly deranged out of longing for a lover; in Motomasa’s play, the shite (the principal character) is a mother driven mad because she has suffered the loss of a child. While Motomasa’s emphasis on the dramatic has been seen as a reach back to the plays attributed to his grandfather Kan’ami,19 he was clearly breaking new ground in examining the human soul among the depths of suffering and grief. This has led to the suggestion that he wrote such plays as Shunkan and Tomonaga.

For his part, Zenchiku did not aim to evoke pathos via the feelings of a mother for her son, or a father for his son. (In Motomasa’s play Utaura, a fortune-teller finds the son he lost eight years earlier.) In fact, in his Kabu zuinōki he stated, “Plays about the pathos between parent and child, or the obligations and karmic destiny of a warrior—those who know nothing of the way think plays like these are the best. But many are in styles that are merely vulgar.” (Arui wa oyako no aware, arui wa bushi no giri, in’en nō nado wo, michi shiranu hito wa saijō to su. Tada osoraku wa zoku naru tei nomi nari.)20 The core of Kabu zuinōki is a list of some fifty plays known to Zenchiku, each ranked according to two systems: the Kyūi (Nine Levels), proposed by Zeami, and Teika jittei (Teika’s Ten Styles), first articulated in the poetic treatise Maigetsushō, which is attributed to Fujiwara no Teika (1162–1241). According to Zenchiku’s rankings, Motomasa’s play Utaura21 is assigned to the level of Strength and Meticulousness (gōsaifū ), second from the bottom in Zeami’s system of Nine Levels and the lowest designation given to any of the fifty-odd plays assessed in the text.22 Sumidagawa hardly fares better in Zenchiku’s eyes: it is ranked just above Utaura at the level of Surface Design (senmonfū).23

Clearly, Zenchiku was not interested in the use of the kokata (child actor) on stage, or in depicting scenes of filial love. Yet he did expand on 
Page 12 →what appears to have been Motomasa’s invention, the unhappy ending. While Motomasa was capable of writing a typical mugen noh that made use of poetry and song, as shown by Yoshinoyama, he generally eschewed the use of song and dance in composing genzaimono. Zenchiku returned these elements to his own genzaimono—Senju, Kogō, and Yōkihi (the last is a special kind of genzaimono). Ohara gokō, which I believe to have been written by Zenchiku, is a notable exception. Of all the plays in the current repertory, it is the only one that does not include a dance.

In the remark from Kabu zuinōki earlier, Zenchiku appears not only to be gently criticizing Motomasa’s oeuvre, but Zeami’s as well. (As Zenchiku was writing the treatise in 1456, Motomasa had been dead for 24 years, Zeami for 13.) Who else wrote as many plays about “the obligations and karmic destiny of a warrior”? But Zenchiku goes on to say, “Nevertheless, may perhaps even a vulgar, rough style be interesting when one has grasped the mind of a high-ranking warrior?” (Tadashi, zoku ni araki fū wo mo, jōshi no kokoro ete nasu toki wa, nakanaka kyō mo aru ka.)24 Ultimately, however, Zenchiku does not bestow his highest praise—granting of the rakkitei, or “Demon-Quelling Style,” from Teika’s Ten Styles—upon plays about warriors, but reserves it instead for plays about gods, women, and aristocrats: Aritōshi, Higaki, Matsukaze, Yuya, and Tōru. Zenchiku’s own work shows that he rejected the parent/child relations highlighted by Motomasa, but approved of the unhappy or unresolved ending. He showed no particular interest in Zeami’s warrior plays, preferring to build his dramaturgy upon the foundation of such plays as Aritōshi, Izutsu, and Matsukaze. Even when Zenchiku did base plays on the classic martial narrative Heike monogatari, he chose to write about the women of the tale, such as Kogō, Senju, and the empress Kenreimon-in.



BIOGRAPHICAL INFORMATION

Zenchiku’s biography has already been discussed in English by Arthur Thornhill.25 A list of every event in Zenchiku’s life that can be associated with a date via documentary records is provided in appendix 1. Briefly, however, I would like to give a narrative of Zenchiku’s life, and address some points of debate.

It is frequently the case that the birth date of a historical personage is unknown, because of a lack or loss of birth records; but the death date is almost always recorded, because it marks the loss of a talented, powerful, or notorious person. In Zenchiku’s case the opposite is true; we know he was born sometime in 1405 because he gives his age when signing his name to texts he wrote in his old age. Yet we do not know the year of his death, 
Page 13 →perhaps because it occurred during the Ōnin War, a time of great turmoil in western Japan. The last extant text written by Zenchiku is dated 1468; in 1471 he is referred to as the “late” Zenchiku. All we know is that he died sometime between those two dates.

Not much is known about Zenchiku’s early years, except that he assumed leadership of the Komparu troupe, and married Zeami’s daughter. While he built up his own troupe, he watched Zeami and Motomasa fall from the favor they enjoyed under Yoshimitsu’s reign, and the Kanze troupe was finally taken over by On’ami, with Yoshinori’s backing. The Komparu’s only known association with the shogunate came when the shogun visited Nara and viewed a competition between the four troupes; such visits are recorded at the beginning and end of Zenchiku’s career. In 1417 Ashikaga Yoshimochi visited the Ichijōin at Kōfukuji temple in Nara. While Zenchiku was only a boy of 13, he was probably there and may even have performed. Forty-eight years later, the aged Zenchiku performed his new play Ohara no hanami (Oshio) for Yoshimasa at the same site. Zeami criticizes the acting of Zenchiku’s grandfather, Komparu Gonnokami, in Sarugaku dangi, noting that no one from the shogun’s household would attend his performances when he played in Kyoto. In retrospect, however, this may have been a blessing in disguise, for while the Komparu never enjoyed the prestige of shogunal patronage, they were spared its vicissitudes.

Nara was the Komparu power base, specifically the Kasuga-Kōfukuji complex. Yamato province occupied a unique political status, as it was governed at the local level by theocrats, the Kōfukuji authorities. In his later years Zenchiku often visited the high-ranking clerics Kyōgaku and Jinson at Kōfukuji, in order to participate in renga sessions, consult about scheduling performances, or pay a social call. The relationship with Jinson was crucial, as he had significant judicial authority. He settled a dispute between the Komparu and Kongō in 1457 in the Komparu’s favor and in 1460 banned all four sarugaku troupes from performing in Yamato for a year, following a dispute with dengaku actors that resulted in the death of a Kōfukuji cleric. Moreover, Jinson’s father was Ichijō Kaneyoshi (1402–81), a scholar and courtier of extremely high rank (during his lifetime he held the posts of Regent and Chancellor) who wrote a commentary included in Zenchiku’s treatise Rokurin ichiro no ki.

Zenchiku spent the last years of his life at a hermitage he called the Tafuku-an, near the temple of Shūon-an in the village of Takigi between Nara and Kyoto. Having ceded leadership of the troupe to his son Sōin, he devoted himself to religious pursuits. Among them was a retreat at the Inari shrine southeast of Kyoto, made in 1467. In Zenchiku’s account of the trip he mentions the dream of an old woman, probably his wife, in which he appears 
Page 14 →in court cap and white robes, which he takes to be auspicious.26 Later the two of them compose linked verse together.27 This is hardly surprising, as the “old woman” is Zeami’s daughter.28

After the Ōnin War began, the Zen priest Ikkyū Sōjun (1394–1481), onetime abbot of the powerful Daitokuji temple and iconoclast par excellence, took refuge at Takigi. Zenchiku received instruction from the master and perhaps performed for him. The exact nature of the relationship between Ikkyū and Zenchiku is the aspect of Zenchiku’s biography that has provoked the most debate. When Yoshida Tōgo published a collection of Zenchiku’s texts in 1915, he included a poem that the poet Nankō Sōgen had written in praise of Zenchiku, as part of his short commentary on Rokurin ichiro no ki. It was signed Sōgen but Yoshida erroneously rendered it as Sōjun. This created the misleading impression that the relationship between Ikkyū and Zenchiku dated back to the composition of the poem in the autumn of 1455, when in fact there was no such evidence. As a result, many analyses of Zenchiku’s thought emphasized its relationship to Zen philosophy. Upon discovery of the error decades later, the influence of Ikkyū on Zenchiku was heavily discounted; yet recently Matsuoka Shinpei has reassessed the evidence, and contends that while Ikkyū of course did not write the poem, scholars have too hastily dismissed the possibility of substantial and sustained contact between Ikkyū and Zenchiku.29

Itō Masayoshi has cited a verse from Bunshō gannen waka, dated 1466.6.20, to show that Zenchiku had already moved to the Tafuku-an by this date.30 Matsuoka, however, suggests that the date of the move may be pushed back even further to 1465, the year Zenchiku turned 61, the traditional age for retirement and the age at which Zeami retired.31 In that year, Matsuoka speculates, he took the name Zenchiku and moved to Takigi. While Ikkyū was not yet living in Takigi at that time, his ties to that area may be dated as far back as 1456. Matsuoka stresses the link between the name “Zenchiku” and the title of his hermitage, the “Tafuku-an.” He cites two poems by Ikkyū containing the phrase tafuku; the poems are based on Chinese stories about the Zennists Xiangyan and Duofu. Both stories are related to bamboo (J. take or chiku), which forms the second character of Zenchiku’s name. (That character also alludes to the name Takeda, one of the earlier names for the Komparu; the first character of Zenchiku’s name refers to the Zen school of Buddhism.) In short, the associations between Zenchiku’s name and Ikkyū lead Matsuoka to conclude that Zenchiku chose Takigi as the site of his hermitage in order to receive instruction from Ikkyū.32 The last record of Zenchiku while he was still alive indicates that Ikkyū wrote out a hōgo, an explanation of Buddhist teaching, for him.33
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ZENCHIKU’S TREATISES

In 1444, a year after Zeami’s death, Zenchiku asked a priest named Shigyoku of the Kaidan-in temple in Nara to write a commentary on a treatise Zenchiku had prepared. This is the first record of the system that is Zenchiku’s main contribution to noh theory; it is known as rokurin ichiro. Literally, the phrase means “six circles and one dewdrop,” although the phrase rokurin may designate something more than simple circles34 and ichiro may also be rendered as “Oneness disclosed.”35 Perhaps because he still regarded himself as Zeami’s student, Zenchiku did not develop his own theories while Zeami was still alive. Until Zeami’s death Zenchiku was merely a recipient of secret teachings; after that event he became their custodian, creator, and transmitter.

In recent years Zenchiku’s treatises have enjoyed a surprising amount of scholarly attention in the English-speaking world; one American reviewer observed a “veritable boom” in Zenchiku studies outside Japan,36 while a Japanese scholar noted with some surprise that there was more work being done on Zenchiku overseas than in Japan.37 Given this interest in Zenchiku’s theoretical works, I pass up no opportunity to point out how they might relate to the plays, whenever appropriate; and therefore, at the minimum, an overview of the rokurin ichiro system is in order.

The six circles are shown in figure 1, and the single dewdrop/sword in figure 2.38 Zenchiku and his contemporary commentators subjected these symbols and the relationships among them to analysis from multiple perspectives, most importantly those of noh performance, Buddhism, Taoism, Confucianism, and Shinto. The array of counterparts and corresponding symbols mustered to explicate these seven simple forms is as daunting as it is impressive. Therefore the most useful and accessible understanding of them may be a simple, intuitive one. We may divide the six circles, as Zenchiku himself did, into two sections of three (he calls them the upper three and the lower three). The first three circles describe a cycle, from empty (but fertile) ground through rapid development, ending in a stable state. The second set of circles presents the undoing of that process: visual forms appear only to be shattered, leaving once again empty ground. For Zenchiku this final, empty circle represented not the aftermath of destruction but the pinnacle of a process of development, which might be described as the shaking off of the self.

The one dewdrop, which is too easily overlooked, represents a sword of wisdom that clears away doubt and delusion and also unites the six disparate circles. The sexual connotations of the ichiro as both sword and dewdrop are important and probably not unconscious. In a certain sense the sword represents the diamond realm of Shingon Buddhism as a linear, “masculine” moment; the circles represent the womb realm—the circular, “feminine” process.
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Figure 1. The Six Circles (rokurin) of Zenchiku’s “Six Circles, One Dewdrop” (rokurin ichiro) system. From top: Circle of Longevity (jurin); Circle of Height (shurin); Circle of Abiding (jūrin); Circle of Forms (zōrin); Circle of Breaking (harin); and Circle of Emptiness (kūrin).

Follow for extended description of Figure 1
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Figure 2. The Dewdrop (ichiro) of Zenchiku’s “Six Circles, One Dewdrop” system. From his Rokurin ichiro hichū, Bunshō version, 1466. Hōzanji Temple.


Page 18 →Not only did Shigyoku critique the rokurin ichiro system from the perspective of Buddhist philosophy, but Zenchiku pulled off quite a coup in persuading the scholar and statesman Ichijō Kaneyoshi to examine it from a Confucian/Taoist viewpoint. Zenchiku himself addressed certain elements associated with Shinto, and the Zen poet Nankō Sōgen added a whimsical postscript and poem in Chinese praising Zenchiku. Together these texts are collectively known as Rokurin ichiro no ki.39 Zenchiku later wrote his own commentaries, Rokurin ichiro no kichū and Rokurin ichiro hichū.40

In addition to the rokurin ichiro texts, Zenchiku composed the treatise Kabu zuinōki, in which he asserts that noh and waka poetry partake of one and the same essence. The main part of the text is a list of plays known to Zenchiku at the time. He ranks each play according to both Zeami’s Nine Levels and Teika’s Ten Styles, in some cases adding a few lines of comment, and quotes at least one waka (sometimes adding more poems in Chinese or Japanese) that to him exemplifies the essence of each play. The relationship between poem and play is not always readily apparent, and no one has yet been able to extract a coherent set of values from this text.41

Shidō yōshō is a brief but important text written in Zenchiku’s later years. It amplifies and modifies Zeami’s theories on the Five Sounds (go on) and contains some important statements on yūgen, going so far as to state that stones, demons, and gods possess this crucial quality.42

Another text of significance is titled Meishukushū, undated and unfinished. It is concerned with the okina (“old man”) presence, a term familiar to noh audiences from the ritual Okina performance that begins each year. What Zenchiku means by “okina,” however, is something much broader: he discerns the okina presence not only in noh but also in a myriad of deities, buddhas, and historical figures, such as the ninth-century courtier and poet Ariwara no Narihira (who was regarded as a demigod in medieval Japan). Meishukushū is even more baffling to the reader than Kabu zuinōki, but each text contains passages useful in reading Zenchiku’s plays.43

Not only do these texts bear intrinsic interest, but they also were instrumental in creating our understanding of Zenchiku as a historical figure and as a playwright. (In a sense, Zeami and Zenchiku were resurrected in the popular imagination only when their treatises on noh were published in the early twentieth century.) Since their discovery, critics have tried to find correspondences between the way of thinking presented in the treatises and the way of writing exhibited in the plays. Kanze Hisao, for example, pointed out that the circular structure of the six circles (in which the first and last 
Page 19 →elements are represented by the same, empty circle) is reminiscent of the circular structure of some of Zenchiku’s plays, in which the shite ends the play unchanged.44 This study also pursues the goal of identifying correspondences between Zenchiku’s theoretical and dramatic texts.



ATTRIBUTION OF PLAYS

Despite a long overdue effort in literary theory to reduce the proportionate amount of critical attention expended on authorship and authorial intent, attempts to establish the authorship of noh plays are extremely important in forming a broad, diachronic picture of the development of the genre as a whole. By linking plays to an author, a historical figure who lived in time, we can begin to shape a loose chronology of creativity, and start to understand the complex intertextual relationships that exist not only between noh plays and classical texts, but within the noh canon itself. In the cases of Zeami and Zenchiku, we can consider how their dramatic works apply, extend, or contradict their theoretical pronouncements. We can also carefully seek biographical traces in the plays, as I shall do with Oshio and Ugetsu. Not only can we bind plays to points in time, but in space as well. Zenchiku, for example, seldom played for audiences in the capital that were composed of commoners, warriors, and aristocrats. His power base was the Yamato basin of Nara, and his principal backers were high-ranking clerics at Kōfukuji temple and the Kasuga shrine. This accounts for the sometimes esoteric and erudite character of his plays.

As valuable as attributive information may be, the processes of establishing thresholds of credibility and of assessing the evidence for and against authorship of various plays are highly technical in nature. The details of my choices for this study are described in appendix 2, and readers interested in how the contents of Zenchiku’s oeuvre are being established should consult it before proceeding further.



“ZENCHIKU’S STYLE”

Difficulties of attribution aside, several scholars have attempted to elucidate those characteristics of Zenchiku’s dramaturgy that differentiate him from other playwrights and, in particular, the writer he most resembles, Zeami. This effort has generated clusters of concepts which, although at times contradictory, collectively might be called “Zenchiku’s style.” A meaningful understanding of this notion cannot be attained without close readings of the plays themselves, so discussion of the finer points will be deferred to the chapters that follow. Nevertheless, I would like to give an overview of the 
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Aesthetics. Commenting on Bashō, Teika, Yōkihi, and Tamakazura as a group, Thomas Hare writes that Zenchiku chose to depict his subjects “in a monochromatic, sad and pessimistic manner that seems to owe more to the aesthetic of Yoshimasa’s age than to the earlier Muromachi period.”45 On the other hand, in an article on the demise of yūgen, Matsuoka Shinpei sees Ikkyū and Zenchiku as dismantlers of the already dying aesthetic value of yūgen. In particular, the play Teika, in its attention to the physical aspect of decay (physicality of any kind is rare in classical literature) unites yūgen with the grotesque in the figure of the ghost of Princess Shokushi. This is considered typical of Zenchiku.46

Methods. Hare also notes “a frequently mentioned characteristic of Zenchiku’s, his inability or lack of desire to clearly delineate the honzetsu of his plays.” He then cites an influential remark by Yokomichi Mario and Omote Akira: “Works connected with Zenchiku do not have a clear theme running through them as Zeami’s plays do. He characteristically depicts things as if seen through a veil.”47 Nevertheless, Hare states that this aspect enhances the effect of the play Teika, rather than detracting from it. Indeed, others have pointed out that the vagueness is less an unwilled flaw than a conscious technique. Miyake Akiko has written that Zenchiku is interested in the veil itself,48 and an ambiguity regarding the speaking subject may be observed in Teika and Kakitsubata. Other techniques associated with Zenchiku are frequent use of word music, such as head rhyme and alliteration, and a priority of image over logic.

Structure. Hare observes that the play Teika ends with the structural unit known as a noriji; of the other plays he addresses, Bashō and Yōkihi also end with noriji, while Tamakazura concludes with a chūnoriji. While “Zeami uses the noriji for the appearance of nonhuman furyū characters or characters in the grip of some sort of aesthetic derangement or illusion,” in Teika the shite “fails to create the illusion she wants, and the play ends with ōnori rhythm, which serves to intensify the inescapable suffering of her reality.”49 Hare recalls an observation by the great noh actor Kanze Hisao that the characteristic use of ōnori to end plays was characteristic of Zenchiku and related to a circular theory of noh.50

Sources. Zenchiku was perhaps the best read of the professional playwrights, and draws on a variety of sources, some apparently unique. Among these are Teika’s Shūi gusō; Danchōshū, a collection of Chinese poetry transmitted in the Komparu family, of which only fragments survive; and the Sanryūsho text, a secret commentary on the Kokinshū preface.51 Traditionally, playwrights quoted waka poetry in their plays, but Zenchiku does so with 
Page 21 →greater frequency than other writers, sometimes even building plays around poems. Less traditionally, he makes use of Zeami’s plays in composing his own, an aspect of intertextuality in noh that has not been studied as extensively as the plays’ use of classic poetry and prose.

Beliefs. The Buddhist doctrine that plants and trees are capable of enlightenment plays an important role in Zenchiku’s dramatic works, figuring in such plays as Bashō, Teika, and Kakitsubata. Although Zeami had previously addressed this topic in Saigyōzakura, Itō Masayoshi notes that Zenchiku’s understanding of the doctrine was informed by Tendai Buddhist theory on originary enlightenment (hongakuron or hongaku shisō).52 Furthermore, the belief that the poet and courtier Ariwara no Narihira (825-880) was actually a manifestation of the god of yin and yang and the bodhisattva of song and dance appears both in Zenchiku’s play Kakitsubata and his treatise Meishukushū.

Phrases. Itō Masayoshi has pointed out a number of phrases that appear in two or more plays attributed to Zenchiku, and are to some extent idiosyncratic. (They will be discussed in the course of close readings of the relevant plays.)

While a quest for “Zenchiku’s style” is not the goal of this project per se, I will be referring to the previous attempts to define what makes Zenchiku’s plays distinctive, and present my own views in the Conclusion.



REVEALED IDENTITY

In my view, a central principle operates throughout Zenchiku’s texts, one which is not unique to him; in fact it is a somewhat typical tendency of his era. Nonetheless, it is so pronounced that it helps distinguish Zenchiku’s approach from that of Zeami and Motomasa, and provides a useful link between his treatises and his plays.

Wordsworth, in his lines from “The Prelude” quoted at the beginning of this chapter, sensed a “dark / Inscrutable workmanship”; I use the term “revealed identity.” In this context, identity functions in both of its core meanings, which are antithetically opposed. Identity denotes that which makes one recognizably unique; on the other hand, paradoxically, it refers to a condition of complete similarity that permits no detection of differences. Thus the term “revealed identity” suggests at first the true nature of a being or thing, previously concealed, now being exposed (as in the course of many noh plays); on second glance, it may be read as referring to a state in which apparent differences are illusory.

What I intend by the term “revealed identity” is actually a host of concepts which are fundamentally identical. These concepts share a set of common tenets. Appearances are deceiving; often what appears bad is actually 
Page 22 →good, and the good is actually great. Disparate entities are in fact the same. The trivial is exceedingly relevant. Baseness gives way to nobility. Not only are apparent opposites resolved, but multiple entities may be unified into a single one, such as okina or yūgen.

Moreover, the phrase “revealed identity” resonates with an element of Zenchiku’s principal theoretical framework, rokurin ichiro. Ichiro, the latter half of the phrase, refers to the Single Dewdrop that unites the six circles, and to the sword which sweeps away delusions. But, as mentioned above, with the double meaning of the character ro (tsuyu) as both “dew” and “disclosure,” the phrase may also be translated, in Tokiwa Gishin’s brilliant rendering, as “Oneness disclosed.” In a sense, this is equivalent to the notion of revealed identity.

Some related concepts are pre-existing theoretical terms from Buddhist philosophy. Others are not as well defined and will be introduced as they appear in the texts of the plays. The range of literary, aesthetic, and philosophical phenomena that can be grouped under the rubric of “revealed identity” is vast, ranging from the rhetorical to the ontological.

In the interests of gaining a firmer grasp on the concept of revealed identity, and laying the groundwork for future discussion of this topic, let us examine a few of the pre-existing terms from Buddhism.

The goal of the Buddhist practitioner is enlightenment (whether for oneself or for others), the attainment of which constitutes achieving buddhahood, or awakening, and release from the endless, painful cycle of birth and rebirth. One way buddhahood may be achieved is by being reborn as an enlightened being, as a reward for accruing good karma in this life. Yet the Shingon cleric Kūkai (774–835), among others, taught the attainment of buddhahood “in this very body,” i.e., sokushin jōbutsu. Moreover, the Zen school urges, “See your own nature and become a buddha” (kenshō jōbutsu). If buddhahood could be attained in this life or the next, there still remains the question, what classes of beings may attain it? Two problematic categories for early Buddhist philosophers were a) plants and trees and b) women.

It may be wondered whether plants and trees, insofar as they are nonsentient beings, possess “buddha-nature,” the potential to become buddhas. Embracing the possibility of such beings to attain buddhahood, therefore, entails a rejection of the distinction between sentient and insentient. Such a worldview regards all existences and phenomena as enjoying buddha-nature; hence the landscape itself may attain enlightenment. Important proponents in China of the view that plants and trees may attain buddhahood, which was at first subject to vigorous debate, include Huiyuan (523–92), Jizang (549–623) of the Sanlun school, and the sixth patriarch of Tientai (J. Tendai), Zhanran (711–82).
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It will be readily apparent that the sōmoku jōbutsu doctrine illustrates the concept of revealed identity by discarding a false distinction between sentient and nonsentient beings. (By abandoning the distinction between human beings and the vegetation that forms much of the environment around us, it also dispenses with the dichotomy of subject and object.) In Zenchiku’s dramaturgy, the question of enlightenment for plants and trees is implicitly intertwined with the question of enlightenment for women, because the plant spirits are represented on the stage in the form of women.54

Nyonin jōbutsu, the doctrine that women are capable of attaining enlightenment, receives a somewhat ambiguous endorsement in a key text, the “Devadatta” chapter of the Lotus Sutra. In a passage on the visit of the daughter of the dragon king to the Buddha, the sutra recounts the traditional belief that every woman suffers from the Five Obstacles, namely, her inability to become a Brahmā heavenly king, the king Śakra, a devil king, a wheel-turning sage king, or a Buddha. The daughter of the dragon king, however, becomes a buddha in the same passage, seemingly demonstrating that the Mahayana belief that all beings may attain buddhahood does in fact extend to women.55 Two facts, however, muffle the effect of the demonstration. First, the girl is not a human girl, but a serpent; second, she first becomes a man before transforming into a buddha.

Zenchiku’s own beliefs on the spiritual status of women reflect this ambiguity. On the one hand, he attaches great significance to the story of the dragon girl, regarding it as the essence of the Lotus Sutra. On the other hand, he endorses the belief that the poet and courtier Narihira was in reality a deity sent to this world to save “foolish” women by making love to them.56

Both sōmoku jōbutsu and nyonin jōbutsu take for granted the idea that one becomes a buddha, and make their contribution to Buddhist thought in their expansion of the class of beings that are capable of this transformation. They may be considered pleas against arbitrary discrimination and the construction of ontological classes that bar the path to enlightenment. Another key concept, however, dismissed the idea of becoming enlightened, replacing it with the act of being enlightened, that is, living out the potential for enlightenment with which we are all born. This was none other than hongaku, “originary enlightenment.” The body of thought that seeks to explain and 
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a thought-movement that took shape within Japanese Tendai Buddhism and exerted a profound influence in the wider circle of Japanese thought, culture, and society. Its essential proposition is that no distinction exists between the phenomenal and the absolute, that is, between sam.sāra and nirvān.a [shōji soku nehan], delusive passions and enlightenment [bonnō soku bodai], and ordinary beings and buddha [bon soku shō].57



To this list may be added any number of opposites, including good and evil (zen’aku funi, “good and evil are identical”). The perception that good and evil are one and the same is baffling, not to mention eminently prone to abuse. Indeed, the understanding of these amplifications of the hongaku position seem approachable only to those who have already attained enlightenment, not those of us who still cling to delusive dualities. The significance of hongaku shisō for Zenchiku’s dramaturgy lies not in moral philosophy, but in the attitude toward enlightenment expressed in the plays, most notably Bashō and Teika. In the former, we note a portrayal of the enlightenment experience as revelational rather than transformational; in the latter, enlightenment and delusion are inextricably bound together.

Insofar as hongaku shisō asserts that we are all enlightened, just the way we are, without any need for transformation, it resembles another important idea—shohō jissō, which means that all phenomena are Truth, just as they are. That is to say, the absolute inheres in the relative, a pattern of conflating opposites that is highly consistent with the concept of revealed identity. Shohō jissō is mentioned by name in Zenchiku’s play Bashō.

Thus far I have introduced some concepts which properly belong within the purview of Buddhist philosophy. Let us conclude, however, with one that straddles Buddhism and Shinto: honji suijaku. In this theory, Shinto deities are seen as manifestations (suijaku) of Buddhas and bodhisattvas, which are regarded as the originary honji. The sun goddess Amaterasu, for example, might be venerated as a manifestation of Dainichi Nyorai. In the nineteenth century, institutional and other links between Buddhism and Shinto were severed in Japan, a situation which largely persists today; therefore we must make an effort to avoid minimizing the significant interdependences between Shinto and Buddhist belief systems that existed in premodern Japan. Kuroda Toshio even goes so far as to argue that Shinto was not an independent, formal religion, but may have existed as a branch of Buddhism, not necessarily in opposition to it.58 That point is subject to debate, but we may safely say that in Zenchiku’s day, the borderlines between 
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If sōmoku jōbutsu and nyonin jōbutsu illustrate the identity component of revealed identity, insofar as they stipulate that there is no essential difference between sentient and nonsentient, or male and female, with regard to Buddhist soteriology, then hongaku and shohō jissō might be more closely aligned with the revelational aspect. Hongakuron, after all, insists that we require not transformation of our selves, but revelation of our true natures, and shohō jissō signifies that such a revelation has already been accomplished in the world around us. Straddling both aspects of revelation and identity just as it negotiates between the belief systems of Buddhism and Shinto is honji suijaku, in which Shinto deities are revealed to be really none other than local manifestations of global realities.

In the chapters that follow we shall see, in turn, the global concept of revealed identity manifested numerous times in the “local sites” that are Zenchiku’s plays and treatises. I hope that the abstract principle of revealed identity and the traditional concepts it encompasses will emerge with greater clarity in the light of instance, example, and image.
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	1. For details on Yoshimasa and his contributions to culture, see Donald Keene, Yoshimasa and the Silver Pavilion.


	2. Nagahara, Nairan to minshū no seiki, pp. 385–86. The abbrevation int. indicates an intercalary month.


	3. Kyōgaku shiyōshō. Cited in Nagahara, Nairan to minshū no seiki, pp. 296–97. All translations are my own unless indicated otherwise.


	4. The structure was destroyed by arson in 1950 and rebuilt in 1955.


	5. The texts are Rikugi, which was written especially for Zenchiku, and Shūgyoku tokka, which was not. See Omote and Katō, Zeami, Zenchiku, pp. 180–82 and 184–196. (Hereafter abbreviated as ZZ.)


	6. For a discussion of Motomasa’s biography, see Nishino Haruo, “Chūsei nō no sakusha to sakuhin,” pp. 222–26.


	7. Nishino, “Chūsei nō,” p. 225.


	8. All ages are calculated according to the Japanese method, in which a child is age one at birth and considered a year older at the beginning of each year, not at the birthday. Effectively, this means that one’s age equals the number of years in which one has lived.


	9. Noel Pinnington, “Strategies of Legitimation: An Approach to the Expository Writings of Komparu Zenchiku,” p. 35.


	10. Noel Pinnington argues that the relationship between Zeami and Zenchiku was not a matter of easy and accurate acceptance of Zeami’s views by 
Page 26 →Zenchiku. See his “Crossed Paths: Zeami’s Transmission to Zenchiku.”


	11. The attribution of noh plays, which is addressed in appendix 2, is notoriously difficult. For this comparison I am using charts prepared by Nishino Haruo in his “Chūsei nō no sakusha to sakuhin,” pp. 178–79 and 210–11.


	12. Of the sixteen shuramono in the current repertory, six—Atsumori, Kiyotsune, Tadanori, Yashima, Sanemori, and Yorimasa—are attributed to Zeami. He is also thought to have revised Tomoakira. The only other playwrights to whom current shuramono are attributed are Naitō Saemon (Shunzei Tadanori) and Zenpō, Zenchiku’s grandson (Ikuta Atsumori). Authorship of the remaining seven plays is unknown. (For a list of current shuramono, see Yokomichi Mario, ed., Nōgaku zusetsu, pp. 41–42; for Zeami attributions, see Thomas Blenman Hare, Zeami’s Style: The Noh Plays of Zeami Motokiyo. pp. 44–47; for other attributions, see Nishino Haruo and Hata Hisashi, eds., Nō, kyōgen jiten, pp. 21, 73.)


	13. Zeami divided noh plays into three categories: aged mode (rōtai), martial mode (guntai) and feminine mode (nyotai). Zenchiku added a fourth, the miscellaneous mode (zattai). The term kazuramono (wig plays) came along later and is anachronistic; however, it is useful in approximating Zenchiku’s use of the feminine mode, as many of the plays that Zeami would have considered feminine plays actually fell into Zenchiku’s miscellaneous category. Kazuramono plays may be regarded as “pure” feminine plays and, while relatively slow, are considered to represent the “essence” of noh.


	14. Both comments appear in Sarugaku dangi. See ZZ, pp. 265, 286.


	15. Nishino, “Chūsei nō,” p. 228.


	16. Nishino, “Chūsei nō,” pp. 239–41. Regarding Shunkan, Nishino cites a number of points raised by Itō Masayoshi, including distinctive phrasing that appears only in Utaura and Shunkan, and Motomasa’s preference for exploring characters placed in extreme situations, in support of an attribution of the play to Motomasa. Nishino’s basis for attributing Tomonaga to Motomasa is less clear. It appears to center on the play’s radical departure from standard forms: the first act is a genzai play, the second a mugen play; moreover, the maejite and nochijite are two completely different people.


	17. Genzaimono are plays in which the shite is a living human being, not a ghost, demon, or god.


	18. Nishino, “Chūsei nō,” p. 233.


	19. Plays such as Jinen koji and Kayoi Komachi. See Nishino, “Chūsei nō,” p. 239.


	20. ZZ, p. 349a.


	21. Zenchiku does not say that Motomasa wrote Utaura, nor does he provide information on the authorship on any of the other plays listed in Kabu zuinōki.


	22. Zeami’s Nine Levels (Kyūi) are as follows, listed in order from highest to lowest: (1) myōkafū, “The Mark of the Wondrous Flower”; (2) chōshinkafū, “The Mark of the Deeply Beloved Flower”; (3) kankafū, “The Mark of the Tranquil Flower”; (4) shōkafū, “The Mark of the Genuine Flower”; (5) kōshōfū, “The Mark of Versatility and Precision”; (6) senmonfū, “The Mark of Surface Design”; (7) gōsaifū, “The Mark of Strength and Meticulousness” (8) gōsofū, “The Mark of Strength and Coarseness”; and (9) soenfū, “The Mark of Coarseness and Leadenness.” See ZZ, pp. 173–77. English versions of the titles are adapted from Mark J Nearman, “Zeami’s Kyūi: A Pedagogical Guide for Teachers of Acting.”
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	23. The concept of kyakurai in Zeami’s Kyūi meant that after attaining the highest levels, a master actor could descend to the lowest levels (such as the gōsaifū); thus it could not be said absolutely that the gōsaifū was always at the bottom of the system. But nothing suggests that this might apply to Zenchiku’s ranking of Utaura. If he had regarded the play highly, we would expect him to devote more than a few lines to it (as he does in the entries for Matsukaze and Yuya) and to assign the play to one of the more prestigious elements of Teika’s Ten Styles.


	24. ZZ, p. 349a.


	25. Arthur H. Thornhill III, Six Circles, One Dewdrop: The Religio-Aesthetic World of Komparu Zenchiku, pp. 12–19.


	26. Inariyama sanrōki. Omote Akira and Itō Masayoshi, eds., Komparu kodensho shūsei, p. 318. (Hereafter abbreviated to KKSS.)


	27. KKSS, p. 321.


	28. While these tantalizing, brief passages are the only factual basis for speculation about Zenchiku’s wife, one senses that the elegantly humorous relationship between the old couple of his play Ugetsu provides a self-portrait of Zenchiku and his wife.


	29. Matsuoka Shinpei, “Zenchiku to Ikkyū: Zenchiku no na no yūrai ni tsuite.”


	30. Itō Masayoshi, Komparu Zenchiku no kenkyū, p. 20. Matsuoka, “Zenchiku to Ikkyū,” p. 37.


	31. Note that in East Asia, infants are considered one year old at birth and one’s age increases at the beginning of each year, not at the birthday. Effectively, a person’s age is the total number of years in which he or she has lived. Thus Zenchiku, born in 1405, would have reached the age of sixty-one in 1465, not 1466.


	32. Matsuoka, “Zenchiku to Ikkyū,” p. 41.


	33. James Sanford says that here hōgo “probably implies no more than a single poem.” Sanford, Zen-man Ikkyū, p. 108.


	34. Nearman calls rin “a noun classifier that also signifies ‘circlings, wheels, rings, spheres, layers, blossoms, and chakras.’” Nearman, “The Visions of a Creative Artist: Zenchiku’s Rokurin ichiro Treatises,” part I, p. 243. In yoga, chakras are centers of spiritual energy in the human body; the word is derived from the Sanskrit cakram, or “wheel.”


	35. The phrase is Tokiwa Gishin’s, from his translation of Hisamatsu Shin’ichi’s book Zen to Bijutsu, published as Zen and the Fine Arts, p. 101. Cited in Thornhill, Six Circles, p. 162.


	36. Janet Goff, review of Six Circles, One Dewdrop: The Religio-Aesthetic World of Komparu Zenchiku, by Arthur H. Thornhill III, p. 151.


	37. Matsuoka Shinpei, comment in seminar at University of Tokyo, 1996.
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	39. ZZ, pp. 324–33.


	40. For Kichū, see ZZ, pp. 336–39. Hichū is comprised of two texts, which do not necessarily exist in a draft/final version relationship, known as the Bunshō and Kanshō versions. See ZZ, 380–98.


	41. ZZ, pp. 342–52.


	42. ZZ, p. 419. The entire text of Shidō yōshō may be found in ZZ, pp. 418–21.


	43. Meishukushū is in ZZ, pp. 400–16. For a discussion see Pinnington, 
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CHAPTER 1 Painting Landscapes in the Mind: Bashō and Kakitsubata

Zenchiku wrote two plays—Bashō and Kakitsubata—in which the shite is a woman who later reveals herself to a Buddhist priest in her true form, the spirit of a plant. In presenting the spirit of a plant or tree on stage, Zenchiku was by no means engaging in innovation—this had already been done in Zeami’s Saigyōzakura.1 Plays such as these engage the Buddhist doctrine of sōmoku jōbutsu, the enlightenment of plants and trees.

Bashō has been studied from a number of perspectives, most notably that of Buddhist philosophy, especially in relation to such concepts as mujō, shohō jissō, and sōmoku jōbutsu. Another approach has involved the use of commentaries on the Lotus Sutra in the construction of the play.2 This may be viewed as part of an important trend in noh scholarship, the effort to evaluate how playwrights made use not only of “primary” texts—classics such as Ise monogatari and Genji monogatari—but also availed themselves of commentaries on these texts.3 This is also the method that has informed some studies of Kakitsubata. Scholars have focused on the relationships between the play, Ise monogatari, and secret commentaries on Ise monogatari.4

While valuing these studies, I take a completely different approach to these plays. At the textual level, I focus on the depiction of landscape, especially the importance of color. A close examination of Bashō and Kakitsubata will reveal resonances with Zenchiku’s aesthetic attitudes toward landscapes and their depiction in his other plays and in his treatises. Landscape is the crucial tool that enables Zenchiku to give a single theme—the enlightenment of plants and trees—different treatments. Before proceeding to how color informs these two plays, in order to locate the importance of landscape in noh in its proper context, I will discuss how these plays tap into an ongoing relationship between the arts of noh dramaturgy and landscape painting.


LANDSCAPE IN NOH PLAYS

While much of the text of a noh play is concerned with explication—the waki’s self-introduction, the shite’s recounting of a past existence—or dialogue, or lyric expressions of feeling, a brief but important section in most plays describes the surrounding landscape, and sets the mood for the play. 
Page 30 →In most plays, both the location and the season may be readily identified. Often there are, in the course of a typical play, two important evocations of landscape—one offered by the waki, usually during a journey, and the other provided by the shite upon his or her entrance.

When the waki gives his description of the landscape along the course of a journey, it is known as a michiyuki. The michiyuki might include the names of famous places seen along the way; describe the surrounding topography, flora and fauna, and weather; and express the feelings of sadness and loneliness inevitably associated with travel in the classical tradition, in which the vicissitudes of life on the road symbolize the transience of existence. To give an example chosen almost at random, in the first ageuta of the play Adachigahara, the waki, a priest, and his companions sing:


wa ga honzan wo tachiidete

wa ga honzan wo tachiidete

wakeyuku sue wa Kinojigata

Shiozaki no ura wo sashisugite

Nishiki no hama no oriori wa

nao shiore yuku tabigoromo

hi mo kasanareba hodo mo naku

na ni nomi kikishi Michinoku no

Adachigahara ni tsukinikeri

Adachigahara ni tsukinikeri.5

Taking leave of our temple on the mountain,

taking leave of our temple on the mountain,

we break through to the Ki Road,

passing Shiozaki Bay,

weaving along Nishiki beach,

our traveling clothes soaked and wilted,

and the days piling one upon another,

until we arrive in Michinoku, to a place we knew only in name:

we have reached Adachigahara,

we have reached Adachigahara.



This passage not only describes the journey to Adachigahara, but it expresses a customary lament on the rigors of travel, and includes some puns (e.g. “weaving”) that foreshadow the shite they are about to meet, a poor woman who winds thread to supplement her income and keeps a stack of corpses in her bedroom.

When the shite takes the stage for the first time during the play, the encounter with the waki may begin in a number of ways: with a rebuke, with a brief soliloquy stating the shite’s frame of mind explicitly, or with a description of landscape that sets the mood and reveals the shite’s emotions 
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kage Shirakawa no mizu kumeba

kage Shirakawa no mizu kumeba

tsuki mo tamoto ya nurasuran.6

Drawing from the bright waters

of the Shirakawa River, as I draw

from the bright waters of the Shirakawa,

the moon and my sleeves alike are soaked.



By this brief passage we know that the season is autumn (because the moon is associated with autumn unless otherwise indicated); that the woman is not of high station (because she is drawing water from the river); that she is distraught (because her sleeves are soaked from weeping); and that she is standing by the banks of the Shirakawa River in Higo.7

In Zenchiku’s plays, these passages depicting the surrounding landscape often play an important role in setting the mood of the play, and can be quite beautiful. Yet the “beauty” of Zenchiku’s landscapes is more often than not found far from the pristine, the picturesque, or the pastoral. In my view, the most appropriate word to describe Zenchiku’s landscapes is the adjective monosugoki, which means “dreadful,” “eerie,” or “forbidding.”

Zenchiku’s landscapes are often not merely a reflection of the inner state of the waki or shite, but affect the characters profoundly, as in this passage from Bashō:


waki:

sude ni sekiyō nishi ni utsuri

sankō no kage susamajiku shite

tori no koe kasuka ni monosugoki.

yūbe no sora mo honobono to

yūbe no sora mo honobono to

tsuki ni nariyuku yamakage no

jakumaku taru shiba no to ni

kono onkyō wo dokuju suru

kono onkyō wo dokuju suru.8

waki:

Already the evening sun has shifted into the west,

a bleak shadow covers the gorge,

and the faint cries of the birds, dreadful

the evening sky. Dimly in the evening sky,

the mountain’s shadow turns to moonlight,

and behind a desolate door of brushwood

I read this Sutra, I read the holy Sutra.
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Later the chorus sings on behalf of the shite in an ageuta:


noki no kakio mo furutera no

urei wa gaiji no furu ni yabure

tamashii wa sankō no

fukaki ni itamashimu

tsuki no kage mo susamaji ya.9

. . . the eaves and fence have aged,

and at the old temple

“my sorrow breaks at the sight

of the old temple on the cliff;”

“my soul aches from the depth

of a journey into the mountains,”

and the moon’s light is desolate.



As the punctuation in the translation indicates, the passage includes two quotations. In the original they are Japanese renderings of two lines from the Chinese poem “Fajingsi” by the Tang poet Du Fu.10 Zenchiku’s choice to pick just these two lines from the sixteen that make up the poem indicates a special interest in the emotional effects of landscape. Many of Zenchiku’s plays are set in autumn or winter; even better than the time of the falling crimson leaves, beloved by the classical tradition, is late autumn, when the leaves and grasses have withered. We find in Nonomiya “the twilight that shatters one,” (mi wo kudaku naru yūmagure)11 and in Ugetsu, the shite singing softly:


kaze koboku wo fukeba seiden no ame

tsuki heisa wo teraseba natsu no yo no shimo

sore sae aru ni aki no sora

amari ni taenu nakaba no tsuki

ara kokorosugo no orikara ya na.12

When the wind blows through withered trees

there is rain on a fine day;

when the moon shines on the beach

there is frost on a summer’s night.

Even more so the autumn sky, the unbearable full moon—

how dreadful is this season!



In Teika, it is the time of shigure, the sudden, cold rains that epitomize the transience of the world, and the season is early winter:
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are nomi masaru kusamura no

tsuyu no yadori mo karegare ni

monosugoki yūbe narikeri

monosugoki yūbe narikeri.13

Garden and fence are nothing of the sort,

growing only more desolate, like the stands of grass,

dwellings of dew, few and far between

on this dreadful night.

It is a dreadful night indeed.



In this passage once again we find the key term monosugoki, a word which does not describe the landscape in objective terms, but conveys a subjective response to it.

Sometimes the waki and shite view the landscape in completely different ways, projecting their respective states of mind onto the natural world around them. For example, Rokujō no miyasudokoro, the shite of Nonomiya, may feel her heart breaking in the autumn twilight in the line quoted above, but the waki, a traveling priest, only a few lines earlier praises it as “an evening in which the heart runs clear.” (kokoro mo sumeru yūbe ka na).14 Another play that exhibits a marked difference between the reactions of waki and shite to landscape is Ohara gokō. The retired emperor Go-Shirakawa has set out with his attendants on a journey, and although his purpose is to visit the ill-starred Kenreimon-in, the language required to describe the surrounding landscape exudes auspiciousness:


kokonoe no

hana no nagori wo tazunete ya

aoba wo shitau yamaji ka na.15

Seeking the traces of the ninefold blossoms,

longing for the green leaves,

along the mountain roads.



Later the attendants sing,


tsuyu musubu niwa no natsukusa shigeriaite

aoyagi ito wo midashitsutsu,

ike no ukikusa nami ni yurarete

nishiki wo sarasu ka to utagawaru.16

in the dewy garden the summer grasses grow lushly,

tangling the threads of the green willows;
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as if someone were washing brocade.



These lovely, intensely visual descriptions contrast with the mixed sentiments expressed by the shite in her opening lines, which are echoed by her companions:


shite:    yamazato wa mono no sabishiki koto koso are

yo no uki yori wa nakanaka ni

shite, tsure: sumiyokarikeru shiba no toboso

miyako no kata no otozure wa

madō ni yueru masegaki ya

ukifushi shigeki takebashira

tachii ni tsukete mono omoedo

hitome naki koso yasukarikere17

shite:     A mountain village is lonely indeed,

but compared to the misery of the world

shite, tsure: it is pleasant living. At the brushwood door,

reports from the capital are few and far between,

like the slats of the rough fences.

Our troubles are as numerous as the knots in the bamboo pillars

and while one is constantly anxious, being away

from the eyes of others lends relief.



As the imperial party proceeds deeper into the country, however, its members encounter a pathos that inheres in the landscape (and thus lends it even greater beauty). The imagery changes as their sentiments shift, and their previous, rather light-hearted remarks give way to serious emotion. The chorus sings on the travelers’ behalf:


furinikeru

iwa no hima yori ochikuru

iwa no hima yori ochikuru

mizu no oto sae yoshi arite

ryokura no kaki suitai no yama

e ni kaku to mo

fude ni mo oyobigatashi.18

Falling from cracks between the aged stones,

falling from cracks between the stones,

even the sound of water is charming:

the fence wrapped in green ivy,

the azure mountains—it would be difficult

to paint such a picture, to capture it

with the brush.




Page 35 →The language of the previous three passages runs very close to that found in the final chapter of Heike monogatari, upon which the play is based.19 Yet just as in the case of the quotation from Du Fu in Bashō, partial allusions such as these represent more than mere borrowing, because they exhibit a selective sensibility. The recognition by the travelers that neither painting nor verse could capture the depth of feeling inspired by the landscape before their eyes holds particular significance in light of the current discussion.

In writing these plays Zenchiku carefully chose lines from appropriate sources to suit the direction of the play. As the party approaches Kenreimon-in’s dwelling, they notice broken roof tiles, which admit fog inside the rooms, as if someone were burning incense, and a ruined door, which lets in the moonlight, as if a lamp remained constantly lit inside. This scenery is adapted directly from Heike monogatari. To this description he adds a phrase that does not appear in the tale: “Is this what the place is like? How dreadful!” (kakaru tokoro ka monosugo ya.)20 This small addition to the scene depicted in Heike illustrates Zenchiku’s emphasis on the emotions inherent in landscapes, in the conception of landscape as a force that does not merely reflect the emotions of the viewer, but shapes them as well. The depiction of landscape in Zenchiku’s plays may thus be characterized by the unity of emotion and image. Such a unity had already been produced in waka poetry; quite often in waka, half of the poem depicts a scene, while the other registers an emotional observation about that scene.21

Zenchiku was certainly well acquainted with poems that espouse a similar aesthetic attitude. I would suggest, however, that another important imaginative source may be found in the monochrome ink paintings of landscapes that enjoyed such immense popularity in his time. The art of sansuiga, imported from China, had already taken firm hold in Japan, especially in Zen monastic circles and among their elite warrior patrons. In the sections that follow, we will examine the intersections between the arts of noh and sansuiga.



VISUAL REPRESENTATION AND NOH DRAMA

The Eight Views of the Xiao and Xiang (J. Shōshō hakkei, C. Xiaoxiang bajing) is a theme from Chinese and Japanese landscape painting, a set of conventionalized scenes near the Chinese Xiao and Xiang rivers. It is said to have been invented by the Song painter Song Di.22 When Chinese monochrome landscape painting (sansui suibokuga) was introduced into Japan beginning in the late Kamakura period, the Eight Views came with it, and entered the Japanese consciousness.23 It joined, in a sense, a canon of scenery.

Unlike other place-based treatments of landscape, the Eight Views 
Page 36 →are not visions of specific, famous places,24 but rather of fixed scenes that might occur almost anywhere, given the proper geography and climate. They are as follows:


shōshō yau

Night rain over the Xiao and Xiang

dōtei shūgetsu

Autumn moon over Lake Dongting

enji banshō

Evening bell, smoke [rising] from the temple25

enpo kihan

Sails returning from a distant coast

sanshi seiran

Clearing mist over a mountain market

gyoson sekishō

Fishing village in the evening glow

kōten bosetsu

Evening snow over the river

heisa rakugan

Wild geese descending to a sandbar26



Not only did the Japanese study Chinese paintings of the Eight Views and make their own versions (in many cases, having never visited the Xiaoxiang region), but they also wrote poems about the scenes in both Chinese and Japanese.27 It is not surprising, therefore, that the Eight Views, both as a totality and as separate scenes, were incorporated into the texts of noh plays.

Three references to the Eight Views may be found in plays in the current repertory. One predates Zenchiku, the other two are from his own era.28

In Aritōshi, a play by Zeami for which Zenchiku professed the highest regard,29 we find “Night on the Xiao and Xiang, the rain falls heavily, / even the sound of the bell from the smoky temple cannot be heard.” (Shōshō no yoru no ame shikiri ni futte / enji no kane no koe mo kikoezu.)30 This alludes to both “Night rain over the Xiao and Xiang” and “Evening bell, smoke [rising] from the temple.”

In Utō, a play of unknown authorship, the lines “Bearing their young on the sandbar, the descending geese, / parents vainly concealing. . .” (heisa ni ko wo umite rakugan no / hakana ya oya wa kakusu to)31 allude to “Wild geese descending to a sandbar.”

Finally, in Zenchiku’s play Ugetsu, the lines “The rain calls to mind / the pathos of night by the Xiao and Xiang.” (ame wa mata Shōshō no / yoru no aware zo omowaruru)32 allude again to “Night rain over the Xiao and Xiang.”

Furthermore, there is an entire kusemai song in the dengaku tradition titled “Hakkei” (Eight Views) which mentions all eight of the titles by name, and originally formed part of a longer piece.33

To these quotations we may add the following passage from Kintōsho, a collection of songs written by Zeami while at Sado. Describing his place of exile, he writes, “The sweeping view of mountains by the shoreline, touching clouds over the waves, called to mind a famous Chinese scene. ‘A single sail returning to the distant shore’ must have looked like this.” (Mireba e 
Page 37 →megurimegurite, iso no yama nami no kumo to tsuranatte, tsutaekiku Morokoshi no enpo no kihan to yaran mo, kaku koso to omoiiderarete)34 Here, Zeami is referring to “Sails returning from a distant coast.”

These quotations show that both Zeami and Zenchiku knew of the Eight Views, having almost certainly seen partial or full sets of the paintings, and used them as an imagistic shorthand to help the audience, who also would have been familiar with the Eight Views, to envision the scene being described.

The relationship between landscape painting and noh is not limited to the texts of the plays. Significant interactions occurred between forms of representation in painting and the secret treatises on noh written by Zeami and Zenchiku. Among these the most readily apparent is perhaps the influence of the Jūgyūzu (the “Ten Oxherding Pictures”) in the formation of Zenchiku’s rokurin ichiro system.

Consideration of the visual aspects of rokurin ichiro leads us to conclude that 1) it relies extensively on visual imagery; 2) four of the six stages are essentially paintings within circles, ranging from a single line (shurin, jūrin) to an intricate landscape (zōrin); 3) two of the stages (jurin, kūrin) are simply empty circles; and 4) the entire process depicts a progression of development, transcendence, and return.

These four qualities are also present in the Jūgyūzu, which present in visual form the path one follows in attaining Zen enlightenment. The Jūgyūzu and their accompanying verses exist in several versions created in China during the Song dynasty, but in Japan the most famous set is attributed to the Chinese Zen monk Kuoan Shiyuan (fl. 1150). As a metaphor for the process of enlightenment, the pictures portray a young oxherd (the practitioner) as he passes through ten steps of recovering his lost ox (the enlightenment which we already possess but must find again).35

The zōrin (“circle of forms”) of the rokurin cycle in particular bears a close resemblance to the paintings that make up the Jūgyūzu. Zenchiku’s finest renderings of the zōrin are those he prepared in 1465 and 1466 for the Kanshō and Bunshō versions of his Rokurin ichiro hichū.36 The two pictures are almost identical in content, but the latter is perhaps the more vivid. In the background it features both sun and moon, eight stars in a pattern which looks a bit like the Big Dipper (the constellation appearing in the Kanshō version is clearly the Big Dipper), and five birds flying in the air. The middle ground shows two rugged mountains, executed in a style typical of renderings of the Chinese mountainside. Slightly closer and towards the left we see a house in a grove; the sea shows on the right. A man is walking uphill on a road that runs past the house on the left towards the water. In the foreground, an ox lies in a field, its back to us, watching the man.
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[image: A traditional Chinese ink painting of a young boy walking near a riverbank, surrounded by trees and distant hills.]
Figure 3. Searching for the Ox (jingyū), attributed to Shūbun. First of the Ten Oxherding Pictures (Jūgyūzu). Shōkokuji temple. Photographs courtesy of the Jōtenkaku Museum.


[image: A traditional ink drawing of a figure standing in a serene mountain landscape with trees, rocks, and mist.]
Figure 4. Seeing the Tracks (kenseki), attributed to Shūbun. Second of the Ten Oxherding Pictures (Jūgyūzu). Shōkokuji temple.
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[image: A traditional ink painting of a man chasing a bull in a natural landscape.]
Figure 5. Seeing the Ox (kengyū), attributed to Shūbun. Third of the Ten Oxherding Pictures (Jūgyūzu). Shōkokuji temple.


[image: A traditional ink illustration of a man attempting to guide a bull with a rope in a natural setting.]
Figure 6. Catching the Ox (tokugyū), attributed to Shūbun. Fourth of the Ten Oxherding Pictures (Jūgyūzu). Shōkokuji temple.
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[image: A traditional ink drawing of a man leading an ox along a riverbank, surrounded by a natural landscape.]
Figure 7. Herding the Ox (bokugyū), attributed to Shūbun. Fifth of the Ten Oxherding Pictures (Jūgyūzu). Shōkokuji temple.


[image: A traditional ink illustration of a person playing a flute while riding a water buffalo near a river.]
Figure 8. Mounting the Ox and Going Home (kigyū kika), attributed to Shūbun. Sixth of the Ten Oxherding Pictures (Jūgyūzu). Shōkokuji temple.
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[image: A traditional ink drawing of a person gazing at a mountain and moon from a riverside near a small house.]
Figure 9. Ox Forgotten, the Person Remains (bōgyū sonjin), attributed to Shūbun. Seventh of the Ten Oxherding Pictures (Jūgyūzu). Shōkokuji temple.


[image: A faint circular shape on a textured background, resembling a subtle watermark or imprint.]
Figure 10. Both Person and Ox Forgotten (ningyū gubō), attributed to Shūbun. Eighth of the Ten Oxherding Pictures (Jūgyūzu). Shōkokuji temple.
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[image: A traditional ink drawing of a gnarled tree with delicate branches and blossoms, set within a circular frame.]
Figure 11. Returning to the Origin and Source (henpon gengen), attributed to Shūbun. Ninth of the Ten Oxherding Pictures (Jūgyūzu). Shōkokuji temple.


[image: A traditional Chinese ink painting depicting an elderly man and a child in a serene outdoor setting under a pine tree.]
Figure 12. Entering the Market with Lowered Hands (nitten suishu), attributed to Shūbun. Tenth of the Ten Oxherding Pictures (Jūgyūzu). Shōkokuji temple.
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[image: A Japanese manuscript page featuring handwritten text and a circular illustration of a mountainous landscape.]
Figure 13. Circle of Forms (zōrin) from Zenchiku’s Rokurin ichiro hichū, Kanshō version, 1465. Mr. Komparu Yasutaka.
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[image: A handwritten Japanese text with a circular illustration of a mountain landscape in the center.]
Figure 14. Circle of Forms (zōrin) from Zenchiku’s Rokurin ichiro hichū, Bunshō version, 1466. Hōzanji Temple.


Page 45 →The set of the Jūgyūzu shown is particularly appropriate for our discussion because it is attributed to Shūbun, who was active during Zenchiku’s lifetime. With their landscapes drawn inside a circle, most of the pictures look much like Zenchiku’s circle of forms (although far more skillfully done). The eighth, a simple blank circle, is an exception. The empty circle provides an apt symbol of enlightenment, representing a perfect unity washed clear of delusions of the self. Zenchiku begins and ends the rokurin cycle with the very same symbol, which represents both the initial circle of longevity (jurin) and the final circle of emptiness (kūrin). If we identify the empty circle as a symbol of enlightenment and Zenchiku’s rokurin as his own version of how that process might be portrayed, then the empty circle that begins and ends the rokurin may signify the originary enlightenment (hongaku) that we all possess from birth, and recover in the process of seeing our own natures. The key differences between the Jūgyūzu and the rokurin are that Zenchiku emphasizes the empty circle by placing it at the beginning of his cycle and using it again at the end, while the Jūgyūzu uses it only once, then continues after it. (The final two circles may represent the training required even after enlightenment—a return to the world with benevolence.) Despite these differences, the similarities between the two systems are indeed striking, and even more tantalizing is the fact that the Oxherding Pictures existed in different versions, one of which was called the Rokugyūzu, or “Six Oxherding Pictures.” Unfortunately an extant text by that title does not contain any pictures, so it cannot be determined how closely they resembled Zenchiku’s rokurin.

We might note that Zenchiku’s relationship to the Jūgyūzu was not purely a matter of adapting a visual system to his own purposes. The paintings came with purposes of their own, namely, to convey knowledge about the process of enlightenment through Zen practice. Therefore they cannot be separated from their religious significance, and surely they would have contained profound meaning for Zenchiku, more so than a set of similar scenes with no explicit religious overtones. Yet it is difficult to sift out those aspects of Zenchiku’s thought and art that might be identified as resonant with the principles of Zen philosophy, beyond, for example, the emphasis placed upon the empty circle in the rokurin ichiro system. As Itō Masayoshi has noted, Zenchiku’s thought is based upon so many sources—Zen, but also Tendai, Pure Land, and Shinto—that it is hardly possible to discern single strands.37

Visual representation also played a role within the mental/spiritual processes involved in performing noh plays on the stage. With few stage props to suggest setting, actors must have been concerned about how to engage the imagination of their audiences in creating a sense of place. As 
Page 46 →dancers, they were of course deeply interested in their visual appearances on stage, although a dance, unlike a painting, enjoys the fourth dimension of time.38

A key phrase in the relationship between the visual and emotive process in noh acting appears in Zeami’s treatises as ichū no kei, which may be rendered as “images within the mind,” or “images within the intent.” Richard McKinnon has translated ichū no kei as “inner artistic vision,”39 while Mark Nearman calls it “images of an inner intent.”40 The first mention of the phrase occurs in Zeami’s treatise Shikadō (1420), during the course of remarks on the Three Modes (santai):


kamisabi kanzen naru yosooi wa, rōtai no yūfū yori ide, yūgen miyabi taru yoshi kakari wa, nyotai no yūfū yori ide, shindō sokutō no seikyoku wa, guntai no yūfū yori idete, ichū no kei, onore to kenpū ni arawarubeshi.41

The divine and completely placid appearance must originate in the applied style (yūfū) of the Aged Mode; the elegant style possessing yūgen in the applied style of the Feminine Mode; and a lively performance, in which one moves the body and stamps one’s feet, in the applied style of the Martial Mode. Then images within the mind (ichū no kei) should appear naturally in what the audience sees (kenpū).



This passage suggests a relationship between the images in a performer’s mind (ichū no kei) and the visual appearance of the performer in action on the stage, as perceived by the audience. Hence ichū no kei likely denotes an actor’s visualization of his own figure on the stage; he must realize that visualization in his performances, so that what he sees in his mind and what his audience sees on the stage are one and the same. Toward this end, we may suppose that the actor makes use of the “detached perspective” (riken no ken) described by Zeami in Kakyō, in which the actor is able to imagine what the audience sees.42

The successful integration of ichū no kei and kenpū is addressed in Yūgaku shūdō fūken (ca. 1423). This treatise consists of commentaries on a few quotes from the Chinese and Buddhist classics and their relevance to the art of noh. In discussing the famous line from the Heart Sutra, “Form is Emptiness and Emptiness is Form” (shiki soku ze kū, kū soku ze shiki) Zeami states,


Shodōgei ni oite mo, shiki-ku no futatsu ari. Nae-shū-mi no sandan owarite, yasuki kurai ni itarite, bankyoku kotogotoku ichū no kei ni manpū suru tokoro, shiki soku ze kū nite ya aru beki.43


Page 47 →In all the arts, there is both Form and Emptiness. When the three stages of seedling, ear, and fruit44 are completed, one reaches the comfortable ranks (yasuki kurai), and one masters all of the myriad techniques (bankyoku ) in accordance with the images in the mind (ichū no kei)—at that point, is not Form in fact Emptiness?



In Goi (ca. 1423), Zeami discloses his source for the phrase ichū no kei. He quotes a line from Shiren yuxie, a critical commentary on Chinese poetry by the Song author Wei Qingzhi (fl. 1240-1244).45 This quotation comes up during a discussion of the Style of Intent (ifū):


I to ippa, uchi ni nasu tokoro no ifū, soto ni araware, shimyō no kan wo nasu. Senjin wo arawashi, shotei no fūkon to naru. Kore, omoshiroki hana wo arawasu tane nari. Gyokusetsu no hyōshi ni iwaku, “Ichū ni kei ari, keichū ni i ari” to iu.46

“Intent” means that the Style of Intent, which is formed within, appears without, and creates a feeling of the utmost wondrousness. It manifests both the shallow and the deep and becomes the root of various modes. This is the seed that makes manifest the fascinating flower. The Youxie commentary on poetry says, “Within the intent there are images; within images there is intent.”



Here we learn that ichū no kei comprises but half of a concept of reciprocality between image (kei) and intent or mind (i). As Omote and Katō interpret the original meaning of the phrase, it denotes expressive language that is rich in unspoken overtones and includes emotion in its depiction of landscape while including landscape in its portrayal of emotion.47

Zenchiku also refers to the concept of ichū no kei in his treatises, but always in tandem with keichū no i. While the difference in Zeami and Zenchiku’s usage of these phrases might be simply a matter of Zenchiku having access to Shiren yuxie, it represents fundamental differences in their aesthetic philosophies. In his treatises, Zeami deals first and foremost with performance. He speaks as a master actor interested in how performers look and sound onstage, and builds his aesthetics around the human subject. Zenchiku, on the other hand, while attentive to the necessities of acting and performance, seems to regard the actor as a mere part of the vast universe, a conduit through which cosmic energies flow. Nowhere is this key difference more apparent than in the drawings Zeami and Zenchiku prepared to illustrate their teachings. The nine sketches Zeami includes in his Nikyoku santai ningyō zu are of actors on stage, playing the various roles: a child dancing, an old man, a woman dancing, a demon, a heavenly maiden. Around the 
Page 48 →sides of each figure are suggestions of the natural world, such as blossoms, branches, and falling petals, but the human figures are clearly of central importance.48 This order of priorities is reversed in the drawings Zenchiku made to illustrate his rokurin ichiro system. Of these, the only ones that depict human figures are the pictures of the zōrin in Rokurin ichiro hichū, and even then the solitary man walking across the landscape is dwarfed by the surrounding mountains and sea. Such a composition is consistent with the common practice in the East Asian genre of landscape painting of placing tiny human figures (if any) at the base of soaring mountains, as if to underline the position of humans at the bottom of the heaven-earth-man (ten-chijin) hierarchy.

In his treatise Kabu zuinōki (1456), Zenchiku writes,


Shikareba, kono kyōgai ni kokoro wo some, kabu yūsei no kyokumi wo nashi, ichū no kei, keichū no i to shite, shinmei, budda ni hōraku seshimeba, makoto ni kore, kyōgen kigyo mo sanbutsu tenpōrin no in to narite, wakō dōjin no kechien, hassō jōdō no rimotsu taran koto, utagai aran mono ka.49

Therefore if one dyes one’s heart in this mood, performs in the category of profound feeling and song and dance, as image within thought and thought within image, and makes offerings to the gods and Buddhas, then truly even wild words and fancy phrases50 may become causes for praising the Buddhas and preaching the dharma; can there be any doubt of a karmic link to [Buddhas that have] “dimmed their light and mingled with the dust,” or of benefiting all living things along the Eight Phases, including enlightenment?



Contrary to what one might expect, in the context of the rokurin ichiro system, Zenchiku brings up the concept of ichū no kei/keichū no i not in reference to the zōrin (“circle of images”) but in connection with the kūrin (“circle of emptiness”). In the Kanshō version of his treatise Rokurin ichiro hichū (1465), while commenting on the kūrin Zenchiku writes:


Shorin, kū ni kiwamari jōjite, ichū no kei, keichū no i to shite, tada itazura ni tateri to iedomo, tsuki o bansui ni ukabu ga gotoku, kage nioimichi, yū banban to shite, bankyoku utsurikiwamarite, daien kyōchi to naru nari.51

It has already been stated that the various spheres produce order within the Void and the performance arises in a playful manner as images of an inner intent and as intentions within these images. Yet, like the moon floating in myriad drops of water, the reflection [of the Emptied Sphere] is filled with glowing and its effects are beyond count. It permeates every part of the repertory and becomes a Great All-encompassing Mirror of Wisdom.
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[image: A monochrome Japanese sketch of a person in traditional attire holding a fan, accompanied by handwritten text in Japanese characters.]
Figure 15.  Style of Pulverized Movement (saidōfū) from Zenchiku’s copy of Zeami’s Nikyoku santai ningyō zu, 1421. Nogami Memorial Noh Theatre Research Institute, Hōsei University.
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[image: A Japanese illustration of a man in traditional attire holding a long staff, with handwritten text surrounding the figure.]
Figure 16. Style of Powerful Movement (rikidōfū) from Zenchiku’s copy of Zeami’s Nikyoku santai ningyō zu, 1421. Nogami Memorial Noh Theatre Research Institute, Hōsei University.


Page 51 →In the Bunshō version of this text (1466), also in regard to the kūrin, Zenchiku writes:


Kono rin’i ni kiwamenureba, ichū no kei, keichū no i to shite, tada itazura ni tateri to iedomo, tsuki no bansui ni ukabi, hana no nioi no soto ni kaoru ga gotoku nari.52

It has already been stated that when the level of this sphere has ultimately been reached, a performance arises in a playful manner as images of an inner intent and as intentions within these images. Yet, it is also like the moon floating in myriad waters or the scent of a flower emitting its fragrance into the open air.



The English phrases “images of an inner intent” and “intentions within these images” correspond to ichū no kei and keichū no i. Upon examining these passages, it become quite clear why ichū no kei and keichū no i appear at the stage of the kūrin, and not at the zōrin. As the last of the six circles, the kūrin represents the point at which the actor achieves perfect mastery and control. Zeami describes this stage of the actor’s development in affective, human terms, as the kenpū of the audience and the ichū no kei of the actor become one; Zenchiku characteristically illustrates it with metaphors from nature—the moon reflected in water, a fragrance of blossoms.

In view of their appearance in a context that is so deeply associated with fruition as the kūrin, and because in Zenchiku the phrases ichū no kei and keichū no i always occur together, we may wonder whether in Zenchiku’s aesthetics, the fullest realization of ichū no kei occurred not when it harmonized with the kenpū of the audience, but rather when it united with keichū no i. That is to say, an actor reaches his fullest potential when the visions in his mind are made manifest in his performance on stage, and the landscape—the natural world—is permitted to permeate his being and artistic vision. This would be consistent with the tendency in Zenchiku toward reconciling and uniting opposites, but might also draw upon Zeami’s remarks in Yūgaku shūdō fūken in which Form becomes Emptiness and Emptiness becomes Form. In Rokurin kanjō hiki, Zenchiku writes:


. . . shiki-shin tomo ni, ju-shu-jū, sanrin no jōka nari. Sara ni shoku ni iyashikarazu. Kore wo, ichū ni kei ari, keichū ni i ari to unnun. Kono shiki, shin nihō ni manbō sonawari, isshin hokkai no kudoku to naru. Shinzoku ittai naru beshi.53


Page 52 →. . . both Form (shiki) and Mind (shin) are highest flowers of the three [circles of] Longevity, Height, and Abiding. Moreover, in their vulgarity they are not base. This is called, “there are images in the intent, and there is intent in images.” Within these two phenomena of Form and Mind are contained myriad phenomena, and they become the virtue of isshin hokkai.54 It is the union of Absolute and Relative (shinzoku ittai).



By introducing the two concepts of Form and Mind—one related to image, the other with mental processes—and associating them with keichū no i and ichū no kei, Zenchiku is implicitly associating Form with image (kei) and Mind with intent (i). Furthermore, the alignment of these two sets of concepts with the principle of shinzoku ittai, in which absolute (shintai) and relative (zokutai) become one, leads to the possibility that image and intent might also become intertwined and fuse together. As we have already seen, such was the case in Zenchiku’s dramaturgy, as the interior, emotional world of the subject is projected upon, and in turn influenced by, the exterior natural landscape.

In the passages from the theoretical writings of Zeami and Zenchiku cited above, we have seen how intensely interested both actors were in the visual dimension of performance, both internal and external. Moreover, the differences between their aesthetic philosophies are further clarified, as they are reflected in attitudes toward visual conception.



PAINTING AND POETRY

Noh and painting were also similar in that efforts were made to increase the prestige of both arts by associating them with poetry. It is well known that in the Muromachi period, elite members of the warrior class lent their patronage to noh in part to increase their own prestige, as their involvement with noh (and other arts) made them less unlike the aristocracy, which was extraordinarily preoccupied with culture and was the font of prestige in medieval Japan. The relationship between noh and the warrior class eventually became even closer in the Edo period, when the noh was designated as the official entertainment of the Tokugawa bakufu, and was strictly regulated.

The quest for prestige, however, was mutual. In the present age, when noh still enjoys massive prestige (if not massive audiences), it may be hard to imagine a time in which noh actors were obliged to go to great lengths to convince others that noh was indeed high art.55 Zeami, Zenchiku, and others recreated the popular art of sarugaku as a Way (michi), thereby aligning it with more established pursuits such as waka poetry (kadō) and elevating it to the status of vocation or profession, not mere entertainment. They also 
Page 53 →attempted to sacralize noh by emphasizing its religious aspects, and by addressing the all-important question of origins. Zeami and Zenchiku traced sarugaku’s origins back to the mythic account of Amaterasu’s emergence from the cave as told in the Kojiki and Nihon shoki.56

One of the simplest and subtlest rhetorical moves Zeami made in his treatises to confer legitimacy on noh was to emphasize the dual elements of kabu. Kabu signified the songs and dances that constitute the high points of a noh performance, but the ambiguous nature of the word uta/ka as both “song” and “[Japanese] poem” meant that the reader was invited to consider the texts of the noh drama as belonging to the same category as waka poetry, even if they did not approach the high status conferred on waka. Indeed, while Zeami prohibited his disciples and subordinates from dallying in other arts, which would presumably sap their energies for the relentless training required of a great actor, he excepted the composition and study of waka poetry, because they contributed to an actor’s skills as a playwright.57 Zenchiku took Zeami’s views a step further in his treatise Kabu zuinōki, in which he professed that “In this family tradition of kagura, we regard the way of poetry as our way.” (Kono kagura no kafū ni oite wa, kadō wo mote michi to su.)58

The vocal music of noh, therefore, was easily endowed with some of the immense prestige enjoyed by waka by blurring the line between uta as “song” and uta as “waka.” As for the bu element of the kabu dyad, that is, dance, more elaborate methods were necessary. In general, among the three classic pursuits of East Asian literati—poetry, calligraphy, and painting—it is poetry that enjoys the greatest prestige, and painting the least, with calligraphy located in between. This may be explained by the principle that prestige is associated with proximity to textual discourse. As a hybrid of text and image, calligraphy would naturally occupy an intermediate position between the textual art of poetry and the visual art of painting. Dance is also a visual art, while differing from painting in that it is impermanent and that it occurs in time. Thus it comes as no surprise to find some similarities between the methods used in attempts to increase the prestige of noh dance and those used to enhance the legitimacy enjoyed by painting.

It was far more difficult to point out the similarities between dance and waka poetry than it was to do the same for song and poetry, but this did not dissuade Zenchiku. He quotes, or believes he is quoting, the Mao preface to the Shi jing to make his point:


“Kokoro ni aru wo kokorozashi to ii, kotoba ni izuru wo shi to iu. Sono kotoba yamazu shite eigin ni arawaruru wo, te no mai, ashi no fumidokoro wo shirazu.”59


Page 54 →“What resides in the heart is called intention; what emerges in words is called poetry. The words cannot but come out in chanting; just as the hands know not how they dance, nor the feet how they step.”



Thus dance is as natural an expression of human feelings as poetry is.

Zenchiku also appeals to the classic of classics, Genji monogatari, specifically the “Momiji no ga” chapter, in which Genji dances with great feeling and effect: “In the mood of Genji as well, the highest level is, rather than the antique style of the professional kagura performers or of the experts, [exemplified by] high-ranking courtiers who, in an inspired mood, dance ‘Waves on the Blue Sea,’ or emerge dancing from the shade of a maple tree; in both glow and fragrance of the deepest level. . . .” (Genji no kokoro ni mo, jōka no kurai wa, reijin, hakase no koyō naru yori mo, kumo no uebito no, kyō ni jōjite butō shitamauran Seigaiha to ka ya, momiji no kage yori maiidetamaiken, hikari mo nioi mo fukakaran kurai. . . .)60 Here Zenchiku emphasizes the priority of genuine emotion and a refined sensibility over learned technique; it is waka that will help an actor deepen his soul.

The most interesting strategy Zenchiku undertakes in Kabu zuinōki, however, is also the most direct, revealed in the remarkable assertion, “A dance without form is a poem, and a poem without words is a dance.” (Katachi naki mai wa uta, kotoba naki uta wa mai nari.)61 The art of sarugaku is, effectively, none other than the art of poetry.

Some fifty years earlier before Zenchiku made this claim—in fact, in 1405, the year he was born—Gyokuen Bonpō (1348–1420) and a number of other monks contributed inscriptions to an unattributed painting titled Saimon shingetsu zu. The painting, Bonpō’s preface, and several poems in Chinese together form a shigajiku, or illustrated poetry scroll, which is not merely a painting accompanied by poetry. In shigajiku, the painting and poetry are inextricably intertwined; neither may be properly understood without the other.62 Bonpō himself speaks to the intimate relationship between poetry and painting in his preface. “When I look at this [scroll],” he writes, “the picture is a poem without a voice; the poetry is a painting with a voice.”63 The striking similarity between the claims of Zenchiku and Bonpō reveals a trend toward extending the prestige of poetry to related arts. Such links had been made between poetry and painting in China as early as the Northern Song dynasty;64 Zenchiku simply substituted dance for painting as the beneficiary of poetry’s prestige.

This appropriation of rhetorical strategies used to elevate the status of painting was, however, far from forced. Dance and painting share an emphasis on the visual; furthermore, when dance is accompanied by spoken and sung texts, as in the case of noh, the entire experience comes to resemble the shigajiku itself, with its profusion of verses hovering above the picture below, whether it be a landscape, a portrait, or a farewell scene. We need not limit ourselves to the deeply Sinified shigajiku, however, as native models lie closer to hand. The brilliantly illustrated emaki picture scrolls that depict scenes from such classics as Genji monogatari and Ise monogatari, and byōbu screens covered with pictures from nature and waka poems also exemplify the union of text and image. Both types of models—the Sinified shigajiku and the indigenous emaki—will be discussed below, in discussions of Bashō and Kakitsubata, respectively.
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[image: A vertical scroll featuring Chinese calligraphy in the upper section and a monochromatic landscape painting in the lower section.]
Figure 17. New Moon Over a Brushwood Gate (Saimon shingetsu zu), artist unknown. With inscriptions by Gyokuen Bonpō and others, 1405. National Treasure. Fujita Museum.


Page 56 →The final link between noh and painting is a personal one between Zenchiku and the great suibokuga painter Shūbun who, like Zenchiku, was active in the first half of the fifteenth century. While they occupied very different places in society—Zenchiku was, after all, only an actor, while Shūbun served as financial administrator (tsūkan) of the powerful Shōkokuji temple and was eventually appointed official painter (goyō eshi) to the Muromachi bakufu—some parallels may be observed in the careers of the two artists. In both cases, biographical details are scarce, and attribution particularly problematic. H. Paul Varley, for example, notes that “many extant paintings are attributed to Shūbun, but not one has been authenticated as his. For this reason, it is probably better to speak of paintings ‘in the Shūbun style’ than of the paintings of Shūbun.”65

Perhaps because the details of Zenchiku’s and Shūbun’s lives are so murky, or perhaps due to inherent qualities in their work, scholars have been quick to point to a lack of clarity in Zenchiku’s plays and treatises and in Shūbun’s paintings. As we have already seen, Yokomichi and Omote described Zenchiku’s plays as exhibiting a sensibility in which things appear as if viewed through a veil; later critics then turned this seemingly derogatory remark into praise. If this way of seeing does not resemble Shūbun’s work, it might at least resemble paintings executed in “the Shūbun style,” which has been characterized as “an impressionistic, highly atmospheric way of representing imagined Chinese landscapes. Mountains appear to be suspended; cliffs jut precariously into space; and a pervasive mistiness makes it impossible to judge how the various elements in a painting might actually fit together.”66 Zenchiku was himself something of a painter, as we can tell by the sketches he prepared in copying Zeami’s Nikyoku santai ningyōzu and, more importantly, by the impressive little landscapes he created for the zōrin in Rokurin ichiro hichū. The skill exhibited in these pictures makes it clear that Zenchiku did not obey Zeami’s dictum that noh actors must not dabble in any other arts except for poetry. Zenchiku shared the painter’s passion for landscape, and while we may wonder in vain whether Zenchiku would have 
Page 57 →painted like Shūbun had he been a full-time painter, or if Shūbun would have written Zenchiku’s plays had he been a playwright, it seems safe to say those paintings done “in the Shūbun style” and the plays “connected to Zenchiku” were tapping into a common well of cultural consciousness.

We have seen how, in several different ways, the arts of noh and painting were linked. Both arts are concerned with the depiction of landscapes; the painting motif of the Eight Views of the Xiao and Xiang appeared in noh texts; the Jūgyūzu may have influenced Zenchiku’s rokurin ichiro; both Zeami and Zenchiku created small, simple paintings and incorporated them into their treatises; the visual dimension of acting is explored in phrases such as ichū no kei and keichū no i; efforts were made to increase the prestige of noh and painting by associated each art with poetry; and a “misty” or “veiled” style has been observed both in the paintings of Shūbun and the plays of Zenchiku. In the following pages let us examine how the visualization of landscape functions in Bashō and Kakitsubata.



BASHŌ

No other play could provide a more appropriate point of entry into our study of Zenchiku’s plays than Bashō.67 First, of all the plays attributed to Zenchiku, Bashō garners the most confidence, as shown in Appendix 2. Second, Bashō is perhaps what most people have in mind when speaking of Zenchiku as a difficult playwright. Some passages are full of heavily Sinified language, there is little in the way of plot or dramatic conflict, and a sufficient understanding of the play demands some knowledge of Buddhist philosophy. One noh actor has complained that the lines are difficult to memorize;68 this probably accounts in part for why it is so seldom performed, although it is held in high esteem.

Before proceeding to a discussion of landscape and color in Bashō, it is necessary to review some background information that is essential to a serious understanding of the play.

First, there is the “title character,” which is a plant indigenous to China. Known there as the bajiao, it can grow as tall as fifteen feet, and sends out massive, broad leaves, which may grow as long as six feet. As the play makes clear, the bashō flourishes in summer and autumn, withering away in the winter. It is clear that the plant commanded the attention of painters and poets in Zenchiku’s era. Zenchiku’s conception of the bashō was, perhaps, mediated by shigajiku like one completed in 1410 with inscriptions by Taihaku Shingen and others.

Two characteristics of the plant were adopted by writers as metaphors for existence. First, the leaves are especially fragile, and are prone to shredding. The forlorn figure of a bashō plant, its leaves in tatters, symbolizes the transience of life embodied by the Buddhist concept of mujō. Second, the plant, which grows to the size of most trees, has no trunk per se; strip away the leaves and stalks and nothing remains. In short, the center is empty. This quality of the plant led to its being used as a metaphor for the Emptiness (kū) of phenomena, and is an important part of the repository of associations linked to the bashō.
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[image: Nagashima Tadashi in traditional Japanese Noh theater attire, wearing a mask and elaborate robes, stands on stage.]
Figure 18. Nagashima Tadashi as the nochijite (spirit of the bashō plant) in Bashō. Photograph by Sakurazawa Tetsuo, courtesy of Nagashima Tadashi.
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[image: A vertical scroll featuring Chinese calligraphy and a landscape painting at the bottom, depicting mountains, trees, and a river.]
Figure 19. Bashō Tree in the Evening Rain (Bashō yau zu), artist unknown. With inscriptions by Taihaku Shingen and others, 1410. Important Cultural Property. Tokyo National Museum.
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[image: A traditional Chinese ink painting of a serene mountain landscape with trees, a river, and a small house.]
Figure 20. Detail of Bashō Tree in the Evening Rain (Bashō yau zu), artist unknown. With inscriptions by Taihaku Shingen and others, 1410. Important Cultural Property. Tokyo National Museum. For color version, see plate 1.


Page 61 →The simplicity of the plot belies the complexity of the ideas expressed in the play. It is the middle of autumn. A Buddhist priest is living alone in the mountains at a place called Xiaosui in the Chinese province of Chu. His practice is to chant the Lotus Sutra day and night. For several nights he has been hearing the sound of someone near his hermitage, and resolves to find out who it is. The visitor turns out to be a middle-aged woman who asks to be allowed inside his hut to listen to him recite the sutra and thereby gain a karmic link to the Buddhist teachings. She brings up the Buddhist doctrine on the enlightenment of plants and trees, and reveals herself to have a considerable grasp of Buddhist philosophy. This arouses the priest’s suspicion, and the woman disappears. During the interlude, the priest confers with a local resident, who urges him to recite passages from the Lotus Sutra. (There are two versions of the interlude, which plays an unusually important role in the play; they will be discussed in detail below.)

The priest then realizes that his guest was none other than the spirit of the bashō tree, in the form of a woman. In the second act the woman returns and freely identifies herself as the spirit of the tree. Her thoughts alternate between melancholy evocations of landscape and mood and happier proclamations on Buddhist doctrine. She dances, then disappears, and all that remains is the tattered bashō tree, its leaves shredded in the wind.69

One reason that modern audiences and readers may find this play difficult is that they are unfamiliar with the plant itself, which needs a wet, hot climate and is not easy to find, even in Japan. This problem may be remedied, however, by learning a bit more about the plant through descriptions, drawings, or photographs. Yet there is another level of understanding regarding the bashō that goes beyond knowing what the plant looks like. Audiences in Zenchiku’s day had not only seen and touched bashō trees, but the better-read among them were aware of the textual antecedents of the play—poetry and prose in Japanese and Chinese, both religious and secular, that depicted the bashō and assigned to it emotional or philosophical values. The text alludes to numerous sources of varying familiarity, in what I call the “kaleidoscopic” pattern of allusion characteristic of Zenchiku. In kaleidoscopic allusion, the effect upon the reader or audience is not so much the comforting recognition of a reference to shared discourses, but rather a sense 
Page 62 →of wonder and mystery conjured by multiple references to both known and obscure discourses. (In Western modernism, T.S. Eliot’s “The Waste Land,” with footnotes provided by the author, and James Joyce’s Ulysses exemplify kaleidoscopic allusion.) This method contrasts markedly with Zeami’s practice of using well-known sources and repeating reference to these sources throughout a play for artistic effect.70 Below I would like to discuss a few of these textual antecedents to Zenchiku’s play.

Japanese commentaries on noh plays enjoy a pedigree of impressive length: the earliest commentary, Utaishō, was compiled in 1595.71 In an entry on Bashō, the compiler of Utaishō summarizes a Chinese ghost story from a text known as Huhai xinwen. The gist of the tale is as follows. A man from Ancheng named Peng Yuangong erects a hermitage in the mountains. One day, as the sun is setting, a woman comes to ask for lodging. She identifies herself as a native of Xiaosui, but Peng’s servant will not let her in. Later that night she goes to the servant’s bedroom and refuses to leave. The servant, unable to expel the woman, realizes he is dealing with some sort of apparition—when he picks her up to throw her out, she is “as light as a leaf.” Terrified, he begins reciting mantras and displaying mudras. “Even if you were to start reading sutras, I would not be afraid,” the woman tells him. As day breaks and the dawn bell tolls, the woman becomes deeply distressed; it feels as if the sound of the bell is breaking her head. She runs away. The servant gives chase but loses her in a grove of pine trees, where some bashō trees are growing nearby. Upon returning to the hermitage, he sees a poem written on the wall, in which the woman reveals she is the spirit of the bashō.72

While the play Bashō does in fact feature a woman who visits a mountain hermitage in China, later to reveal herself as the spirit of the bashō, the play and the tale end in very different ways. As Itō Masayoshi has pointed out, the playwright who wrote Bashō must have been quite familiar with the story described in Huhai xinwen, but it does not function as a honzetsu.73 Itō says it is more of a “hint,” but what is it hinting at? In my view, the importance of the Huhai xinwen story is that it contributes not only a point of departure for the plot of the play, but lends the play a very subtle erotic undertone in presenting the bashō woman as a succubus figure, an insistent female apparition that invades the servant’s bedroom during the night. While it may be hard to accept that a play performed today with such solemnity as Bashō might contain an erotic dimension hidden among its explications of Buddhist profundities, the eroticism is there if one knows where to look, and I will discuss this point in more detail below.

Regarding the importance of the Lotus Sutra to the play, there is no argument. Perhaps the most deeply revered among the Mahāyāna Buddhist 
Page 63 →scriptures, the sutra is both the object of the priest’s devotional recitations and a key text in the doctrine of the enlightenment of plants and trees. After several allusions to the sutra or its parables, the Lotus Sutra is mentioned explicitly when the waki, in response to the shite’s queries, tells her: “‘The Parable of Medicinal Herbs’ shows / that plants and trees, the land, beings sentient and nonsentient alike / are all Phenomena in their True States. . .” (Yakusō yuhon arawarete / sōmoku kokudo ujō hijō mo / mina kore shohō jissō no. . .).74 According to Itō Hiroyuki, the belief that the “Parable of Medicinal Herbs” (the fifth chapter of the Lotus Sutra) preaches that plants and trees may attain enlightenment is erroneous, and although Bashō and Teika (also attributed to Zenchiku) are the only noh plays to make the link between the “Medicinal Herbs” chapter and the enlightenment of plants and trees, it was by no means a view that was unique to Zenchiku, as it may be traced perhaps as far back as the late Kamakura or Nanbokuchō periods.75 What the chapter does say, however, is that while the Buddhist teachings are understood at different levels by different people according to their abilities, they remain a coherent and unified whole. To express this idea, it presents the analogy of rain, which falls all over the land and causes many different kinds of plants and trees to grow in different ways, while retaining its own essence. This analogy was misread in a literal fashion and taken to mean that even nonsentient beings could attain enlightenment.

As this issue demonstrates, interpretations of a text, even those not strictly justified by the text itself, can be as important as what the text “really” means. Itō Masayoshi has pointed out that Bashō evinces an understanding of the Lotus Sutra influenced by Tendai theories on originary enlightenment.76 His most interesting point is that in Bashō, the priest does not bring about the enlightenment of the shite.77 This is not because the shite fails to attain enlightenment, but rather because she was already enlightened to begin with. As the Sanjūshi ka kotogaki (ca. 1250?) states in a section on the enlightenment of plants and trees:


. . . because the environment and sentient beings are indivisible, there is no doubting that plants and trees may become enlightened. There is, however, no shortage of objections [that may be raised to this]. . . Truly, learning that plants and trees do not become enlightened is a profound doctrine. What does this mean? Plants and trees are the environment (ehō) and sentient beings (shujō) are sentient beings (shōhō). The environment practices the virtues of the Ten Worlds (jikkai) as the environment; sentient beings (shōhō) practice the virtues of the sentient beings as sentient beings. If plants and trees could become enlightened, then the environment would be diminished, and the environmental world of the Ten Thousand Worlds would decrease. Therefore, although the 
Page 64 →enlightenment of plants and trees seems clever, it rather resembles shallowness. . . . Nevertheless, our preaching the enlightenment of plants and trees is in order to rebut the beliefs of others. Others regard plants and trees as mere plants and trees, and think they lack the virtues of the sentient world and the buddha world. They insist that they are merely insentient, and not sentient. Therefore, we rebut them. We believe that even though plants and trees are called insentient, they practice the virtues of sentient beings as insentient beings. We do not say that they change from insentient to sentient. Therefore, when one says “becoming enlightened,” people think that an insentient being changes into a sentient one. It is not that way at all. While they are only insentient, they are also sentient. Consider this carefully.78



Itō’s statement that the bashō does not become enlightened in the course of the play holds great significance. It means that the typical plot structure of noh plays involving a waki priest and a shite seeking enlightenment is no longer in effect. What we have instead is a shite who not only leaves the stage enlightened, but enters it that way as well. If anyone is transformed it is the waki, and the audience on whose behalf he sometimes acts, by a new awareness. Bashō provides us with an example par excellence of Zenchiku’s “theater of revelation,” his use of the noh stage to present characters with hidden identities, the key moment of the play being the revelation of that identity, not the transformation of a deluded or suffering being into an enlightened one. In doing so, Zenchiku created a theater that resembles painting to the extent that both arts may be regarded as attempts to make visible the “true natures” of objects and beings.

As Bashō is set in China, it is only proper that the poetic allusions in the text be almost entirely composed of Chinese poetry rendered in Japanese (kakikudashi), rather than quotations from the waka canon. Itō Masayoshi has shown that two of the Chinese poems alluded to in the play may be found in a selection of poems from an anthology of Chinese poetry known as the Danchōshū. While the complete anthology is no longer extant, 20 of the original verses were preserved, along with a colophon stating that the work had been in the possession of the Komparu, specifically mentioning Zenchiku’s grandson Zenpō by name.79 Itō notes that some of the selected poems also appear in a number of other plays (such as Miwa and Yuya) and speculates that Zenchiku at one time owned the complete Danchōshū, that he may have received it from Zeami, and that the verses from Du Fu included in Bashō and discussed above may also have appeared in the text.80

While Itō makes a compelling case for the idea that Zenchiku and other playwrights may have used the Danchōshū in integrating Chinese poetry into their plays, the significance of such a discovery is not clarified. Far 
Page 65 →more important to the play are two verses from Chinese poetry that do not appear in the selections from the Danchōshū: the lines from Du Fu’s poem and a verse often attributed to Su Shi.

The Utaishō author was the first to point out, four hundred years ago, that the lines from Du Fu’s poem are quoted in Bashō in reverse of the order in which they appear in the original poem.81 The speaker of the poem writes of being in dangerous circumstances, and fleeing to another province; he tries his best not to think the journey hard, but in the end it is tough traveling. “My soul aches at the depth of the mountains,” he says, “My grief breaks upon the cliff temple’s age.” That is to say, while the rigors of mountain travel and the loneliness of moving among the remote depths of the mountains are breaking his heart, he comes upon an old temple perched upon a cliff; at the sight of it, his feelings of misery disappear. Agony gives way to relief. (From then on, the speaker describes a beautiful scene at the temple, which takes his mind for a while away from the arduous journey ahead. Then he leaves by the path he took to the temple, which he had never traveled before and, he knows, he will never pass through again.82)

Zenchiku, however, has reversed the two lines, so that the speaker’s grief breaks at the sight of the temple before he tells of his heart aching among the mountain depths. The Utaishō author calls this confusing, and suggests that the reversal might owe to a need on the part of the playwright to conform to the demands of meter. While the considerations of meter and sound play an important role in poetry, and that role is often underemphasized, I do not think that metrical demands forced the playwright to sacrifice coherence. In fact, the passage may be rewritten with minor adjustments so as to present the lines in the order in which they appear in Du Fu’s poem, without departing from the 7-5 syllabic pattern of the ageuta any more than the lines do in their current state.83

Therefore, we must consider other reasons for the inversion of lines. Perhaps, as Itō hypothesizes, the lines appeared this way in the full version of the Danchōshū, and the playwright simply copied them as read. That is certainly within the realm of possibility, but of all the hypotheses Itō hazards regarding the Danchōshū, this has the least amount of evidence to support it, because the complete Danchōshū is not extant. In my view, the idea that a remote mountainside could cause one’s soul to ache appears highly consistent with Zenchiku’s depiction of landscape in his other plays, such as the “twilight that shatters one” of Nonomiya. He may have chosen to put that line last in order to emphasize it; not only would it command greater attention in the second position, but it would deny the audience the feeling of relief contained in “My grief breaks upon the cliff temple’s age.” This refusal to provide the audience with catharsis is typical of Zenchiku’s dramaturgy 
Page 66 →in general. What we see at the higher levels—preoccupation with the emotional content of landscapes, avoidance of the transformational, happy ending—we may also observe up close in this brief passage.

There is another line of Chinese poetry in the play that not only summarizes an aspect of Zenchiku’s dramaturgy, but expresses an important concept in Buddhist philosophy as well. It is the deceptively simple assertion, “The willows are green / and the blossoms red” (. . . yanagi wa / midori, hana wa kurenai . . .).84 The line is said to allude to a poem by Su Shi, in which he writes, “The willows are green, the blossoms red, in their true forms.”85 No such line, however, appears in Su Shi’s collected works. According to Itō Hiroyuki, the phrase became popular in Zen discourse as an expression of the concept of shohō jissō.86 That is to say, it figuratively describes the concept of shohō jissō, and therefore holds significant importance in Zenchiku’s theater of revelation. In the discussion below, we will return to this line in examining the place of color in Bashō.

While the allusive focus of Bashō may be found not in Japanese waka poetry but in the works of Chinese poets and in Chinese translations of Buddhist scriptures, as befits a work set in China, the play does allude significantly to Japanese texts, but from an unexpected source: Zeami’s plays. As shown by the 16th-century Utaishō, allusions in noh plays to the Chinese and Japanese classics in prose and lyric poetry have been long recognized. The intertextual relationships that exist among noh plays, however, have received less attention. One of the distinctive features of Zenchiku’s dramaturgy is his adoption of phrases or structures from previous noh plays for use in his own work, and Bashō provides some concrete examples. Itō Masayoshi has pointed out similarities between certain passages in Bashō and phrases in three plays by Zeami: Izutsu, Kinuta, and Obasute.87 Of these three, the most persuasive resemblances may be located in Izutsu.88 After all, in a sense, Bashō begins where Zeami’s Izutsu left off:


shite:

mireba natsukashi ya

ji:

warenagara natsukashi ya

bōfū hakurei no sugata wa

shibomeru hana no

iro nōte nioi

nokorite Ariwara no

tera no kane mo honobono to

akureba furutera no

matsukaze ya bashōba no

yume mo yaburete samenikeri

yume wa yaburete akenikeri.89

shite:

I look

and am filled with nostalgia
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chorus:

even though it is myself,

I am filled with nostalgia,

the figure of my dead husband’s spirit,

the wilted blossom,

its color gone but the scent remains,

the bell at the Ariwara temple sounds faintly

as dawn breaks,

through the old temple, the wind through

the pines, the leaves of the bashō,

a dream, torn and awakened,

the dream has broken, day has dawned.



The bashō—which was to Zeami simply an engo for the word yume (dream), particularly apt because the tearing of the bashō leaves suggested the sleeper’s return to wakefulness—became the basis of Zenchiku’s entire play. He brought the spirit of the bashō on stage, following the precedent of Zeami in Saigyōzakura, but made important changes. First, while the spirit of the cherry tree in Zeami’s play takes the form of an old man, the spirits of insentient beings in Zenchiku’s plays (and nearly all other such plays that followed) take the form of women.90 Second, while the old man in Saigyōzakura hardly makes any attempt to conceal his identity, Zenchiku structures his play according to the standard two-act mugen nō structure. The middle-aged woman of the first act reveals herself as the spirit of the bashō in the second.

If Zenchiku begins in Bashō where Zeami left off, he also ends, appropriately, where he began. In the final section of the play, the shite sings:


shite:

hisakata no

ji:

hisakata no

ama tsu otome no

hagoromo nare ya

shite:

kore mo bashō no

hasode wo kaeshi

ji:

kaesu tamoto mo

bashō no ōgi no

kaze bōbō to

monosugoki furutera no

niwa no asajiu

ominameshi karukaya

omokage utsurou

tsuyu no ma ni

yamaoroshi matsu no kaze

fukiharai fukiharai

hama mo chikusa mo

chirijiri ni

hana mo chikusa mo

chirijiri ni nareba
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bashō wa yaburete

nokorikeri.91

 

shite:

distant,

chorus:

in the distance,

the heavenly maiden’s feathery robe:

shite:

these too are the leaves of the bashō—

as I turn back my winged sleeves,

chorus:

the turned-back cuffs too are

fans of bashō leaves, and the wind

blows wildly; in the garden

of the dreadful, ancient temple, blady grass,

maidenflower and sedge,

a figure appears reflected

for an instant in the dew;

and then a gust from the mountain,

wind through the pines, blows by,

blows it all away—blossoms and grasses

are strewn all around and the bashō,

in tatters, remains.



Just as the Chinese poems discussed earlier might be said to encapsulate important aspects of Zenchiku’s dramaturgy, these closing passages from two of Zeami and Zenchiku’s finest plays amply summarize the differences in their aesthetic values. One notes in Zeami’s lines the human subject (the daughter of Ki no Aritsune) at the center, surrounded in elegant, melancholy nostalgia, while the dream of the sleeping priest is ending, day is breaking, and the deluded shite vanishes into the wakefulness of enlightenment. On the other hand, a terrible beauty haunts Zenchiku’s landscape, and the human subject is absent. His play ends with the bashō left behind, just as it was, but yet transformed into tatters—or, perhaps, simply revealing its fundamental nature.



REALITY AND NON-REALITY

One of the themes explored in Bashō is the unreliability of perception, and human failure to apprehend reality. This was a recurrent concern of Taoist thinkers, so it is not surprising that among the sources that inform our reception of the play is a parable from the Chinese Taoist text Liezi. First, let us examine a translation of the passage itself:


There was a man of Cheng who went to gather firewood in the moors, and came upon a frightened deer. He stood in its way, struck it and killed it. Fearing that someone would see the deer, he quickly hid it in a ditch and covered it with brushwood. His 
Page 69 →joy overwhelmed him. But soon afterwards he could not find the place where he had hidden it, and decided that he must have been dreaming.

He came down the road humming to himself about the affair. A passer-by heard him, acted on his words and took the deer. When this man got home he told his wife:

“Just now a woodcutter dreamed he had caught a deer, but did not know where it was. Now I have found it. His dream was a true one.”

“Isn’t it rather that you dreamed you saw the woodcutter catch the deer? Why should there be any woodcutter? Since you have really got the deer, isn’t it your dream which was true?”

“All I know is that I have got it. What do I care which of us was dreaming?”

When the woodcutter got home, he was not reconciled to his loss. That night he had a true dream of the place where he hid the deer, and also of the man who found it. Next morning, guided by the dream, he sought out the man, and then went to law to contest his right to the deer.

The case was referred to the Chief Justice, who said:

“If in the first place you really did catch the deer, you are wrong to say you were dreaming. If you really dreamed that you caught it, you are wrong to say it actually happened. The other man really did take your deer, yet contests your right to it. His wife also says that he recognised it in his dream as another man’s deer, yet denies the existence of the man who caught it. Now all I know is that here we have the deer. I suggest you divide it between you.”

It was reported to the lord of Cheng, who said:

“Alas! Is the Chief Justice going to dream that he has divided someone’s deer?”

The Prime Minister was consulted. He said:

“It is beyond me to distinguish dreaming and not dreaming. If you want to distinguish dreaming from waking, you will have to call in the Yellow Emperor or Confucius. Now that we have lost the Yellow Emperor and Confucius, who is to distinguish them? For the present we may as well trust the decision of the Chief Justice.”92



The twists and turns of the story and its layering of dream upon reality upon dream are difficult to keep track of—and that is precisely the point. No one can truly judge where fantasy departs from fact. Such sentiments appear in, for example, the noh play Kantan. Bashō too may be read as a meditation on the nature of reality, the tenuousness of the border between sentient and non-sentient, truth and fiction, self and world.

As mentioned above, the play Bashō may be performed with either of two ai-kyōgen which explicate the phrase “the false figure of the 
Page 70 →bashō” (bashō no itsuwareru sugata). As the earliest kyōgen texts date from the Edo period, it is difficult to determine in what form they existed during Zenchiku’s time. Nonetheless, we can deduce from the text of the play proper that the details provided during the ai are not a mere amplification or simplification of the information provided during the meeting between shite and waki; rather, it delivers facts essential to an understanding of the play. Yokomichi and Omote observe that the use of phrases in the text of the play such as “the dream of the bashō leaves” or “the bashō in the snow” without explanation are troublesome: if they had been inserted in the play based on the premise that the interlude would explain them, then we may consider them in terms of the historical development of the interlude; if not, the issue is one of the history of reception.93 What they appear to be saying in abbreviated form is that if Zenchiku relied upon the interlude to explain these crucial terms, it was a significant innovation. This is because Zeami urged playwrights to use sources that were immediately familiar, and the interludes of most plays—but not Bashō—are simple recapitulations of the pertinent background material. They were presented in an easily understood narrative that might ostensibly help the less erudite audience members follow what was happening, while simultaneously fulfilling its main function, giving the shite time to change into a new costume and mask for the second act. On the other hand, if Zenchiku did not intend for these allusions to be explained in the interlude, much less the play itself, at least two conclusions may be derived from it: (1) that Zenchiku wrote this play primarily for very well-read audiences (such as high-ranking Buddhist clerics like Jinson); or (2) that even if Zenchiku wrote this play for a general audience, he did not care if some parts of it were obscure.

Let us examine the two interludes that may be performed with this play. First, a text dated 1632 supplies the following speech by the ai:


With regard to the planting of a bashō tree at this temple: long ago the temple was covered with a tiled roof, but because [the priest] could not hear the sound of the rain, he planted a bashō tree near the eaves. He loved to hear the sound of the rain pattering down. Moreover, the bashō grows by hearing the sound of thunder, and it is said that the hagi plant blossoms when it hears the sound of the first deer. Well now, there was a hunter outside the gate, and once he had flushed out a deer, and chased it into the temple. The priest took pity on it and hid it in the shade of the bashō. The hunter approached. “A deer came by just now. Kindly bring it out,” he said. The priest feigned ignorance. He said, “No deer has come through here,” and there was nothing the hunter could do. He was about to leave when the deer cried out once. He shot it again on the spot. It died in the shade of the bashō. At the time the priest composed 
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kakushitsuru / kai naki shika no / koe tatete / omoiiru sa no / yama ni iru ka na

Hiding it was useless;

the deer cried out.

Has it gone into the mountains

to contemplate?





This is what I understand to be the story of the bashō tree, or what is called the false figure.94

According to Itō, this speech is based on the passage in the Liezi quoted above, but also includes references to Chinese poems that mention the bashō, and resonates with links to the bashō prescribed by renga yoriai.95 It is a sad story that plays to pathos, but really has little in common with the spirit of the Liezi passage, which is a puzzling meditation on the nature of dream and reality in the tradition of the famous passage on Zhuangzi’s dream that he was a butterfly. The dream of the bashō leaves, however, is not the phrase that requires amplification in the ai. We know this for two reasons: first, Zeami alludes to it without explanation in the closing lines of Izutsu. Second, immediately after the ai in Bashō, the waki says that the woman who had been there earlier and spoken of the “false figure of the bashō in the snow” is without a doubt the bashō woman.96 That allusion is discussed in the other ai that may be performed in the play; while there is no documentary evidence to prove which version originally belonged with the play, internal evidence suggests that the version in which the “false figure of the bashō in the snow” is explained provides a better “fit.”

An extant text of that version was compiled in the Jōkyō era (1684-1688). It reads as follows:


First of all, as for the facts I have heard about the deceptive bashō in the snow—I believe it was during the Tang dynasty that there was an emperor who was fond of the bashō tree; he had a great affection for it. They say he ordered one planted in the garden and constantly gazed at it. But this plant cannot live in the winter, and as the emperor wished somehow to be able to view it during the winter, a painter of the day named Mojie97 was summoned, and an imperial edict was issued commanding him to paint a bashō in winter. Mojie heard this and thought it would be troublesome to paint such a thing, because the bashō cannot live during the winter, but as it was an imperial edict there was nothing to be done about it. He painted a vivid picture of a bashō under the fallen snow. It was something that did not exist, but he painted a deception; and 
Page 72 →when the emperor saw it he was exceedingly pleased. They say he would display the painting during the winter and look at it. This was described in a poem—if one says, “The bashō under the snow was Mojie’s painting; the plum blossoms on a hot day were Jianzhai’s poem,”98 it is understood as an example of something false.

Moreover, according to another explanation, I understand that the bashō is called the “envoy grass.” This is because persons of low birth were unable to make pronouncements to the emperor, and if they had something to say, they would write it on the leaves of the bashō in the garden. They say that anything written there would be granted. Now, as for why the bashō is so marvelous, long ago there was a hunter who had a dream one night. In the dream he went out into the mountains to go hunting, just as always, and found a large, dead deer. This made him very happy, and although he tried to carry it home by himself, he could not do it alone. He thought he might go back and tell someone about it, then return and get the deer, but then realized that if other people found it in the meantime, they would take it away. So he looked around and spotted a magnificent bashō tree, from which he removed the leaves and used them to hide the deer. When he was about to go home he woke from the dream, and felt happy, even though it had been only a dream. He could not wait for dawn to break so he could set out looking along the mountain paths, but he didn’t even run across a live deer, much less find a dead one. So the hunter thought, “How foolish it is to be vainly seeking after something from a dream!” Even though he spoke so, the man had in fact for some time been engaging in killing living beings, and therefore he believed he had dreamt such a dream [as a warning] to stop thinking of such evils. From then on he gave up killing and regarded the afterlife above all, and it is said that later he became a venerable man. Hence I believe the bashō is an extraordinary thing. Indeed, it is said that plants and trees lack souls, or that they have them, or that even though the bashō has no ears, it can hear thunder. Some speak of the “bashō candles,” since the rolled up leaves, as they bud, resemble candles. Someone wrote of the “cold candle bereft of smoke, the green wax has dried.” 99



This version of the ai kyōgen explains the phrase “false figure of the bashō” as something which does not exist in nature, but may come into being only by means of art—a bashō tree in the snow. Art can willfully distort the seasons, and produce juxtapositions that contradict our sense of reality. The passage includes other associations with the plant: as “envoy grass,” and reimagined as a “cold candle.” But it also retells the Liezi story, truncating the tale’s philosophical reflection on epistemological issues and converting it into a simple point on Buddhist morality. Even in this form, however, it is clear that the Liezi story has something in common with the account of 
Page 73 →Wang Wei’s picture. Both narratives associate the bashō with a disjunction between real and unreal. In one case, the rift appears between “true” nature and “false” art; in the other, between dream and wakefulness. Both stories warn us to be wary of appearances, and prepare us for the appearance of the shite in the second act, the woman revealed as the spirit of the bashō plant. We might note that the mention of Wang Wei via Chen Yuyi’s poem relates to this discussion of the role of painting in the construction of the play in two ways. First, we know that Wang Wei was a painter as well as a poet. Second, Su Shi commented on Wang Wei’s poetry: “When I savor Mojie’s poems, there is painting in the poetry; when I look at Mojie’s painting, there is poetry in the painting.”100 This is, of course, reminiscent of Bonpō’s observation on the shigajiku discussed above, and resonates with our ongoing study of the relationship between noh and painting.



THE UNSEEN COLOR

In both Bashō and Kakitsubata, close study reveals that color—both in the concrete and abstract—plays an important role. The only mention of a specific color (excepting black and white, which are achromatic values) in Bashō occurs in these lines: “. . . the willows are green / and the blossoms red.”101 Yet, as discussed above, this expression has been historically understood as an explication, however metaphorical, of shohō jissō, not a description of an actual landscape, whether real or imagined. Thus, even when the play mentions color, it does not do so while depicting the scenery nearby; rather, the colors from the poem serve to articulate an abstract doctrine. Even the colors which can be seen in the play are not “real.”

In fact, the dominant color in Bashō is the minu iro, the color that cannot be seen:


minu iro no

fukaki ya nori no hanagokoro

fukaki ya nori no hanagokoro

somezu wa ikaga itazura ni

sono karakinu no nishiki ni mo

koromo no tama wa yomo kakeji.102

The unseen color is deep—

how deep it is, the Dharma’s blossoming heart;

how deep it is, the Dharma’s blossoming heart.

Undyed by it,

even the brocade of a fine Chinese robe

cannot possibly conceal

the jewel inside the garment.




Page 74 →“The jewel inside the garment” mentioned in this passage refers to a well-known parable in the Lotus Sutra in which a wealthy man secretly sews a valuable jewel into the coat of a poor friend who, unfortunately, continues to languish in poverty because he never notices that the jewel is there. In Buddhist terms, the wealthy man represents the Buddha and the poor man, ourselves. The jewel symbolizes the innate enlightenment which we already possess but must discover in order to enjoy.

“The unseen color,” however, presents more difficulty. How can a color be unseen, and still exist? On the other hand, the “unseen color” may refer to a quality of the Lotus Sutra (the phrase nori no hana, “flower of the dharma,” alludes to the sutra’s title103), whose essence cannot be perceived through the senses, but instead through higher organs of knowledge. Alternatively, it is tempting to consider iro in its meaning as eros, and regard it as the latent eroticism which runs as an undercurrent in the play. Finally, we may think of the unseen color in terms of the monochromatic imagination that conceived the Chinese landscape depicted in Bashō, and draws on the immense tradition of suibokuga painting. Such landscapes, whether created in paint or in the sung poetry of the noh drama, possess colors which may be viewed only by the exercise of the mind’s eye, perhaps the only means by which we may perceive the “unseen color.”



EROTICIZED LANDSCAPE

Even this deeply profound play, which is performed today with great solemnity, contains an erotic dimension, inherited perhaps from the figure of the mysterious woman from the Huhai xinwen story who steals into the servant’s bedroom and refuses to leave. This aspect of the play may be observed in its rhetorical climax, in these stunning lines:


shite:

koyoi wa tsuki mo shirotae no

ji:

kōri no koromo shimo no hakama104



shite:

tonight the moon is pure white

chorus:

cloak of ice, skirts of frost



The shite then dances a jonomai and, resuming where the previous lines left off, sings, “warp of frost, / weft of dew, how fragile they are!” (shimo no tate / tsuyu no nuki koso yowakarashi)105

The shite’s garments have turned white because the moon’s bright light has made them so, and their textures take on the appearance of frost and ice.106 These lines seem to be concerned with the aesthetic of hie (chilliness) developed by Shinkei in his poetry and treatises and crystallized in the 
Page 75 →remark, “There is nothing so lovely as ice.” (Kōri bakari en naru wa nashi.)107 On the one hand, we may choose to interpret the passage in human terms, with the frost and ice representing the sexuality of the middle-aged woman.108 She has lost her previous warmth and obvious charm, but still retains a subtle power on the brink of decay followed by death. Slowly freezing her from the top down, the process has not yet completely taken hold of the lower half of her body, the skirts of frost. On the other hand, the shite’s identity as plant may be emphasized. The landscape, which has come to a more expressive form of life in the figure of the bashō woman, is clothed in the natural elements of ice and frost, atmospheric phenomena endowed with unmistakable emotional registers.

The lines “shimo no tate / tsuyu no nuki koso yowakarashi” (“warp of frost, / weft of dew, how fragile they are”) allude to a poem by Fujiwara no Sekio (805–53):


shimo no tate / tsuyu no nuki koso / yowakarashi / yama no nishiki no / oreba katsu chiru109

warp of frost

and weft of dew,

how fragile it seems—

the mountain’s brocade scatters

as soon as it is woven



This poem alludes in turn to the legend that the goddess Tatsutahime wove a colorful garment that covered the land in the form of the brilliant leaves of autumn. Zenchiku adopts only the idea of the elements as garments that cloak the landscape and leaves the brilliant brocade behind, as it is inconsistent with the monochromatic character of the play.



THE ENLIGHTENMENT OF PLANTS AND TREES (AND WOMEN)

In Zenchiku’s plays, when the spirit of a nonsentient being is portrayed on the noh stage, it always takes the form of a woman, as we have seen in Bashō and will see in Kakitsubata. This fact alone would suggest a link between Buddhist doctrine on the possibility of enlightenment for plants and trees and for women. But the bashō woman herself makes the link explicit, when she tells the priest, “If we listen to this holy Sutra / even women and insentient plants and trees / like us have cause for hope.” (Kono onkyō wo chōmon mōseba / warera gotoki no nyonin hijō sōmoku no tagui made mo tanomoshiku koso sōrae).110 On the one hand her casual conflation of the category of woman with the category of vegetation shocks; on the other hand, it hints 
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Indeed, the doctrines on the enlightenment of women (nyonin jōbutsu) do play a part in these plays. The key source for understanding Buddhist attitudes toward the enlightenment of women is the “Devadatta” chapter of the Lotus Sutra, which recounts the story of the daughter of the dragon-king.111 The eight-year-old girl possesses immense wisdom and virtue but, as the disciple Śāriputra points out, as a woman is afflicted with the “five obstacles,” namely the inability to become a Brahmā heavenly king, the king Śakra, a devil king, a wheel-turning sage king, or a buddha. Yet the girl presents a precious jewel to the Buddha, and then attains Buddhahood.

Zenchiku was intrigued by the passage and accorded great importance to it. In Meishukushū, he seems even to regard it as intimately linked to the essence of the Lotus Sutra. “. . . as it is titled the ‘Sutra of the Lotus of the Girl Leaving the Water,’ the significance of the dragon girl must be extraordinarily profound.” (. . . shōjo no mizu wo saru renge no kyō to daimoku seru yori, kono ryūnyo no gi jinshin naru ka na.)112 Here Zenchiku is relying on visual etymology of the characters forming the full title of the sutra, Myōhō Renge Kyō (see the List of Characters). While the phrase myōhō means “Marvelous Dharma,” Zenchiku divides the characters into constituent parts: Myō he separates into shō (small) and jo (woman); hence, shojō “girl.” Hō is divided into saru (“leaving”) and the water radical; hence, “leaving the water.”

Zenchiku further points out that this girl is a veritable paragon of the “three poisons” (sandoku) that contaminate virtue: as a female, she is subject to strong desires; as a serpent, given to wrath; as a child, prone to foolishness. Yet, scales and all, she presents herself before the Buddha and delivers her treasure to him with astonishing speed, proof of her ability to attain enlightenment. The bodhisattva looking on barely knows what is happening. Zenchiku then suggests that the dragon girl might be an object of worship, appearing to place her on a par with Śākyamuni by creating an analogy between the two and the Diamond and Womb Realms of esoteric Buddhism. (Shakuson, ryūnyo, tai-kon no ryōzon ni te mashimasu).113

In Zenchiku’s view, the dragon-girl represents the possibility of Buddhahood for all; it is no accident that her story follows the Buddha’s prediction that even Devadatta (once the Buddha’s ally, now the epitome of evil) will attain enlightenment and reign as a Heavenly King. Like the doctrine on the enlightenment of plants and trees, the possibility of enlightenment for women is beyond question. Both theories serve to demolish false distinctions, whether between male and female or sentient and nonsentient. But the spiritual plight of women—especially melancholy aristocrats—greatly interested Zenchiku as dramatic material.
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KAKITSUBATA

In Kakitsubata a traveling priest has just finished seeing the sights of Kyoto when he decides to move on to the provinces of Mikawa and Owari (present-day Aichi prefecture). He arrives at a marsh where the irises are blooming brilliantly, and finds there a woman who explains that he has arrived at Yatsuhashi (“Eight Bridges”), famous for its irises and for a clever poem about them written by the poet Ariwara no Narihira. (Narihira’s sojourn at Yatsuhashi and the poem appear in section 9 of the classic Ise monogatari.)

The woman invites the priest to spend the night at her home, and he accepts. Upon their arrival at her humble dwelling she goes into the bedroom and emerges dressed in a courtier’s cap and a Chinese robe. The cap, she says, belonged to Narihira; the robe, which belonged to his beloved Empress Takaiko (also known as Nijō no kisaki, the Nijō Empress), is indeed the very one described in Narihira’s poem. Suspicions aroused, the priest questions the woman, who reveals that she is in fact the spirit of the irises, and that Narihira was the incarnation of a bodhisattva of song and dance and the god of yin and yang who had come to this world to spread the Buddhist teachings. She and the chorus recount various episodes from Ise monogatari, and the woman/spirit performs a long dance. As the chorus describes the blooming of the irises and the Buddhist doctrine on the enlightenment of plants and trees, she vanishes.

The poem by Narihira and the story of its composition are particularly important to an understanding of the play:


Karakoromo / kitsutsu narenishi / tsuma shi areba / harubaru kinuru / tabi wo shi zo omou114

I have a wife and a

Robe whose hem

Is worn from wearing—

So far have we come.



The poem is an acrostic. The first letters of each line in this loose rendering, capitalized for emphasis, taken together spell the word “iris,” which preserves the most important aspect of Narihira’s poem, the fact that the first syllables of each ku, taken together, spell out the word kakitsubata. To be sure, the poem has something to say outside this language of form. The speaker is thinking of how long (and lonely) the journey has been, a feeling which is particularly acute because he is separated from his beloved wife, and because the hem of his “Chinese” robe is already worn, showing that the trip has indeed been a long one.
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[image: A traditional Chinese painting depicting a serene outdoor scene with figures engaged in various activities near a flowing river and lush greenery.]
Figure 21. Detail of Ise monogatari emaki (Ono-ke bon) depicting “Yatsuhashi” portion of Ise monogatari, section 9. Late Muromachi period. Private collection. Photograph courtesy of Shibundō. For color version, see plate 2.


Page 79 →Yet there is little doubt that Zenchiku found this mysterious concealment of meaning highly intriguing. Acrostic poems such as these are known as oriku, “bent verses,” and it is this formal aspect of a poem that is a virtuoso display of formal devices—including three kakekotoba (tsuma, haru, and ki), a makurakotoba (karakoromo), a jo (karakoromo kitsutsu), and several engo (koromo, ki, tsuma, haru)—that is most important. The kakekotoba have their own magical appeal—now it is the hem of my robe, now it is my wife—but the poem’s status as oriku that is critical and should be preserved in translation, even if some literal accuracy is lost. To Zenchiku, Ise monogatari was, like the Lotus Sutra, a deeply profound text in which nothing was bereft of meaning. It is perhaps not coincidental that the two poems from Ise monogatari that receive the most attention in Kakitsubata are the oriku cited above and Narihira’s enigmatic tsuki ya aranu,115 which is among the most famous poems in the waka canon, despite diametrically opposite interpretations of what the poet is trying to say.



KAKITSUBATA AND MEISHUKUSHÛ

The view that the poet Narihira was actually a manifestation of the bodhisattva of song and dance and the god of yin and yang was not unique to Zenchiku. It may be found in any number of commentaries on Ise monogatari and on the waka tradition—for example, the thirteenth-century Waka chikenshū.116

In his Meishukushū, Zenchiku writes:


Hito no yo to narite, kadō no ie ni mumarete wa, Ise monogatari no sakusha zaigo chūjō Narihira, katai okina to iwarete, guchi no nyonin wo michibiki, in’yō no michi wo oshieshime, Kokinshū no kasen ni itatte wa, mitari no okina to nazukete, ittai bunjin wo arawashite, shōrōbyōshi no uta wo yomashimu.117

During the reign of humans [as emperors], there was born into a house of waka [poets] the author of Ise monogatari, the Fifth Rank Ariwara Middle Captain Narihira. He is called the abject old man (katai okina); he leads foolish women and teaches the way of Yin and Yang. Among the Poetic Immortals of the Kokinshū, he is titled [one of] the three okina,118 manifesting [the principle of] a single 
Page 80 →form and multiple bodies, and composing poems of birth, aging, illness, and death.



The significance of this passage lies in its ability to demonstrate that Zenchiku’s personal understanding of Narihira was identical to that set forth in Kakitsubata, and differed from earlier portrayals of Narihira in other plays. There is a clear difference between Zeami and Zenchiku’s readings of Ise monogatari. Although Zeami apparently also had access to secret commentaries, as may be deduced from the text of Izutsu,119 he portrays Narihira as an elegant lover and courtier-cum-poet. In Zenchiku’s Ise plays—Kakitsubata and Oshio—however, Narihira attains divine status. His poems are themselves Buddhist rites, and the elegant, nostalgic tone of Ise is overlaid with a mystic, otherworldly sensibility.



COLOR IN KAKITSUBATA

As we have seen, Bashō avoids mention of color as color, and uses it only to express abstract concepts. Kakitsubata, on the other hand, is relentlessly colorful, taking as its subject the gleaming and seductive iris. Color is described as color per se: “the flower’s hue that never forgets the season” (toki wo wasurenu hana no iro),120 or “wearing a robe brilliant with color” (iro mo kagayaku kinu wo ki).121 More concretely, the brilliant purple is described: “a snowy night / and whitely glowing dawn; / at morning in pale purple, / the iris blossoms open / their hearts to enlightenment” (yo mo shirashira to / akuru shinonome no / asamurasaki no kakitsubata no / hana mo satori no / kokoro hirakete).122 Or the two are mixed: “their color [takes on] a deeper shade of purple” (iro mo hitoshio komurasaki no).123

The play’s insistence on color in the abstract and concrete is not an accidental result of its taking up the theme of the irises. Color, or iro, signifies not only visual hue but also, in Buddhist philosophy, the concept of form (J. shiki). In its meaning of “sexual desire” it has erotic connotations that may easily be traced back to Ise monogatari and beyond. Both of these connotations—shiki as a principle of Buddhist philosophy, and iro as eroticism—fit quite neatly into the image of Narihira presented in this play, as a highly carnal incarnation of a bodhisattva sent to this world to bring people, especially “foolish” women, to enlightenment. Zenchiku brings iro to the foreground in the waka section of the play, the first lines following the jonomai dance:


shite:

ueokishi

mukashi no yado no kakitsubata

ji:

iro bakari koso

mukashi narikere
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iro bakari koso

mukashi narikere

iro bakari koso124

shite:

The irises I planted

at the old house long ago

chorus:

remain as they were only in color.

Only the color

is as it once was,

only the color—



These lines, which emphasize the word iro via both repetition and the words bakari (“only”) and koso (an emphatic), invite us to consider also that the woman, who is also the spirit of the irises, remains as she was only in her desire, or that the irises retain only their outward form, their deeper selves irrevocably changed.

The phrase iro bakari koso, however, was not coined by Zenchiku. It is taken from a waka by Yoshimine no Yoshikata (d. 947?) that appears in the Gosenshū:


Fujiwara no Katsumi no myōbu ni sumihaberikeru otoko, hito no te ni utsurihaberinikeru mata no toshi, kakitsubata ni tsukete, Katsumi ni tsukawashikeru.

iisomeshi / mukashi no yado no/ kakitsubata / iro bakari koso / katami narikere125

A man who had been living with the Palace Lady Fujiwara no Katsumi sent this to her, attached to some irises, the year after she was taken away by someone else.


Irises from the house

where I first told you,

long ago, of my love—

the only memento left

is their color





The first half of the waka is given in slightly modified form126 in an exchange that takes place just after the shite puts on Narihira’s cap and Takaiko’s robe and appears before the waki. Only toward the end of the play is the second half provided. During most of the latter section of the play (lacking a nakairi, it cannot be called a two-act play) the words iro bakari koso / katami narikere have been lingering in the minds of those members of the audience who were familiar with Yoshikata’s poem. Like the first half of the verse, the second half is also slightly modified:127 rather than the color of the irises being the only keepsake left, it is the only thing which remains just as it was long ago.
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ENLIGHTENMENT IN KAKITSUBATA

The shite of Kakitsubata does not merely portray the spirit of an iris. Because the iris was understood to symbolize the Nijō Empress, the shite takes on a dual identity as flower and woman.128 Thus the enlightenment which the shite attains at the end of the play may be understood as both the realization of the hongaku of the nonsentient iris and, perhaps, as the more transformational process in which the Nijō Empress overcomes feelings of loss and longing that linger in the aftermath of her relationship with Narihira.129

This process is signaled at the end of the play by an intensification of chromatic imagery followed by a complete washout of color, into the whiteness of satori. After the kuse ends, the shite sings, “Butterflies dance before the blossoms, swirling snow,” (kazen ni chō mau funpun taru yuki) and the chorus responds, “warblers flit among the willows, fluttering flakes of gold.” (ryūshō ni uguisu tobu henpen taru kin).130 This lovely description leads into the jonomai, at whose conclusion the shite and chorus sing variations on the Gosenshū poem, repeating the phrase iro bakari koso no less than three times. Not long afterward, the critical moment appears as the shite sings of the “cicada’s shell-garment” (semi no karakoromo, which puns on the karakoromo of Narihira’s poem), and sloughs off her old self, waking to a world described by the chorus as pure white:


sode shirotae no

u no hana no yuki no

yo mo shirashira to

akuru shinonome no

asamurasaki no

kakitsubata no

hana mo satori no

kokoro hirakete. . . 131

sleeves of pure white,

in the deutzia snow the night

dawns whitely

and in the early morning the pale purple irises

open their blossoming hearts

of enlightenment. . .



Susan Klein recognizes that what has dissipated is the shite’s attachment to iro, which is further defined as “her attachment to her deep purple color.”132 Insofar as the color represents the shite’s longing for Narihira, such a characterization is accurate, but the relationship is far more complex than that. The lines iro bakari koso / mukashi narikere tell us not only that the irises’ 
Page 83 →color is all that remains as it was long ago, but also that the color is the past, it represents the past itself. Furthermore, iro stands for eros, for an attachment to erotic love that Narihira used as an “expedient means” (hōben) to lead 3,733 women to enlightenment and, like the proverbial finger pointing at the moon, is not an end in itself.133 Or, perhaps, we may choose to regard iro as form, that is to say, shiki. Form, in Buddhist philosophy, must be transcended. Upon realizing the delusory nature of the shape and color that appear to differentiate phenomena from one another, one enters an understanding of s´ūnyatā (J. kū) the creative Emptiness of which all beings and things partake. The iris at first claimed that because of its particularly deep color it should not be regarded as having any connection (yukari) to other flowers,134 despite the fact that purple was considered the color of yukari (also bearing the sense of en, “karmic links). When that color dissolves into white, which contains all colors, the false distinctions—between humans and plants, between the iris and other flowers, between self and other—also fade away.



ISE MONOGATARI EMAKI

The model for the irises described in the play Kakitsubata may very well be only the irises themselves, viewed in bloom at a marsh in late spring. But just as the conception of the bashō plant and the Chinese landscape in Bashō appear inextricably intertwined with monochrome ink paintings in the sansuiga tradition, it may be useful to consider visual representations of Ise monogatari in the case of Kakitsubata. Scenes from Ise monogatari are known to have been depicted on shikishi, but the most famous renderings are scrolls known as Ise monogatari emaki. The finest example of this subgenre is known as the Kubo scroll, believed to date from the late Kamakura period, but its extant sections sadly lack the scene at Yatsuhashi. It is, however, included in the later Ono scroll; two panels depict the arrangement of bridges at the site and the assembled courtiers, as one weeps into his sleeve. Indeed, as Nishino Haruo writes of the play, “The purple blossoms of the irises reflected on the water’s surface and, behind them, the overlapping figures of Narihira and the Nijō Empress—is it a person or a flower? A man or woman? In that haziness, an enchanting Ise monogatari emaki unfolds.”135

The sense that Bashō owes something of its depiction of landscape to suibokuga and that, correspondingly, Kakitsubata draws upon emaki renderings of Ise monogatari arises from the distinct differences in how the plays treat landscape and color. In Bashō, the landscape is forbidding, but also extremely moving. All color has been washed out of the text, except when the idea of color serves to explicate Buddhist philosophy. The landscape of Kakitsubata, however, is domesticated, as the play is set in the familiar Japanese site of Yatsuhashi, tamed by Narihira via the medium of poetry. The play launches a parade of color, relentless in its focus on the deep purple of the irises until it bursts into the white light of satori, in a passage which is tantalizingly similar to the section of Bashō in which the moonlight makes the shite’s garments appear white. Despite their many differences, the two plays appear to converge at this point.
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[image: Nagashima Tadashi, traditional Japanese Noh performer wearing an elaborate costume and mask, standing on a wooden stage.]
Figure 22. Nagashima Tadashi as the shite (spirit of the iris) in Kakitsubata, 1999. Photograph courtesy of Nagashima Tadashi.
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CONCLUSION

This chapter has explored the ways in which the art of painting contributed to the development of the noh drama, both in general terms and in the specific instances of the plays Bashō and Kakitsubata. The relationship was, in fact, a mutual one. In a display of impressive creativity and insight, Fujisaki Yuki has shown how the 17th-century folding screen Hikone byōbu, previously found to resist interpretation, may be given a new and persuasive reading by employing the noh play Bashō as a key to understanding the images.136 This work depicts about a dozen figures—courtesans and their girl attendants, young rakes, an old man playing the shamisen—talking, relaxing, and enjoying themselves. Earlier work on the screen tended to focus on the painting as a treatment of the theme of the Four Pursuits (kinki shoga; namely, music, games, calligraphy, and painting) with an Edo twist: the music is produced on a shamisen rather than a koto, the game played is sugoroku rather than shōgi or go, and the calligraphy comes from love letters. Yet this interpretation accounts only for some of the figures, and fails to account for the rest. Taking a cue from Okudaira Shunroku’s concept of the “screen-drama” (byōbu-geki), Fujisaki deftly shows how a number of enigmatic details in the painting, considered together, reveal an intimate connection to Bashō. One courtesan, her hair just washed and uncombed, is wearing a kimono with a bashō pattern; she happens to be speaking to another woman wearing a kimono with snowflakes on it, suggesting the “false figure” of the bashō in the snow. The painted screen in the background, it turns out, presents scenes from the Eight Views of the Xiao and the Xiang, suggesting the ambiguous place name Shōsui given as the setting for the play.137 One courtesan, elbow resting on an armrest, strikes a pose remarkably similar to Vimalakîrti, (J. Yuimakitsu); the painter Wang Wei, mentioned in the ai, took “Makitsu” as his sobriquet. The old shamisen player, head shaven, represents the waki priest. While the screen had already been recognized for its impeccable distribution of the figures across its panels, Fujisaki’s persuasive interpretation lends the work new depth.


Page 86 →Conversely, this chapter has illustrated how painting has shaped the development of the noh drama, and how one may use visual representation in the effort to gain a deeper understanding of specific plays. Our investigation of the multilayered relationship has attempted to demonstrate that the depiction of landscape and color in Bashō and Kakitsubata provides a useful perspective from which to examine the differences between two works on the same theme.

Once again we may find it useful to draw upon an old set of dualities: in this case, that of Form (shiki) and Emptiness (kū). We have already seen that shiki can signify not only phenomenal form but also, when read as iro, both color and eros. Both these qualities make it a particularly appropriate conceptual cluster in reading Kakitsubata, which recounts Narihira’s romantic exploits and his sojourn among the splendid purple irises of Yatsuhashi. By the same token, it is almost inevitable that Bashō, with its transcendental mood and the traditional associations of the plant with the Buddhist notion of Emptiness, should be aligned with kū.

Yet we would also do well to recall the classic line from the Heart Sutra, which collapses the distinction between shiki and kū. As we have seen, a reading of Kakitsubata that emphasizes only the image of Narihira as courtly lover hardly does justice to the play: his metaphysical identity as bodhisattva and deity must not be ignored. Thus it may be said that even such a colorful and erotically tinged play as Kakitsubata contains elements of kū. It is more difficult to detect the presence of shiki/iro in Bashō, but attention to the very subtle erotic suggestions underlying the play reveals that such an aspect exists. The union of the erotic and the mystical swells to full and clear fruition in one of the most fascinating plays in the current repertory, Teika. It is the principal focus of chapter 2.
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CHAPTER 2 Transgression and the Demonic: Teika and Shōki

Heian lovers—both fictional and real, like Genji and Narihira—won fame for the intensely transgressive nature of their romantic relations. Nothing could add more to a woman’s allure than the knowledge that she was off limits, whether due to a relationship with another, more powerful man, or to her social status, or to ritual service at a shrine. Genji is particularly enthralled with Fujitsubo, for example, not only because she bears a striking resemblance to his mother, but because she is consort to the emperor, Genji’s father. Their shocking affair, which produces a child, is the transgressive liaison par excellence. Narihira’s relationship with the Nijō Empress also achieved classic status, as we have seen in Kakitsubata and will see in Oshio. It was complicated by a difference in social status between the relatively low-ranking Narihira and the highborn Takaiko.

One of Zenchiku’s best plays, Teika concerns precisely such an illicit affair, one rumored to have involved Princess Shokushi (d. 1201), an accomplished poet, daughter of Emperor Go-Shirakawa, and—as if that were not sufficient—imperial priestess at the Kamo Shrine, and the poetic “saint” and courtier Fujiwara no Teika (1162–1241). What makes the depiction of this transgression distinctive is that Zenchiku strips the act of its romantic appeal and plumbs the dark depths of obsession. After Shokushi’s death, Teika’s desire for her takes the form of a vine that chokes her tombstone and ruthlessly obstructs her posthumous enlightenment.

The play is problematic in light of Zenchiku’s high regard for Teika, whose theories on poetry Zenchiku merged with Zeami’s systems in his own treatises on noh. Like other literary figures of his day, Zenchiku held Teika in high esteem, yet obliquely portrayed him in an unfavorable light on stage.

This ambivalence toward the subject of depiction extends to Shōki (Zhong Kui), the second play discussed in this chapter. Unlike Teika, it is not one of Zenchiku’s best-known works, but it loosely resembles the former in its ambivalence toward the principal character. Zhong Kui, although a queller of demons, is at the same time almost a demon himself; yet Shōki alters the traditional portrayal of Zhong Kui to embrace a divine, benevolent aspect. Such complex depictions of well-known figures explore the boundaries 
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ZENCHIKU AND TEIKA

Zeami held the art of waka poetry in high regard, naming it as the only other “way” that his followers were permitted to pursue. In the plays he wrote, Zeami alluded to well-known poems to great effect, and quite a few of his plays foreground the subject of poetry; Takasago and Tadanori are but two prominent examples.

Zenchiku was, if anything, more interested in waka and better read than Zeami was. His passion for waka is most clearly manifested in Kabu zuinōki, in which he asserts that noh and kadō (“the way of poetry”) are one and the same. In the same text, he cites almost fifty waka, each representing the essential mood of a noh play. Moreover, he ranks the plays not only according to Zeami’s Kyūi (The Nine Levels), which was designed to describe the levels of an actor’s development, but also according to Teika jittei (Teika’s Ten Styles), which was designed to describe the different types of waka poems and to roughly prescribe the order in which a poet should attempt them. Waka was a lifelong interest for Zenchiku, one that he took up no later than 1428, the year Zeami composed Rikugi at Zenchiku’s request,1 and, presumably, never abandoned. His extant writings include a number of waka composed in 1466.

If there was a focal point for Zenchiku’s interest in waka, it was the towering figure of Teika. Heir of the distinguished poet Fujiwara no Shunzei (1114-1204) and co-compiler of the classic Shin Kokinshū, the strong-willed Teika influenced the poetics as well as the poetry of later generations to a degree which can hardly be overstated. Zenchiku’s veneration of Teika is not unusual when considered in the context of contemporary poets such as Shōtetsu, who wrote that “Poets who criticize Teika shall forgo the invisible protection of gods and Buddhas, and suffer divine punishment.” (Kono michi nite Teika wo nami sen tomogara wa, myōga mo aru bekarazu, bachi wo kōmuru beki koto nari.)2 Such interest is, however, unusual when viewed in comparison to Zenchiku’s fellow noh playwrights. While Zeami had put Tsurayuki onstage in Aritōshi and Saigyō in Saigyōzakura, Zenchiku was the first to write about Teika in his play of the same name, even if Teika does not appear onstage per se.3 Moreover, Zenchiku appears to have been the only early playwright to quote from Teika’s self-selected anthology of his own poems, Shūi gusō.4 Lastly, Zenchiku’s treatises show that he was in possession of the Sangoki, a medieval text on poetics that was falsely attributed to Teika, but widely accepted as authoritative in Zenchiku’s time.5


Page 95 →Of deeper interest is Zenchiku’s profoundly ambiguous attitude toward Teika. On the one hand, he was intrigued by the figure of Teika, cited his poetry, and built a poetics of noh drama based in part on what he believed to be Teika’s own poetics. On the other hand, he never mentions Teika at all in his treatises, and only alludes to the Sangoki, never referring to it by name. Teika is not accorded the exalted status conferred on Kakinomoto no Hitomaro (active 689–700) and Narihira in Zenchiku’s Meishukushū, that is, identification as the okina presence. When Teika does appear in Zenchiku’s work, he is depicted in a manner starkly different from Zenchiku’s renderings of Saigyō in Ugetsu and Narihira in Oshio. In those plays, Saigyō is a wise poet-monk who favorably impresses the gods; Narihira, while hardly the deity venerated in Meishukushū and Kakitsubata, remains his elegant self. In Teika, on the other hand, Teika has not only engaged in illicit sexual relations, he has done so with a member of the imperial family, and his tenacious obsession with Princess Shokushi torments her even in the afterlife.6

Zenchiku’s ambivalence toward Teika was marked, but not unique. Shōtetsu, whose Shōtetsu monogatari reveals he idolized Teika, suffered from some sort of anxiety: “Sometimes I wake up in the middle of the night,” he said, “thinking of a poem by Teika, and I feel as if I’m losing my mind.”  (Nezame nado ni Teika no uta wo omoiidashinureba, monogurui ni naru kokochi shihaberu nari.)7 To later poets, Teika was an inscrutable master whose gifts could not be duplicated nor, sometimes, his teachings understood.



TEIKA

The waki of this play is a Buddhist priest from the northern provinces making his first journey to the capital, Kyoto. It is winter, the tenth day of the tenth month, in the time of the shigure—chilling rains that end as abruptly as they begin, and thus serve as a metaphor for existence. As the rain begins to fall the priest and his companions, two junior priests, take shelter near Senbon Avenue. There they encounter the shite, a woman who demands to know what they are doing there and subtly reprimands the waki for his ignorance of where he is. They have unwittingly taken shelter at the “Shigure Pavilion,” erected by the poet and courtier Fujiwara no Teika so he could watch the lonely and forbidding shigure fall. The woman has come there in order to urge the priest to offer prayers on behalf of Teika, who is long dead.

They talk for a while about some poems by Teika, and the woman invites the priests to join her in visiting a grave. The waki is surprised to see that the grave marker is covered over entirely with ivy and vines; the woman informs him that it is the grave of Princess Shokushi, and that the vines are known as “Teika vines.” Then she recounts the details of an illicit affair between Teika and Shokushi, which began after Shokushi’s service at the Kamo Shrine concluded. Brief but passionate, the relationship ended with Shokushi’s death; but Teika’s attachment to her assumed the form of the vines that wrap around and around her gravestone. Both are suffering, even in the afterlife, from their “delusive attachment to wicked lusts” (jain no mōshū). In exchange for the priests’ reciting sutras on behalf of the lovers, the woman offers to tell them more.
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[image: Nagashima Tadashi, traditional Japanese Noh performer wearing an elaborate kimono and mask, standing on a stage with a seated musician. ]
Figure 23. Nagashima Tadashi as the maejite (village woman) in Teika. Photograph by Sakurazawa Tetsuo, courtesy of Nagashima Tadashi.
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In the ai, a local resident recounts the story of the pavilion and of the affair between Teika and Shokushi in more straightforward language. As the second act of the play begins, it is evening. The austere, forlorn landscape evoked earlier only deepens in pathos, the wind howling as it sweeps through the pine trees in the autumn moonlight. Singing at first only from behind the curtains that cover the prop grave, the nochijite, Shokushi herself, evokes the past pleasures of her affair with Teika. The curtain is drawn back, and the waki clearly observes that Shokushi is suffering from the effects of the clinging vines. He recites lines from the Lotus Sutra in hopes that they may be effective in bringing enlightenment to the Teika vines and, in turn, free Shokushi from her torments. Shokushi is saved, and out of gratitude, performs a jonomai. But upon concluding the dance, she regresses into her previous state. The vines once again gather around her, her face and figure collapse, and she is reburied by the smothering Teika vines.



CRITICAL ISSUES

Among those noh plays written in the premodern period, including those still performed today, there are not a few which are based on values so different from our own (however diverse they may be) that a knowledge of premodern history and religion and great leaps of imagination are required to appreciate them. One thinks, for example, of Tanikō, in which a boy who falls ill while accompanying ascetic monks on a sacred pilgrimage must be buried alive in accordance with the monks’ laws. On the other hand, some plays retain extraordinary relevance, such as Fujito, in which an old woman excoriates the officer who murdered her son after the latter furnished crucial information before an important battle; this play is said to have struck a chord in Japan among some of those who lost loved ones in the Second World War.
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First, there are three aspects of Teika that bear on our ongoing inquiry into how the principle of revealed identity functions in Zenchiku’s work. The first two are, in a sense, structural in nature: the divided subjectivity of the shite during the kuse scene, and the “circular structure” of the play as a whole—that is, the arc in which Shokushi begins the play in a state of suffering, momentarily attains relief, then loses it in the end, returning to her previous, wretched condition. The third aspect of the play linked to revealed identity involves the deity known as Kangiten and its relationship to Zenchiku.



SUBJECTIVITY AND POETIC ALLUSION IN THE KUSE OF TEIKA

The problematic kuse section of the play characteristically follows a kuri and sashi; the three sections form a coherent whole, so they should be considered together. The shite has just told the waki and his companions the basic facts of the affair and promises to tell more if they pray on behalf of Teika and Shokushi. (It should be noted that it is hightly doubtful that Teika and Shokushi were lovers; this is the realm of legend.8)

The chorus begins the account, and sings:


wasurenu mono wo inishie no

kokoro no oku no Shinobuyama

shinobite kayou michishiba no

tsuyu no yogatari yoshi zo naki.

Though I cannot forget the past,

hiding my feelings deep

inside the heart, secretly visiting

Mount Shinobu,

on a road lined with weeds, dewdrops. . .

there is no use in telling a tale

of the world of dew.9



The lines allude to a waka from Ise monogatari:10
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Mount Shinobu—

how I wish there were a way

to go there in secret:

then I might see

inside your heart



In Ise monogatari, this poem is sent by a man (Narihira, perhaps) to a woman he has been courting in the provinces, and has no obvious connection to the matter at hand in the play. It has been suggested that Zenchiku at times employs numerous, relatively obscure allusions, when instead he should be focusing on a few well-known texts; but in this case, at least, there are subtle reasons for his choice of sources. At the lexical level, the repetition of syllables in shinobu/shinobite may have appealed to Zenchiku’s sense of sound. One characteristic of Zenchiku’s plays is a relatively heavy use of head rhyme. In my view, repetition and head rhyme are consonant with larger aspects of Zenchiku’s dramaturgy, for they serve to deflect the forward motion of the text, sending sound back in a momentary loop. This is closely linked to Zenchiku’s preoccupation with circularity in the rokurin ichiro system and in the play Teika itself.

Yet there is another reason why Zenchiku may have chosen this poem. Not only does it appear in Ise monogatari (which medieval commentators endowed with mystical significance), but it was selected for inclusion in the imperial anthology Shin chokusen wakashū (1235). The compiler was Teika himself, and therefore the Shin chokusenshū and the poems contained in it might have held special significance for Zenchiku.

The link between the poem and Teika cannot be simply dismissed as mere coincidence. In the section of the play under examination, there are allusions to eight waka, including “Shinobuyama.” Six of the poems were either composed by Teika or anthologized by him.11 All the poems are discussed in detail below.

Fully half of the eight waka alluded to in this section are from Teika’s (Ogura) Hyakunin isshu, the anthology of one hundred poems by one hundred poets that forms the basis for the well-known uta karuta game still played in Japan (and elsewhere) today. While it is true that the poems in Hyakunin isshu first appeared in earlier anthologies, it appears that Zenchiku used Hyakunin isshu in writing both this play and Tamakazura;12 like the Shin chokusenshū, it was an important link to Teika.

The use of the word shinobu and the poem’s original context as a verse sent by a man to a woman are important. While the woman (who is 
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Then, the shite and chorus hint at the shite’s true identity by singing a waka by Princess Shokushi, almost in its entirety:


shite:

Ima wa tama no o yo

taenaba taene nagaraeba

ji:

shinoburu koto no yowaru naru

kokoro no aki no hanazusuki

ho ni idesomeshi chigiri to te

mata karegare no naka to narite

shite:

mukashi wa mono wo omowazarishi

ji:

nochi no kokoro zo hate shi mo naki.

shite:

Now cord of jewels

if you are going to break, then break—

if I survive

chorus:

my endurance will grow weak.

With a weak heart, in the heart’s

autumn satiety, the vow revealed

like a budding ear of rice,

and again the relationship withers,

grows distant.

shite:

Before, I had no worries—

chorus:

afterward, the heart has

no end of them.13



The poem appears as a love poem by Princess Shokushi in the Shin kokinshū and in Hyakunin isshu:


Tama no o yo / taenaba taene / nagaraeba / shinoburu koto no / yowari mo zo suru14

O cord of jewels

if you are going to break

then break—

if I survive

my endurance will weaken



Attention is due once again to the word shinobu, which in Shokushi’s original means “to endure”; the breaking of the “cord of jewels” signifies death. But given the previous mention of shinobu from the Ise monogatari poem, we are invited to consider the poem from Teika’s perspective, that of 
Page 101 →a lover who has been exhausted by the pressures of having to visit a woman in secret, for fear of being discovered.15

The second poem alluded to in this passage is, like Shokushi’s poem, from Hyakunin isshu and, it appears, Teika is the only play in the current repertory that cites either poem. This verse is from the Shūishū by Fujiwara no Atsutada:


Ai mite no / nochi no kokoro ni / kurabureba / mukashi wa mono mo / omowazarikeri16

when I compare my feelings

after meeting her

to those I had

in the old days I realize there was

nothing that troubled me then



Most poems about love in the classical tradition are either about unrequited love or a broken relationship; this poem nimbly addresses the immense and unexpected complications posed by erotic relationships. The original (which is actually gender-neutral) posits a pristine past untroubled by affairs; the cares of those days pale in comparison to the complicated present. In this regard it is well suited for Shokushi. As imperial representative at the Kamo shrine she was assumed to be chaste and, according to the scenario, became involved with Teika soon after leaving her post.

The kuse begins with an alternate version of a poem by Teika himself:


ji:

Aware shire

shimo yori shimo ni kuchihatete

yoyo ni furinishi yama’ai no

sode no namida no mi no mukashi

uki koi seji to

misogi seshi

Kamo no itsuki no miya ni shi mo

sonowaritamau mi naredomo

kami ya ukezu mo nariniken

hito no chigiri no

iro ni idekeru zo kanashiki.

Tsutsumu to suredo

adashi yo no

ada naru naka no na wa morete

yoso no kikoe wa ōkata no

sora osoroshiki hi no hikari

kumo no kayoiji taehatete

otome no sugata todomeenu

kokoro zo tsuraki morotomo ni.
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chorus:

Pity this:

frost by frost

they rot away—

grown old as four reigns passed,

sleeves of mountain-indigo.

In tears long ago, performing ablutions

and promising not to fall into

grievous love,

although she was one who had been offered

in service to the Kamo Shrine

did not the gods refuse her?

How sad it was that her vows

with another were revealed

in the color of her face.

You may try to hide it, but it is useless—

a futile affair in this futile world,

the names leaked out.

What others heard spread far.

In the broad sky,

the fearsome sun’s light,

the path of clouds

finally breaks.

Unable to keep sight of the young woman,

both their hearts were miserable.17



The opening lines of this passage quote a poem by Teika from Shūi gusō, one of the rare instances in which a noh play alludes to a poem from that anthology:


Aware shire / shimo yori shimo ni / kuchihatete / yoyo ni furinuru / yama’ai no sode18

Pity this:

frost by frost

they rot away—

grown old as four reigns passed,

sleeves of mountain-indigo



The verse is written from the perspective of a Shinto priest who has been passed over for promotion time and time again, and watches his clothes fall apart for lack of income, but here it takes on new meaning. The poem foreshadows the rotting of Shokushi’s corpse in the grave, as she lies in death unable to obtain relief from the obsessions of her former lover. While such a reading breaches the decorum generally observed in a noh play, Teika contains hints of the grotesque which, Matsuoka Shinpei argues, was part of the “dismantling” of yūgen in the 15th century.19
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Koi seji to / mitarashigawa ni / seshi misogi / kami wa ukezu zo / narinikerashi mo20

I made ablutions

in the sacred river,

vowing to give up longing

but it seems the gods

have rejected them



Zenchiku makes clear in Kabu zuinōki that, to him, the aesthetic ideals of noh are embodied in the figure of the aristocratic woman.21 We may qualify this further by adding some link to the sacred and a subtly erotic charm. Princess Shokushi possesses all of these qualities, as do Rokujō no miyasudokoro (Nonomiya), the Nijō Empress (Kakitsubata), and Yang Guifei (Yōkihi). The poem quoted here even suggests that the relationship between Teika and Shokushi began before she resigned from her post at the Kamo Shrine, adding a transgressive undertone to the relationship and recalling Narihira’s romance with the Ise priestess in Ise monogatari.22 Considered in this context, Teika begins to resemble Narihira.

The resemblance deepens when we consider the original context of the poem. It appears in section 65 of Ise monogatari, in which the very young Narihira engages in the risky business of courting the Nijō Consort at her quarters in the Rear Palace. When cautioned by her that his behavior will lead to his ruin, he replies with a verse:


Omou ni wa/ shinoburu koto zo / makenikeru / au ni shi kaeba / sa mo araba are23

my restraint

has lost to this

longing—

let come what may, as long

as I can see you in return



An important variant of the poem is the anonymous Kokinshū 503:


Omou ni wa / shinoburu koto zo / makenikeru / iro ni wa ideji to / omoishi mono wo

my restraint

has lost to this

longing—
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not to let it show



Both Teika and this section of Ise monogatari recount the ill-advised advances of a poet and courtier toward a woman who is off limits due to her position in the imperial household. Moreover, both stories reveal their fictionality by distorting the ages of the men involved. Narihira, who in real life was seventeen years older than the Nijō Consort, is depicted in this section as younger than her, hardly more than a boy, which reveals the fictional process at work in the creation of this section. Teika, on the other hand, was a child when the affair with Shokushi is said to have occurred.

In the Ise story, the Nijō Consort has no choice but to return home in order to escape Narihira and spare them both the consequences should their relationship be discovered. Narihira, unable to forget her, summons a yin-yang diviner to help rid him of his tenacious love. He performs ablutions, but even as he is doing so, cannot help thinking of the Nijō consort, and composes the “Koi seji” poem. Thus this verse, which appears to speak in Shokushi’s voice (due to its mention of the kami, which are associated with Shokushi because of her service at the shrine), also speaks for Teika, the transgressive male lover who cannot help himself.

The variant of “Omou ni wa” is important because it may be the poem alluded to by the phrases iro ni idekeru (in the kuse) and shinobu to mo iro ni wa ideyo (from the rongi that follows). The standard interpretation is that these phrases allude to a verse by Taira no Kanemori:24


shinoburedo / iro ni idenikeri / wa ga koi wa / mono ya omou to / hito no tou made

though I try to hide it

it has appeared in my face—

my longing is such that

people ask if I am troubled



Determining what constitutes an allusive act is an ancient and thorny problem. Nevertheless, both poems share a concern with the struggle to conceal very strong feelings, and bear relevance not only for the dramatic contexts of Narihira and Teika fighting to keep their emotions under control, but also for the drama enacted on stage. The play is developing toward the point at which the shite must reveal herself as Shokushi’s ghost, and she does so later.

This section of the kuse also alludes the Archbishop Henjō’s well known poem “Ama tsu kaze,” another Hyakunin isshu poem but also one that had already been cited in the earlier play Taisan pukun.25
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heavenly winds,

blow shut the path

to the clouds!

I want to hold for a while

the sight of these young maidens



The tone of the kuse changes abruptly at this point. The imagery shifts from that of a heavenly maiden to the hideous goddess of Kazuraki,26 as the speaker laments the distance between the two lovers:


shite:

ge ni ya nageku to mo

kou to mo awan michi ya naki

ji:

kimi Kazuraki no mine no kumo to

eijiken kokoro made

omoeba kakaru shūshin no

Teikakazura to mi wa narite

kono on’ato ni itsu to naku

hanare mo yarade tsutamomiji no

iro kogare matoware

odoro no kami mo musubōre

tsuyushimo ni kiekaeru

mōshū wo tasuketamae ya.

shite:

Truly, “even if I lament

or long for you,

is there no way to meet

chorus:

you? White clouds

on Kazuraki’s peak.”

So he wrote, and because he kept

thinking in that mood, he became

these Teika vines of attachment.

At some point, the ivy wrapped itself

around, refusing to let go, its yearning

the color of crimson leaves.

Tangled hair binding,

vanished with the frost and dew,

it returns—relieve this blind attachment!27



The poem alluded to is by Teika, from his Shūi gusō:28


nageku to mo / kou to mo / awamu michi ya naki / kimi Kazuraki no / mine no shirakumo

even if I lament

or long for you
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to meet you? White clouds

on Kazuraki’s peak



This verse evokes the legend of the Kazuraki deity, which is itself the subject of the noh play Kazuraki. According to the version of the legend told in that play, the Nara-period holy man En no Gyōja wished for a stone bridge to be constructed between the peaks of Mount Kazuraki and Mount Yoshino. The Kazuraki deity agreed to build the bridge, but only at night, so that no one would see her ugly face. Nothing came of the goddess’ efforts, so En no Gyōja, enraged, bound her with vines.29

The Kazuraki legend figures in Teika in two important ways. First, Teika draws on Kazuraki lexically and conceptually, especially in its final lines;30 the use of earlier plays as source material has already been pointed out as a feature of Zenchiku’s dramaturgy. Second, the image of the goddess of Kazuraki is overlaid upon the image of Shokushi. Like the goddess, Shokushi is bound in vines and, just as the Kazuraki goddess is ashamed of her ugly face, Shokushi has been physically transfigured through her suffering in the afterlife.

Through the waka that form the basis of the numerous allusions in the kuse scene, Zenchiku is able to shift voices and speakers, from Shokushi to Teika (sometimes via Narihira) and back again. In the noh theater, the fluidity of subjectivity is taken for granted. Dramatic conventions make it possible for the chorus to speak on behalf of the shite, waki, or other characters. Zenchiku expands this fluidity, permitting even characters not present on stage to speak through the shite, almost as if she were spiritually possessed; but it is not so traumatic an experience per se. This fluidity presents another aspect of revealed identity, insofar as it accomplishes a union between self and other, abolishing the artificial boundaries that divide one consciousness from another. This phenomenon may also be observed in Kakitsubata; in both that play and in Teika, the parties involved are a woman, her lover, and a plant. (In Kakitsubata, they are the Nijō Consort, Narihira, and the iris; in Teika, Shokushi, Teika, and the vines.)

Readings of the kuse section of Teika have varied over the years. Writing in the 1930s, Sanari Kentarō found it theoretically problematic but somehow satisfying on stage: “If one looks at it dispassionately, it is inappropriate, but the impression one receives from a performance does not seem so strange.”31 Yokomichi and Omote provide a characteristically harsh assessment of Zenchiku’s work: “. . . the feelings of longing recalled in the kuse and other sections may be interpreted either as the speaker’s heart or that of her lover. Nevertheless, insofar as it is not an active portrayal of the 
Page 107 →two hearts together, is this not an instance of the technique of draping a veil [over the viewer’s eyes]?”32 One of the themes of Teika, in my view, is blurred boundaries (of self and other, of man and woman, of human and plant, of enlightenment and delusion), and a clear statement that the two consciousnesses are both speaking through the shite would be at odds with the mood of the play.

Itō Masayoshi regards the dual subjectivity of the kuse as a “deliberate technique by the playwright, who actively arranged it so that the spirit of the vines is almost the shite.”33 Having identified a similar example in Kakitsubata, Itō is able to regard the enigma of the kuse as a conscious artistic effect, rather than as a flaw.

Matsuoka Shinpei brings a new twist to the problem, moving beyond questions of aesthetic merit into a reading of the kuse that is consistent with modern psychology:


. . . given Shokushi’s isolation, in which no other person really exists, Teika’s attachment and their manifestation in the Teika vines may both be regarded as secretions of Shokushi’s internal romantic delusions, which unfold spontaneously in the lines of the kuse.

When regarded this way, the kuse is not ambiguous, as it has been called previously; instead, it may be evaluated positively, as a superb passage which expresses the internal rifts in Shokushi’s psyche.34



According to this interpretation, Teika’s attachment to Shokushi is as much a figment of her imagination as the vines are; both are products of a mind deranged by longing. Clearly, the vines hold great significance as a symbol of a psychological state. On the other hand, we should be wary of dismissing the literal and supernatural elements of noh plays in favor of a figural interpretation that appeals to the modern mind. The greatness of the play Teika lies, perhaps, in its ability to endure through the ages and appeal to modern sensibilities, but it was not created by such a sensibility. The second act of many noh plays begins with a priest reciting sutras through the night on behalf of a dead person whose ghost he has met in the first act. The play may end with the enlightenment of that spirit, and images of waking, as if the entire experience was a dream dreamed by the priest. This is one possible approach, but the supernatural interpretation is at least as persuasive.

A second reason I am hesitant to embrace a reading of the kuse as Shokushi’s interior delusions is the absence of monogurui plays among those works attributed to Zenchiku. In Zeami’s plays, woman often take the stage in a deranged state, an artistic decision which has the effect of aestheticizing 
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TEIKA’S CIRCULAR STRUCTURE

The second problem of structure in Teika involves the ending. After obtaining relief from the clinging vines via the agency of the Lotus Sutra, which makes possible the enlightenment of plants and trees, Shokushi offers to dance for the priest as a sign of thanks. Following the jonomai, however, events take a turn for the worse:


shite:

omona no mai no arisama ya na

ji:

omona ya omohayu no arisama ya na

shite:

moto yori kono mi wa

ji:

tsuki no kaobase mo

shite:

kumorigachi ni

ji:

katsura no mayuzumi mo

shite:

ochibururu namida no

ji:

tsuyu to kiete mo

tsutana ya tsuta no ha no

Kazuraki no kamisugata

hazukashi ya yoshina ya

yoru no chigiri no

yume no uchi ni to

aritsuru tokoro ni

kaeru wa kuzu no ha no

moto no gotoku

haimatowaruru ya

Teikakazura

haimatowaruru ya

Teikakazura no

hakanaku mo

katachi wa uzumorete

usenikeri.35

shite:

Yes, the sight

of a shameful dance.

chorus:

A shameful,

humiliating sight it is!

shite:

In the beginning, this body

chorus:

had a face like the moon,

shite:

but it clouded over

chorus:

and the crescent eyebrows

shite:

fell, fallen tears
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chorus:

like dewdrops disappearing,

she is doomed:

the leaves of the ivy,

the divine figure of Kazuraki,

how shameful,

how futile.

Vows exchanged at night,

in a dream,

what returns

to its original place

is the vines of ivy,

just as they were before,

creeping and wrapping,

the Teika vines,

creeping and wrapping,

the Teika vines,

the ephemeral form is buried

and has vanished from sight.



Motomasa pioneered the unhappy ending in plays such as Sumidagawa. What we have in Teika, however, is a twist: the play seems to approach the “typical” happy resolution in which the shite attains enlightenment via the agency of a Buddhist priest, but veers away at the last moment. Shokushi almost achieves release, then falls back into the clutches of delusion. Such a momentary attainment and subsequent loss of salvation is not seen in the noh drama before Zenchiku. At least two explanations may be proposed: either the Buddhist teachings are less than omnipotent in their ability to rescue sentient beings from delusion; or enlightenment and delusion are not mutually exclusive states of being. Considering the intensity of Zenchiku’s devotion (not to mention his reliance upon the patronage of high-ranking clerics at Kōfukuji), the first explanation hardly satisfies. The surprising, pessimistic ending of Teika must be endowed with some meaning.

Yamaki Yuri was the first to observe that Zenchiku created a “circular structure” (enkan kōzō), in which a play ends essentially where it began. Bashō and Teika furnish apt examples. Yamaki quotes the first lines the shite sings in Bashō: “Falling upon the bashō, a voice through the pine trees, / falling upon the bashō, a voice through the pines, / the wind shreds in vain” (Bashō ni ochite / matsu no koe / bashō ni ochite / matsu no koe / ada ni ya kaze no / yabururan).36 This is the play’s aesthetic point of departure. When the play comes to an end, it does not follow the typical pattern of many a mugen noh play, in which the priest wakes from his dream and the woman disappears. Instead, “the bashō, / in tatters, remains” (bashōba wa yaburete / nokorikeri).37

Moreover, in this circular structure, the circularity is not spiral, which is to say, the shite does not develop or make progress. Rather, the 
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Yamaki sees the same structure being employed in Teika, which accounts for why Shokushi must not escape the tangled ivy and vines. She tends to regard the gravestone as the shite of Teika, perhaps because it may be aligned with the nonsentient shite of Bashō. It would also bolster her proposal that Zenchiku created a “formless drama” (musō no geki), which “abandoned society and humans and rejected all dramatic conflict.”39

Such a characterization may be going too far, especially in the case of Teika, which deals with the theme of transgression, an act which cannot exist outside society. Furthermore, while Bashō and Teika are certainly innovative plays, we must be careful not to confuse Zenchiku’s innovations in noh drama with an overall picture of his oeuvre. What Zenchiku’s plays lack in dramatic conflict they make up for in inner turmoil, and besides the bloodless bashō woman or the somewhat monstrous Shokushi, we must remember the exquisite femininity and elegant passion of Yang Guifei and Rokujō. Moreover, the issue of predecessors is slightly fudged: while acknowledging the possible influence of Kayoi Komachi on Teika (in both plays, the male figure remains intent on impeding the female character’s progress toward enlightenment), Yamaki too hastily dismisses the role of Matsukaze as the first possible example of a circular structure.40

Despite these issues, the impact of Yamaki’s observation is beyond question. As a key concept in describing the nature of Zenchiku’s dramaturgy, it functions as an effective counterweight to the “veil” of Yokomichi and Omote, and received the endorsement of the late Kanze Hisao, the most influential noh actor of the past thirty years.41 Moreover, the circular structure is a key component of revealed identity and Yamaki’s “formless drama” influenced the development of my own characterization of Zenchiku’s work as a theater of revelation.



TEIKA AND KANGITEN

The protective Buddhist deity known as Kangiten (literally, “god of ecstasy”) in Japan corresponds to the Hindu deity Gan.es´a (also known as Vināyaka), a child of Śiva. Kangiten is depicted as having the head of an elephant and the body of a man; more commonly, he has two elephant heads and two bodies, one a man’s and one a woman’s, that are locked in an embrace.42 This represents the taming of the destructive Vināyaka by the bodhisattva Kannon (Avalokites´vara), in the form of Vināyaka’s sibling Senāyaka. Upon Vināyaka’s acceptance of the Buddhist teachings, the two embrace, 
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Tanaka Nariyuki has demonstrated that Kangiten worship may have influenced the conception of Teika. Zenchiku himself wrote in 1467 that he had been “a deep believer in Kangiten since I was young.” (Zenchiku, jakunen no toki yori, Kangiten wo kie no kokoro jinshin nari.)45 Tanaka adduces lines from a text of Teika transmitted via the waki performers in the Kanze troupe during the late Muromachi period (as opposed to those circulated among shite actors):46


Mukashi Go-Toba-in no gyou ni, Shokushi naishinnō to mōshishi hito, hajime wa Kamo no itsuki no miya no sonawaritamaishika, hodo naku oriisasetamai, kono Kankiji ni sumitamaishi wo, Teika-kyō oyobazunagara shinobi shinobi no onchigiri asakarazu. Kono koto kakure nakarishikaba, chokkan no mi to naritamaite, imose no michi mo taehatenu. Tomo ni jain no mōshū wo, onkyō wo yomitoburaitamawaba, naonao katarimairasesōrowan.47

Long ago during the reign of Retired Emperor Go-Toba, someone named Princess Shokushi first was installed as the imperial virgin at Kamo, but soon stepped down. She then lived in this Kankiji, and Lord Teika, though unworthy, secretly pledged his deep love to her. As the matter could not be concealed, they were subjected to imperial sanction, and communication between the lovers was cut off. If you will read from the holy sutras and relieve their delusive attachment to wicked lusts, I shall tell you more.



While versions of the text from the shite lineage (such as that copied by Zenchiku’s grandson Zenpō used in the previous discussion of the kuse) indicate only that the action of the play takes place at Senbon Avenue in the north-central section of the capital, this passage is much more specific. Tanaka proposes that the Kankiji (“Temple of Ecstasy”) mentioned in this text referred to a real temple by the same name located on Senbon, which venerated Kangiten and was destroyed in the Ōnin War, shortly before Zenchiku discussed his faith in Kangiten in the remark quoted above. The temple is mentioned in the fifteenth century chronicle Ōninki as part of a list of temples destroyed during the war; it is described as having a grave with Teika vines.48

Of further interest is a passage from the early fourteenth-century Tendai compendium Keiran jūyōshū that claims to explain the origins of Kangiten. In India, a minister is engaged in an illicit affair with the king’s consort. The relationship is discovered by the king, who attempts to kill the minister by giving him poisoned elephant meat. Fortunately for the minister, 
Page 112 →the consort tells him that he has been poisoned in time for him to take an antidote. The minister survives but, enraged, wishes that he may become an evil deity in order to wreak revenge. He becomes Vināyaka, and leads his numerous followers in storming the palace, where they discover the terrified king and his retinue. The consort confesses the affair to the king and asks for permission to stop Vināyaka, which is granted. As she approaches Vināyaka, he feels ecstasy, and she commands him to show compassion; when he does, they embrace, hence the double-bodied figure of Kangiten.49

This story, as Tanaka points out, aligns with the waki text’s depiction of Teika as the courtier whose sexual transgression brings about imperial sanction. (Although Shokushi was a princess of the blood, not an imperial consort, Teika’s alleged relationship with her may be correctly construed as violation of the imperial family.) Furthermore, we may see resemblances between the two bodies of Kangiten—the destructive male and compassionate female—and the image of the Teika vines clinging to Shokushi’s gravestone. The vines are symbols of attachment, but also of sexual union (which is itself a source of attachment).

The figure of Kangiten manifests the union of opposites in several ways. It is part animal, part human; part woman, part man. In it, wrath merges with compassion. The deity itself, as Tanaka notes, can bring about great benefit to those who venerate it and disaster to those who neglect their devotions. It is a perfect picture of the creative and destructive forces simultaneously at work in the human personality. As we have already seen, Zenchiku was consistently and profoundly interested in the interaction and reconciliation of such opposites, and the dualities of Teika expand the range of that interest.



TEIKA AND THE GROTESQUE

Due to the intense interest that Teika has provoked in scholars and noh audiences alike, the play has been fortunate in having numerous able interpreters and, as a result, much space has been devoted in this chapter to summarizing and assessing the previous scholarship on Teika. Among these fine efforts at explication is a fascinating study by Matsuoka Shinpei in which he claims that Zenchiku’s Teika and certain poems by Ikkyū participate in the dismantling of yūgen in the mid-fifteenth century.

The fundamental claim of Matsuoka’s article “Yūgen ga enjaku suru toki” is that certain works by Zenchiku and Ikkyū signal the death of yūgen as a classical aesthetic ideal. Yūgen as a conception of idealized feminine beauty was formed in part by the legend of the goddess of Mt. Wu, who 
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In the cold green and white of the Teika vines, Matsuoka senses the presence of hie, the “chilled” beauty associated with Shinkei, but one which lacks the purity of Shinkei’s conception. Zenchiku’s hie is fused with the grotesque, as exemplified by the odoro no kami, Shokushi’s disheveled hair depicted in much the same way one might describe tangled vines. A further sign in Zenchiku’s works of the end of yūgen is his “pan-yūgenism” (hanyūgenron), as expressed in Yūgen sanrin and Shidō yōshō, in which he regards even rocks, trees, gold, gods, and demons as being endowed with yūgen.

“Yūgen barely survived until Shinkei,” Matsuoka asserts, “but it had already ceased to be a concept that could guide the literary arts.”51 Nowhere does Matsuoka state that the “demise” of yūgen was due to unnatural causes—that Zenchiku and Ikkyū killed yūgen, even if such an act would have been a coup de gråce. The significance of his findings lies, rather, in several points: (1) Zenchiku and Ikkyū were not only disciple and teacher, but shared to some degree a common aesthetic program; (2) that program may be contrasted with the aesthetic outlook of their contemporary Shinkei; and (3) Zenchiku differed from Zeami and other playwrights not only in his theoretical configuration of yūgen, but in its enactment on stage.

In the above discussion, we have seen how waka poetry interacts with noh drama, using Teika as a case study. Moreover, we have examined one side of Zenchiku’s ambiguous relationship with Teika; his veneration of Teika’s treatises will be discussed below. Also, aspects of revealed identity present in the play have become apparent: the circular structure, hongaku shisō, and Kangiten are the most important aspects. Before leaving the play I would like to discuss the manifestation of revealed identity at the rhetorical level in Teika, that is, in such techniques as head rhyme (tōin) and kakekotoba.

Alliteration is not uncommon in Japanese poetry. For example:


hisakata no / hikari nodokeki / haru no hi ni / shizu kokoro naku / hana no chiruramu52

On this spring day,

in the calm sunshine,

why must the blossoms fall

with restless hearts?
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Frequent use of word music has been noted as a distinctive feature of Zenchiku’s plays. As Thomas Hare writes,


Another prominent feature of Zenchiku’s style is a predilection for head rhymes and other word music such as assonance and alliteration. These are found in the works of other writers as well, but not with the frequency of, for example, the noriji from Teika. There he writes omona/omona/omohayu and tsutana ya/tsuta no. In the kuse of the same play I find adashi/ada naru, as well as otome/ todome, and kokoro zo/morotomo.53



The use of head rhyme, sometimes quite stunning, is not limited to Teika, but may be found in other plays by Zenchiku as well:


Yōkihi:

nani naka naka ni mie no obi54

Senju:

nasake no naka naka ni naruru ya55

Teika:

nani naka naka no kusa no kage56

Teika:

naka naka nare ya kono myōten ni57

Tamakazura:

nani nadeshiko no katami mo ushi58

Shōki:

naka naka nari to yūgure59



Hare also observes that Kan’ami tended to employ head rhyme quite frequently, while Zeami did not, at least in his rōtai (Aged Mode) plays.60 Perhaps alliteration is a literary device that appears more often at the beginning of a genre’s development, as in Old English poetry. This would be linked to repetition, an important aspect of oral literature (indeed, most of the head rhymes cited above involve repetition). Viewed in this light, Zenchiku’s preference for head rhyme might be considered either as a remnant of earlier styles of writing, or as a conscious archaism. However we regard head rhyme in Zenchiku’s plays, its effect seems to be to restrain the forward movement of the lines, doubling the verse back upon itself.

If head rhyme checks the energy of the lines in a noh play, then kakekotoba generally pushes it forward while shifting it into a new direction. Kakekotoba are homophones used almost as puns, but without any humorous intent. For example, in Teika, the chorus sings of the poet at his Shigure 
Page 115 →Pavilion, and describes him as kokoro suminishi sono hito.61 Here sumi may mean “to dwell” or “to be pure”; the line leads with the latter meaning, as kokoro suminishi refers to someone who has purified his mind. But thanks to sumi’s double meaning, suminishi hito means “the person who lived there.” Either way, the person being referred to is Teika and, like wordplay in any language, the effect is difficult to describe. At the most basic level, kakekotoba serves as a display of poetic virtuosity, as in Narihira’s poem beginning, “Karakoromo.” It also takes the direction of the text out of the playwright’s hands and subjects it to random accidents of language. Playwrights may choose whether to use a kakekotoba or not, but they were required to work within the set of kakekotoba phonetically available to them within the language and within the even smaller set of those kakekotoba sanctioned by tradition. Like other formal devices, such as rhyme, kakekotoba may work at cross-purposes to the writer’s original intent and shift the direction of the text into a new direction. Accidents of language are incorporated into the writing process as the “engine” that drives the lines is no longer logical and semantic, but arbitrary and phonological.

We may justly wonder, however, whether kakekotoba meant something entirely different to someone with Zenchiku’s esoteric view of language. We have noted the importance he placed upon the title of the Lotus Sutra, breaking its characters into parts that he reconfigured to signify the daughter of the Dragon King. In Saussurian terms, kakekotoba are a single signifier designating two different signifieds, and once again underline what modern scholars take for granted: that the phonetic values of language are arbitrarily assigned. Yet, for Zenchiku, nothing was accidental, and it is not difficult to imagine that he viewed kakekotoba not as curious accidents of language, but rather as lightly concealed hints about secret similarities between disparate entities. It is only natural that the man who lived at the Shigure Pavilion should have a pure heart, as it was his idol Teika (even if that heart was later muddied during the illicit affair with Shokushi). Kakekotoba gave Zenchiku and other playwrights not simply the chance to show off their linguistic skills, but the power to generate texts via alogical methods. Kakekotoba also enact the principle of revealed identity at a text’s most basic level, as two separate concepts are bound together within a single set of sounds.

Teika is a fascinating play on multiple levels—its language, characterization, plot, depiction of the natural world—that can hardly be exhausted in any single discussion. I have striven to outline the critical issues at stake in the play, and to put forth my own reading of it. In the rest of this chapter, we will examine the problem of transgression from a new angle, that of the demonic and its suppression, via Zenchiku’s play Shōki.
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SHŌKI

Zhong Kui, the well-known “demon queller” of Chinese legend, is the title character and shite of this play. This account of the legend given in the 16thcentury Tianzhong ji is perhaps closest to the original Tang version, now lost:62


One afternoon in the Kaiyuan era [713–42], Emperor Ming, feeling ill after he had returned from a round of archery practice at Mt. Li, fell asleep. He soon saw in a dream a small demon, wearing only knee-length trousers and one shoe—the other being tied at his waist—and holding a bamboo fan, in the act of stealing his favorite consort’s embroidered perfume-bag and his own jade flute. Then, instead of escaping, the strange being began frolicking around the palace grounds with the loot. The emperor therefore approached him and demanded an explanation. The demon respectfully replied that his name was Xu Hao and explained that “Xu” stood for “stealing indiscriminately for the sake of fun” and “Hao” for “replacing man’s joys with sorrows.” Hearing this, the emperor became angry and was about to call for his bodyguards. But at that very moment, a large demon, wearing a tattered hat, blue robe, horn waist-belt, and black boots, appeared and nabbed the thief. Then he immediately gouged out the victim’s eyes, tore him up into pieces, and finally ate him. When the emperor asked him who he was, the Demon Queller introduced himself as Zhong Kui, a jinshi63 from Zhong-nan, who, ashamed at having failed the next higher degree of examination during the Wude era (618–27), had committed suicide by dashing his head against the palace steps. He further mentioned that because Emperor Gaozu awarded him an honorable burial of a court official of the green-robe rank, he had vowed to rid the world of mischievous demons like Xu Hao. At those words, Emperor Ming awoke and found himself fully recovered. Without delay he summoned Wu Daozi and requested him to paint a portrait of the Demon Queller as he had seen in his dream. When it was finished, the emperor examined it carefully and said, “You and I must have had a similar vision!” And he awarded Wu one hundred taels of gold.64



Shōki is set in autumn. The waki, a man who lives near Mt. Zhongnan in China, is traveling to the capital to report to the emperor.65 En route he encounters the shite, a man who gives him a message to take to the emperor—he has made a vow to destroy demons and protect the country, and if the sovereign is ruling with benevolence, a miraculous omen will appear in the palace. With very little prodding from the waki, the man reveals that he is the ghost of Zhong Kui, the scholar who killed himself on the occasion of his examinations for entrance to the highest level of the imperial bureaucracy. 
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During the ai-kyōgen, the waki confers with a local resident, who relates the essential details of the story of Zhong Kui: he was a scholar who hailed from Mt. Zhongnan, during the Wude (618–26) or Zhenguan (627–49) eras; after failing the imperial examination, he bashed his brains out on the palace steps; the emperor took pity on him, having him buried within the imperial compound and conferring rank upon him posthumously; thereafter, Zhong Kui became a “demon king” (kiō) inhabiting Mt. Zhongnan. After the ai’s explanation, the waki tells of his own experience, saying that the apparition was like a mountain echo, disappearing while only its voice remained. He decides to recite sutras, even though he is only a layman, to summon the spirit back.

In the second act, Zhong Kui appears as himself, wearing a hunting cloak and carrying a sword. The brief second act, in its entirety, runs as follows:


waki:

koke no mushiro ni nori wo nobe

koke no mushiro ni nori wo nobe

sa mo monosugoki sanchū ni

arashi to tomo ni koe tatete

kono myōkyō wo dokuju suru

kono myōkyō wo dokuju suru.

shite:

au kijin ni ōdō nashi to iu ni

nanzo midan ni sawagashiku

teito ni midare tenshi wo nayamashi

narabi ni akugyō wo itasu koto

osorubeshi to yo osorubeshi to yo

nanji shirazu ya wa ga kokoro

kokudo wo mamoru chikai ari

ji:

hōken hikari susamashiku

jitsugetsu kage orosoka ni

shite:

matsukaze kozue wo harau ga gotoku

ji:

akuki no midare osoresatte

ge ni mo Shōki no seirei nari.

arigata no onkoto ya

arigata no onkoto ya

somo kundō wo mamoran no

sono seigan no onchikai

ika naru iware naruran.

shite:

Shōki kyūdai no

Shōki kyūdai no migin ni te

ware to bōzeshi akushin no

hirugaesu ichinen hokki bodaishin naru to ka ya

ji:

ge ni makoto aru chikai to te
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kokudo wo shizume wakite nao

shite:

kinri kumoi no rōkaku no

ji:

koko ya kashiko ni henman shi

shite:

arui wa gyokuden

ji:

rōka no shita

mihashi no moto made mo

mihashi no moto made mo

tsurugi wo hisomete shinobi shinobi ni

motomureba an no gotoku

kijin wa tsūriki use

arawareizuru wo tachimachi ni

zutazuta ni kirihanashite

ma no atari naru sono ikioi

tada kono tsurugi no ikō to natte

ten ni kagayaki chi ni amaneku

osamaru kokudo to naru koto

osamaru kokudo to naru koto

ge ni arigataki chikai ka na

ge ni arigataki chikai ka na.66

waki:

On a mat of moss I recite the Dharma,

on a mat of moss I recite the Dharma,

and in the forbidding mountains

I join my voice to the storm’s

to chant this wondrous sutra,

to chant this wondrous sutra.

shite:

“Demons are incorruptible,” it is said;

but if that is so, then why do they,

with a reckless tumult, disrupt

the imperial capital, trouble

the sovereign, and carry out

evil deeds? You should be fearful,

you should be fearful! You do not know

my heart—I have taken a vow to defend the nation.

chorus:

The jeweled sword bears a dreadful gleam,

to which the light of sun and moon cannot compare,

shite:

like a storm through the pines

sweeping over the branchtips

chorus:

the evil demons run wildly, clamoring

in fear: truly, it is the ghost of Zhong Kui.

What cause for gratitude, what cause

for gratitude! This vow to defend

the sovereign’s way—what is the story behind it?

shite:

When Zhong Kui passed the examination,

when Zhong Kui passed

the examination, he overturned the evil heart

by which he destroyed himself:

one thought may lead to enlightenment.
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It is truly a sincere vow, to pacify the nation

and especially

shite:

the halls of the imperial capital,

chorus:

patrolling here and there,

shite:

perhaps at the palace

chorus:

beneath the corridors, or at the foot of a staircase

at the foot of a staircase,

hiding his sword he moves stealthily;

search for them and, just as he thought,

the demons lose their powers.

As soon as they appear

he slashes them into shreds! The force before your eyes

transforms into the power of the sword,

shining into the heavens, and across

the earth. The nation is at peace,

the nation is at peace. What a

blessed vow, what a blessed vow.



Zhong Kui was a favorite subject for Muromachi painters, but unfortunately few depictions of him from that period survive.67 A common pose has him tearing out the eyes of a demon, as in the section from Hekijae held by the Nara National Museum, or two versions by the painter Shōkei (fl. late 15th c.)68 Zhong Kui was sometimes portrayed, however, holding a sword, as demonstrated by poems composed by Gozan Zen monks to accompany pictures of him.69 This is the way he is portrayed in Shōki, yet the sword does not appear in extant Chinese texts describing Zhong Kui until the late Ming period (1368–1644), well after the play was first performed in 1452.70 Therefore the striking depiction of Zhong Kui slashing demons in the closing lines of Shōki derives not from received traditions from China but was a Japanese innovation at the time, and part of the iconography of Zhong Kui in Gozan circles. (We should not dismiss the possibility that the play influenced these pictorial renderings, since we do not know whether the poems mentioned above were written before or after Shōki was composed.)

Kinoshita Yoshimi has convincingly shown that the description of Zhong Kui’s sword follows similar phrasing in the earlier play Furu (by Zeami) and in Zeami’s treatise Kyūi.71 The sword is also an important symbol in Zenchiku’s own theoretical works. In Rokurin ichiro hichū (Kanshō version), Zenchiku writes of the Dewdrop/Sword: “The sharp sword sweeps away all hindrances and is the natural substance of mind as a wish-granting jewel.” (Riken wa, banshō wo haratte, nyoi kongō no shōtai nari.)72

As Kinoshita has suggested, Zenchiku did not need to see pictures of Zhong Kui holding a sword or read poems by Gozan monks; he was inspired by the works of Zeami, and adapted the legend accordingly. By placing a sword in Zhong Kui’s hand, Zenchiku completes the transformation of a “loser”—the failed scholar who killed himself in despair—into a “winner,” the righteous demon-queller who protects the realm. The original legend describes Zhong Kui’s vow to defend the realm after his death, but the sword of Shōki makes that role concrete and convincing. It is significant that the sword is described as jeweled (hōken), suggesting that its power comes not so much from the heft and sharpness of its blade than from its inherent legitimacy, prestige, and spiritual power.
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[image: An illustration of a warrior in traditional Japanese attire, holding a weapon, with accompanying Japanese text on the right.]
Figure 24. Detail of Hekijae (The Punishment of Evil) depicting Zhong Kui tearing out the eyes of a demon. Late 12th century. National Treasure. Nara National Museum.


Page 121 →By emphasizing Zhong Kui’s role as a defender of the imperial court and a decidedly benevolent being, Shōki resists the conflation of Zhong Kui and the demons he quells that had existed from early on. Pictures of Zhong Kui typically show him in scholar’s cap and cloak, whiskered, wearing boots and a belt, as in the Hekijae image, which dates from the Kamakura period. A comparison of this depiction with the sketch of rikidōfū (style of powerful movement) demon roles in Zeami’s Nikyoku santai ningyōzu reveals striking similarities. According to Omote Akira, the picture shows a demon with a closed mouth and wearing a Chinese cap, hunting cloak, and wide hakama skirts. He carries a bamboo switch (perhaps this explains the unidentified object on the ground in the Hekijae scene?), and his shoes are covered in feathers. The shoes were worn for demon roles in noh until the late Muromachi period.73 Is Zhong Kui himself a demon? Indeed, the ai kyōgen of Shōki says he “became a demon king in the vicinity of Mt. Zhongnan.”74 Moreover, the Tianzhong ji passage quoted above calls Zhong Kui “a large demon,” and Shōki is today categorized as a demon play.

Elsewhere I have written about the production of the “demon-quelling style” (rakkitei) in poetic treatises attributed to Teika, and its subsequent reception in later treatises falsely attributed to Teika and in genuine works by Zeami, Zenchiku, and renga poets.75 I tried to show that commentaries from early times into the modern era had misinterpreted the demon-quelling style as something connoting power and strength—even violence—but Zenchiku had astutely understood that although the demon-quelling style was strong, “this strength should not be understood as demonic. . . it is what subdues demons,” as he wrote in Go’on sangyokushū.76 Zenchiku’s reading of the demon-quelling style was intimately linked with his understanding of the portrayal of demons in noh, and the distinction advocated by Zeami between the rikidōfū (style of powerful movement) and the saidōfū (style of shattered movement). The rikidōfū was largely forbidden by Zeami, except in special circumstances, perhaps because it was too frightening and too close to the wild origins that noh was trying to escape as it made the transition to high art. Zenchiku, being located in the Nara region, was closer to 
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The similarities between the demon-quelling style and the figure of Zhong Kui are readily apparent (rakkitei means, more precisely, the “demon-crushing style”). If we reread Zenchiku’s remark on the demon-quelling style as referring to Zhong Kui, the rationale for placing a sword in his hand makes even more sense. Zhong Kui is not, as the iconography suggests (garments of a demon, gouging out eyes), himself a demon; he quells them. In Teika, Zenchiku blurred the boundaries between sinner and saint by portraying the semidivine poet Teika as an obsessive, transgressive lover; in Shōki Zenchiku undertakes the opposite task in redrawing the demonic Zhong Kui as a godlike figure.

Takeda Motoharu has proposed that the term rakkitei (demon-quelling style), which does not appear in poetic criticism before the Maigetsushō (a letter on poetry addressed to an unnamed recipient and attributed to Teika), was perhaps evoked by figures of the Four Deva Kings (shitennō), as described in the Konkōmyō saishōō kyō (Skt. Suvarn.aprabhāsa-sūtra), which Teika copied out on three occasions.77 Whether Teika actually wrote the Maigetsushō is debatable, but the Deva Kings may very well have inspired Zenchiku’s rendering of Zhong Kui. A particularly fine set of statues of the Deva Kings dating from the eighth century belongs to the Kaidan-in of Tōdaiji. (The Kaidan-in was the temple of Shigyoku, who wrote a commentary for Zenchiku’s Rokurin ichiro no ki.)

The image of Jikokuten (Skt. Dhr.tarās.t.ra) is especially suggestive. The Deva Kings are typically shown in armor, and each assumes a distinct pose; the Kaidan-in’s Jikokuten calmly holds a sword while he stands atop a conquered demon. While his gaze is fierce and imposing, the pose lacks the gruesome savagery of Zhong Kui gouging out a demon’s eyes. Zenchiku may have relied on such imagery to reimagine Zhong Kui as a god instead of a demon; as much is suggested in the ambiguous term kijin, which appears in the play via a citation of the proverb kijin ni ōdō nashi (“demons are incorruptible”). Kijin may be interpreted in two ways: first, as “demons and gods”; second, and less commonly, as a “demon-god.” (It makes little sense to point out that gods are incorruptible, hence the latter seems the more likely meaning in this case.) This deceptively simple word allows us to collapse the categories of demon and god into one, or at least recognizes that some demons, due to their status, power, or intentions, hold godlike status. Such a conflation would have also helped Zenchiku as he reconciled Zeami’s aversion to the rikidōfū and his own lineage’s tradition of performing demon roles.
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Figure 25. Jikokuten. One of a set of sculptures depicting the Four Deva Kings (Shitennō). Clay, 8th century. National Treasure. Kaidan-in, Tōdaiji. Photograph courtesy of Nara National Museum.
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CONCLUSION

Teika and Shōki are vastly different works, in terms of their popularity, content, and critical reception. Yet without forcing similarities upon them, we may discern in both an ambivalence toward their title characters. Teika was at once a revered poet and a shamefully deluded lover; perhaps these two identities complemented each other, as Teika was renowned (by Shōtetsu, of course) as an unparalleled writer of love poetry.78 For Zenchiku, Teika was to be imitated as an artist, but not as a man. Although the Edo period noh play Myōjō deifies him as a bodhisattva of song and dance like Narihira,79 Teika’s first appearance on the noh stage (even though he is not represented on the stage, his presence suffuses the work) was as a deeply troubled figure. While both Teika and Narihira were depicted as transgressive lovers, Teika’s image lacks the elegant aspects of Narihira’s character, exhibiting instead an almost sinister obsession.

The Chinese legends and early Japanese visual sources depict Zhong Kui grotesquely tearing out the eyes of the demons he quells, and closely resembles. Around Zenchiku’s time, however, with the crucial addition of a jeweled sword to Zhong Kui’s iconography, the difference between demon and god is blurred. Zhong Kui is a demon-quelling god, or both demon and god. “Even kijin have yūgen,” wrote Zenchiku in Shidō yōshō, and he may very well have had Zhong Kui in mind.80 By redefining certain rikidōfū roles

as kijin, Zenchiku could have reconciled his inherited tradition with Zeami’s injunctions against the rikidōfū.  The problem of depicting demons brings to the surface a rare tension between Zeami and Zenchiku, an awareness, usually suppressed, that despite their relationship they belonged to different troupes that were in fact rivals.

Ambiguity is one attribute that has been associated with Zenchiku. Ambivalence is a separate issue, although both are linked to the concept of revealed identity, and the erasure or reconciliation of opposites. With regard to the plays discussed in this chapter—especially Teika—these ambivalences may never be resolved; while frustrating from a critical perspective, the perpetual questions that these issues raise only add to our aesthetic experience.
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CHAPTER 3 Divinity, Landscape, Abjection: Kamo, Tatsuta, Oshio, and Ugetsu

The portrayal of native deities was an important task for noh actors and playwrights before, during, and after Zenchiku’s lifetime, but it is an aspect of the noh theater that modern readers are likely to overlook. First, the dimension of faith that kept earlier audiences spellbound in the presence of the gods has been all but lost in the present age. Second, the belief system called Shinto pales in philosophical and rhetorical rigor in comparison with the vast canon of Buddhist religious, literary, and artistic works. The gap in appeal and familiarity is perhaps especially pronounced among non-Japanese readers and audiences.

Nonetheless, if such plays were important to Zenchiku and his contemporaries (and they were), then they are important to us in approaching an understanding of how the noh functioned in his day. Moreover, we may find once again that with context and background, the appeal of such plays may be imagined, perhaps even experienced, even in the present time.

This chapter focuses on four plays attributed to Zenchiku that enact divinity on stage. Not all the plays are waki noh (god plays) strictly speaking, but each play engages the lore surrounding a particular deity, usually on the occasion of a visit to a shrine. The plays discussed are Kamo, Tatsuta, Ugetsu (“Moon and Rain”) and Oshio (originally titled Oharano hanami, “Blossom Viewing at Oharano”).


KAMO: THE SANCTITY OF LANDSCAPE

The waki of Kamo is a Shinto priest from Harima province who serves the Muro deity. Accompanied by attendants, he pays a visit to the Kamo shrine in Kyoto, as its resident deity and the Muro deity are manifestations of the same god. Upon arriving at the shrine, the travelers encounter two women (shite and tsure) carrying pails and scooping water from a sacred river used to purify those entering the shrine. Near the river there is a newly constructed altar with paper offerings attached to it; a white-fletched arrow also stands there. Naturally, the priest makes inquiries, and the shite explains that the arrow is a physical manifestation of the god and that the visitors should venerate it, despite its being displayed for all to see.
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[image: Nagashima Seiji and Nagashima Tadashi, in traditional Japanese attire stand on a wooden stage during a cultural performance. ]
Figure 26. Nagashima Seiji, left, as the maejite (woman) and Nagashima Tadashi, right, as the maetsure (woman) in Kamo, 1969. Photograph by Yoshikoshi Tatsuo, courtesy of Nagashima Tadashi.

Then, again at the priest’s request, the shite relates the story behind the arrow, which is nothing less than the story of the god’s origins. Long ago, in the village of Kamo where they stand now, a woman of the Hada clan would come to the river each morning and evening to scoop water as an offering to the gods. On one such occasion, a white-fletched arrow came floating downstream and lodged in her pail. She took it home and inserted it between the eaves of her hut. Then she unexpectedly became pregnant and gave birth to a boy. When the boy was three years old, a crowd of people were sitting in a circle, and asked him who his father was. He turned and pointed to the arrow, which at once transformed into thunder, ascended into the heavens, and became a god. This god is Wakeikazuchi (“Divided Lightning,” the patron deity of the Kamo shrine). The woman and her child, the tsure adds, also became gods.

The priest ventures a doubt as to whether the arrow, apparently a new one, can actually represent the god, as it is clearly not the arrow of the story. Then the waki and shite sing a remarkable passage together about the unity of phenomena which seem disparate, using the example of the river:
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shite:

Ge ni yoku fushin shitamaedomo

hedate wa araji nanigoto mo

waki:

kokorokara ni te sumu mo nigoru mo

shite:

onaji nagare no samazama ni

waki:

Kamo no kawase mo kawaru na no

shite:

shimo wa Shirakawa

waki:

kami wa Kamogawa

shite:

mata sono uchi ni mo

waki:

kawaru na no

ji:

Ishikawa ya

Semi no ogawa no kiyokereba

Semi no ogawa no kiyokereba

tsuki mo nagare wo tazunete zo

sumu mo nigoru mo onaji e no

asakaranu kokoro mote

nani utagai no arubeki.

shite:

You are quite right in having doubts,

but distinctions do not exist; all things

waki:

arise in the mind; clarity as well as cloudiness

shite:

in the very same flow, variously;

waki:

and the shallows of the Kamo River change their names—

shite:

downstream, it is the Shirakawa,

waki:

upstream, the Kamogawa,

shite:

and even between them

waki:

changing names:

chorus:

because the Semi brook of the Ishikawa is pure; because

the Semi brook of the Ishikawa is pure, even the moon

seeks its flow, and dwells here, shining brightly,

or becoming muddy, it is the same river:

with a deep heart, what need is there to doubt?1



This sung dialogue refers to the fact that the river generally known as the Kamo bears several different names at various points of its course. “The Semi brook of the Ishikawa” (Ishikawa no Semi no ogawa) is one such name, and leads into a complete citation of the following poem:


Ishikawa no / Semi no ogawa no / kiyokereba / tsuki mo nagare wo / tazunete zo

sumu2

Because the Semi brook

of the Ishikawa is pure

even the moon seeks its flow

and dwells here, shining brightly



The full citation of a waka without alteration signals that the poem is to be foregrounded in our understanding of the play. This poem appears in 
Page 132 →the Shinkokinshū and was written by Kamo no Chōmei (1155?–1216) on the occasion of a poetry contest held at the Kamo Shrine. Moreover, Chōmei had been born into a family of Shinto priests who served at the Shimogamo (Lower Kamo) shrine, so this poem is doubly connected to the topic matter. The moon of Chōmei’s verse represents the Kamo deity, who is regarded here as having selected the site for his shrine because of the river nearby and its clear waters.

The point of the dialogue is that distinctions are artificial, originating wholly in the mind, and that the natural world manifests the unity of phenomena. Humans give the same river several names, as if it were many rivers, not one; and the river remains the same, whether its waters run clear or cloudy. Likewise, the sacred realm does not heed distinctions between past and present; ancient gods remain as immanent as ever. Thus the Kamo river itself illustrates vividly the principle of nonduality.

The shite and tsure decide to draw water from the river, and the shite sings, with the chorus, of the sources of the Kamo river, from the waterfalls in the mountains to the rivers north of the shrine. Although resembling the standard michiyuki that often appears in a noh play, in which the famous sights and landscapes seen on a journey are described, this song is a bit different, as the traveler is not a human subject, but rather the river itself. As the day grows late and this section rises to an emotional crescendo, the chorus sings on behalf of the two women, kami no onkokoro kumō yo,3 (“let us fathom/ladle the god’s mind”) which neatly plays on the two meanings of kumu: to ladle (as in the water the women are drawing) and to comprehend (as in fathoming, or attempting to fathom, the mind of the god). By an act of devotion, the women seek to approach the deity’s spirit; but the play on kumu has the effect of transforming the river itself into the god’s body. Earlier, the river taught us the principle of nondualism; now, it has become the god. The landscape of Kamo is a sacralized one, whose sanctity can be approached through cognition (the names of the river) and ritual (drawing water); the two methods are fused in the single word kumu.

The second half of the play opens with the words of the tsure, who has reappeared as the Mioya (“holy parent”) deity, formerly the woman of the Hada clan who caught the arrow in her pail. She proclaims her compassion for all beings, and her desire to defend the current, “unclouded” (kumoranu) reign. Then she dances the tennyo no mai, or dance of the heavenly maiden, which summons the principal deity:


ji:

Kamo no yamanami

mitarashi no kage

Kamo no yamanami

mitarashi no kage
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midori no sode wo

mizu ni hitashite

suzumi toru

suzumi toru

mosuso wo uruosu

orikara ni

sanka sōmoku

dōyō shite

ma no atari naru

Wakeikazuchi no

shintai raigen

shitamaeri.

chorus:

The Kamo range

and its image in the purifying river,

the Kamo range, and its image

in the purifying river,

reflected and reflecting again

upon the green sleeves

soaked in the water

to absorb the coolness,

to absorb the coolness,

wet the robe’s hem,

and just at that moment,

the mountains and rivers,

the grasses and trees

rumble and shake:

in front of our eyes

Wake ikazuchi

has appeared

in divine form.4



This passage begins with vivid imagery, as the verdant mountainside is reflected in the river nearby, and the water casts its rippling reflection back upon the land, shading the white sleeves of the dancing maiden with a pale green light. When the sleeves and the hem of her robe touch the water, they seem to trigger the god’s appearance, and the formerly peaceful scene is disturbed by an awesome movement of the earth.

The nochijite, Wake ikazuchi, enters accompanied by fast flute music and also affirms his duty to protect the realm. As was the case with the nochizure’s opening lines, the nochijite uses Buddhist terminology, such as wakō dōjin, which refers to a buddha “dimming its light and mingling with the dust” as a local deity in order to save sentient beings. Like other plays by Zenchiku, such as Nonomiya, Kamo is a relentlessly syncretistic work. It ends strongly:
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[image: Nagashima Seiji in traditional Japanese Noh theater attire, wearing an elaborate costume and a mask with exaggerated features.]
Figure 27. Nagashima Seiji as the nochijite (the deity Wakeikazuchi) in Kamo, 1969. Photograph by Yoshikoshi Tatsuo, courtesy of Nagashima Tadashi.
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ji:

fūu zuiji no

misora no kumoi

shite:

Wakeikazuchi no

kumokiri wo ugachi

ji:

hikari inazuma no

inaba no tsuyu ni mo

shite:

yadoru hodo dani

naru ikazuchi no

ji:

ame wo okoshite

furikuru ashioto wa

shite:

horo horo

ji:

horo horo

todoro todoro to

fumitodorokasu

narukami no tsuzumi no

toki mo itareba

gokoku jōju mo

kokudo wo shugo shi

osamaru toki ni wa

kono shintoku to

ikō wo arawashi

owashimashite

Mioya no shin wa

Tadasu no mori ni

tobisari tobisari

irasetamaeba

nao tachisou ya

kumokiri wo

Wakeikazuchi no

kami mo amaji ni

yojinobori

kami mo amaji ni

yojinobotte

kokū ni agarase

tamaikeri.

chorus:

wind and rain as needed,

from a cloudy dwelling in the sky

shite:

Wakeikazuchi

pierces the clouds and fog,

chorus:

a flash of lightning,

brief as the dew on the rice leaves;

shite:

the booming thunder

chorus:

brings rain,

its footsteps falling down,

shite:

horo horo,

chorus:

horo horo,

todoro todoro,
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when the time comes

for the thundering drum,

when the five grains are ready for harvest

or it is time to guard

and govern the realm,

with this divine virtue,

he will make manifest his glory

and appear;

the Mioya goddess flies,

flies away to Tadasu grove,

concealing herself—

and as if to accompany her,

parting the clouds and fog,

the god Wakeikazuchi also

climbs the path

to the heavens.

The god also climbed

the path to the heavens

and rose into the ether.5



What had previously seemed a routine pledge to defend the nation finally assumes fuller significance. As the god of thunder and lightning, Wakeikazuchi brings the rain needed to ensure a bountiful harvest, which is itself essential to maintaining social and economic order. The landscape of Kamo is a divine landscape, but it is also a political one, in which good weather and a gentle climate at once reflect and help create a well-ordered realm.

This final passage also brings up a fundamental dissonance between the theme of nonduality expressed earlier in the play and the god’s name, Wakeikazuchi (divided lightning). By punning on the god’s name in the phrase kumokiri o Wake ikazuchi (dividing the clouds, Wakeikazuchi), this passage links divinity with division and discrimination, while earlier sections of the play cast aside such distinctions.

By parting the clouds and fog, which are traditional symbols of delusion, the god could be construed, however, as dispelling distinctions, which are products of unenlightened thought. In this regard, its role resembles that of the dewdrop/sword of Zenchiku’s rokurin ichiro scheme: “In uniformly clearing away the above six gates of form and no-form, it resembles a sword cutting through myriad obstructions.” (Ijō no rokumon no usō, musō wo tomo ni harau koto, tsurugi no banshō wo harau ni nitari.)6

We are also finally reminded of the Kamo shrine’s divided status into two separate entities: Kamigamo Jinja, or “Upper Kamo shrine” (officially, Kamo Wake Ikazuchi Jinja) and Shimogamo Jinja, or “Lower Kamo 
Page 137 →shrine” (Kamo Mioya Jinja). The Mioya deity’s flight away to Tadasu grove, where the Shimogamo shrine is located, reveals that the site of the action thus far has been the Kamigamo shrine.7 Such distinctions, however, are characteristically ignored in the play.

Kamo is a powerful evocation of the intimate bonds between divinity and the land, especially in agrarian communities that depend heavily on a steady and appropriate amount of rainfall to feed their people. It is, however, much more than a ritualistic piece meant to appease the gods that bring rain. In this play, Zenchiku clearly articulates his nondualistic vision in his memorable description of the river itself, the river of many names. The landscape itself has the power to teach us the lesson of monism, or, more specifically, of the unity of all phenomena. Like the prayer for rain implicit in the play, this message was a welcome one in the troubled decades that preceded the Ōnin War.



TATSUTA

The waki of Tatsuta is a Buddhist monk who is travelling around the country, depositing copies of the Lotus Sutra at various sites. Having recently been in Nara, he heads for Kawachi province (now eastern Osaka prefecture), a route which will take him across the Tatsuta River. Upon arriving at the river, he declares his intention to cross it and then pay his respects at the Tatsuta shrine. Thereupon he is accosted by the shite, a woman who warns him not to cross, saying that if he does so recklessly, it would disrupt the relations between humans and the god (kami to hito to no naka ya taenan).8 The phrase causes the monk to recall an old poem:


Tatsutagawa / momiji midarete / nagarumeri / wataraba nishiki / naka ya taenamu9

On Tatsuta River

it seems the crimson leaves have scattered

and float along.

If one were to cross,

might the brocade break?



This verse is cited in the Kokinshū as the work of an anonymous poet, with a note that some attributed it to the Emperor Heizei (774–824; r. 806–09). (Indeed, the conjectural suffix meri is rarely found in waka composed after the Nara period.) Fundamental to an understanding of the play, the poem posits the imperial subject pausing before a sacred landscape, hesitant to disrupt the divine and natural orders. The playwright proposes a 
Page 138 →reading of the poem within the play via the shite, who informs us that there is a deeper meaning: the crimson leaves are themselves the physical manifestation of the deity (shintai), and that the poem serves as a caution against provoking the god’s wrath.

Not to be deterred, the monk insists that the season of crimson leaves has passed, and that the still surface of the river is covered in a thin crust of ice. (Winter is a prime season for Zenchiku’s aesthetic agenda, as we have seen in Teika.) Yet the woman will not let him pass, because there is also an injunction against crossing the river when it is covered in ice. She attributes the first poem on crimson leaves to an unnamed emperor, then adduces a verse by Fujiwara no Ietaka (1158–1237) to explain the prohibition against breaking through the ice:


Tatsutagawa / momijiba wo tozuru / usugōri / wataraba kore mo / naka ya taenan10

Tatsuta River—

thin ice encases

the crimson leaves.

If one were to cross

might it too break?



Ietaka’s verse is a clear instance of honka-dori (allusive variation), in which he draws upon the earlier poem. The previous image, in which the sight of crimson leaves floating down the river was compared to brocade, is transformed brilliantly. Quaint metaphors are discarded; the lovely imagery is replaced with something novel but not quite so traditional or auspicious—colored leaves locked lightly inside the fragile ice, their beauty still visible, but destined to waste away in the cold river instead of gliding merrily along. Ietaka, one of the compilers of the Shinkokinshū and a close ally of Teika, participated in the neoclassical project of Teika and others writing at the same time to transform and revivify the classical aesthetics of the era of the Kokinshū.

The woman introduces herself as a medium (kannagi) serving the shrine and offers to lead the priest there by land. Upon arriving at the shrine, however, the waki encounters a weird, unnatural landscape:


Fushigi ya na koro wa shimofurizuki nareba

kigi no kozue mo fuyugarete

keshiki samishiki shatō no mikaki ni

sakari naru momiji hitomoto mietari.

How strange! Although it is the month of falling frosts
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in this lonely scene, by the fence in front of the shrine

one can see a single tree with crimson leaves in all its glory.11



This tree possesses supernatural qualities, as it has managed to defy the passage of the seasons, and retain its crimson leaves in winter. The shite reveals that the tree is indeed venerated as a “divine tree” (shinboku). She extols the principle of wakō dōjin. Then the chorus bonds the god and the colored leaves through lexical links:


ji:

shita momiji

chiri ni majiwaru kamigokoro

wakō no kage no iro soete

warera wo mamoritamae ya.

Kotosara ni kono tabi wa

kotosara ni kono tabi wa

nusa toriaenu ori naru ni

kokoro shite fuke arashi

momiji wo nusa no kamigokoro

kamisabi kokoro mo sumiwataru

Tatsuta no mine wa honoka ni te

kawaoto mo

nao saemasaru yūgure.

chorus:

the crimson lower leaves scatter,

mingling with the dust, the divine mind

adds the color of its softened gleam:

O protect us!

Especially this time, especially

this time, since I have no paper offerings now

take note of this and blow, storm!

and the colored leaves shall be an offering

to the divine spirit. Its godly spirit now clear,

Tatsuta’s peak appears faintly

and the river sounds cool and clear

in the autumn dusk.12



This passage draws upon a number of poetic sources, including the Kokinshū and the Shinkokinshū, in addition to the earlier noh play Sakahoko. The most interesting of these sources, however, are two verses by the renga poet Gusai (or Kyūsei, ca. 1284–ca. 1378):


fuke arashi / momiji wo nusa no / kannazuki13

blow, storm!

colored leaves for offerings
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shitamomiji / chiri ni majiwaru / miyai ka na14

the crimson lower leaves

scatter, mingling with the dust

at a shrine



In the first verse, the speaker exhorts storm winds to blow so that they may scatter colored leaves to be used as an offering at a shrine. Such offerings were customarily made of cloth or paper, a valuable commodity in early times, but the trope of crimson leaves as offerings dates back at least to the time of Sugawara no Michizane (845–903), who composed a famous waka alluded to by both Gusai’s verse and the passage from Tatsuta cited above:


kono tabi wa / nusa mo toriaezu / Tamukeyama / momiji no nishiki / kami no manima ni15

this time

no gifts on hand—

on Offering Hill

a brocade of colored leaves

if it should please the god



Gusai’s second verse, rather than reaffirming our expectations, playfully alters them. One may imagine a scene in late fall, when the lower leaves of a tree, now colored in various hues, fall (chiri) to the ground. There, they mix with dust (chiri), much like the buddhas and bodhisattvas that conceal their true forms and appear before suffering human beings, in divine form or otherwise, in order to save them. The literal mixing of the leaves with the dust becomes a figurative one, as a religious dimension is introduced, and the final phrase reveals that the scene is a shrine.

This verse is important for two reasons. First, it illustrates how noh playwrights drew directly on renga poetry when writing their plays—not merely imitating the associative aesthetic of the form, but citing specific verses. Zenchiku is notable for his use of earlier noh plays as source material, much the way that he and other playwrights utilized more venerable texts, such as Genji monogatari and the imperial anthologies. His catholicism in choosing source material reached even further, to renga poetry.

Second, the verse provides a vital link between the colored leaves of the tree and divinity. In Zenchiku’s view, nothing about language was accidental, so that Gusai’s pun on the scattering leaves and the dust with 
Page 141 →which the buddhas and bodhisattvas mingle harbored meaning. It irrevocably scripted the tree and its colored leaves as divine, and made possible what appears to be this play’s unique innovation—the association of the Tatsuta deity with momiji (colored or crimson leaves). No textual evidence for this link exists; the play itself implies that the bond resembles that between the cedar tree and the Miwa deity when the waki explains, “the holy tree of the Miwa deity is the cedar; since [the god of] this shrine is fond of the color crimson, we venerate crimson leaves as our holy tree.” (... Miwa no myōjin no shinboku wa sugi nari. / Tōsha wa kōshoku ni medetamau ni yori / momiji wo shinboku to agamemairasesōrō.)16

Toward the end of the first act, the medium reveals that she is Tatsutahime, the Tatsuta goddess, tutelary deity of autumn.

The second act centers upon the appearance of the shite in divine form at dawn, accompanied by the cries of the shrine attendants and drumbeats. The goddess states her origins, and refers to an impressive array of sources, including the poems mentioned earlier. Zenchiku drew upon poetic lore to construct the myth of the Tatsuta deity, but it is important to bear in mind that he, like many educated people of his day, regarded early poetry as sacred; poets such as Hitomaro and Narihira were divine figures, so waka poetry was hardly out of place among sources like the Kojiki and the Nihon shoki.

The play closes powerfully in the noriji mode; its final lines complete the unification of divinity and landscape that is this play’s principal achievement:


shite:

Hisakata no

tsuki mo ochikuru Takimatsuri

ji:

nami no Tatsuta no

shite:

kami no mimae ni

ji:

kami no mimae ni

ji:

chiru wa momijiba

shite:

sunawachi kami no nusa

ji:

Tatsuta no yamakaze no

shigure furu oto wa

shite:

sassatsu no suzu no koe

ji:

tatsu ya kawanami wa

shite:

sore zo shirayū

ji:

kamikaze matsukaze

fukimidare

fukimidare momijiba chiritobu

yūtsukedori no

misogi mo nusa mo

hirugaeru omigoromo

kinjō saihai
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sanka sōmoku

kokudo osamarite

kami wa agarase

tamaikeri.

shite:

the distant moon sets

into a cascading waterfall,

the Takimatsuri deity,

chorus:

and waves ripple at Tatsuta—

shite:

before the deity

chorus:

before the deity

chorus:

fall colored leaves

shite:

which are offerings to the goddess

chorus:

that flutter in the wind off the mountain,

and the sound of a sudden shower

shite:

rushing down; the sound of a small bell

chorus:

and waves rising on the water

shite:

white paper flowers—

chorus:

divine wind, wind through the pines,

blowing wildly, blowing

wildly through the colored leaves

that scatter and fly,

the bird dressed with white papers,

ablutions and offerings alike

turned over, the sacred garment.

Mountains and rivers, plants and trees

and the realm are at peace

and the deity ascended.17



In this passage, natural phenomena are endowed with divine significance, sometimes through language. The waterfall (taki) into which the moon sets leads us, in a renga-like progression, to the Takimatsuri deity, closely associated with water and with the Tatsuta deity, which is mentioned next; the waves that ripple (tatsu) provide a lexical link. Falling colored leaves are the customary offering, only now our attention turns to the sound of the storm that sweeps them off the trees, making small bells tinkle in the wind and stirring up waves on the water that resemble the white paper offerings used at the shrine. By its connection to such offerings, the wind is a divine one, and the wild confusion it brings is not unwelcome, but pious. The flying leaves call up the image of a bird—here “the bird dressed with white papers” (yūtsukedori), which is a poetic term, of uncertain origin, for a chicken. The wind blows through the offered papers and through the garments worn by the shrine attendants. With landscape and realm at peace, the god returns to its home in the heavens.
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Tatsuta is remarkable for its imbuing of landscape with divine features. Traditionally, deities were often physically manifest in manufactured items such as mirrors and swords, which were regarded as objects of worship. Zenchiku makes the momiji tree—really, the crimson leaf itself—a sacred object, deifying the landscape and endowing it with a consciousness and subjectivity of its own.



KATAI OKINA, OSHIO, AND THE THEATER OF ABJECTION

Zenchiku’s unfinished treatise Meishukushū is a spectacular exercise in revealed identities, a tour de force that unites the okina presence with a panoply of deities, buddhas, bodhisattvas, historical and legendary figures, and even a Buddhist scripture. It posits a honji suijaku framework in which Dainichi nyorai, Amida, and Śākyamuni manifest themselves in myriad forms, all of which Zenchiku calls okina. A list of these would include: the Sumiyoshi deity; the Suwa deity; the Shiogama deity; Ariwara no Narihira; the Miwa deity; the Sannō deity; Hada no Kōkatsu (a legendary figure whom Zenchiku claimed as an ancestor, Kōkatsu was said to be a reincarnation of the first Qin emperor); Sanbō kōjin; the bodhisattva Kannon; Prince Shōtoku; the Kasuga deity; Fujiwara no Kamatari (founder of the Fujiwara lineage); the Lotus Sutra; Kakinomoto no Hitomaro; Yamabe no Akahito; Tenjin (Sugawara no Michizane); the gods of war; all shrines and temples; all phenomena, especially the natural environment; the founders of the Zen, Tendai, Ritsu, Shingon, and Hossō schools, including Bodhidharma, Saichō, Eizon, and Kūkai; assorted devas, such as Marishiten, Kangiten, and Benzaiten; various myōō, especially Fudō myōō, Aizen myōō, and the Shitennō; the bodhisattva Jizō; the daughter of the dragon king (from the “Devadatta” chapter of the Lotus Sutra); and all beings sentient and insentient. Zenchiku concludes, finally, that okina dwells in all our hearts; it is just that some are aware of this while others remain ignorant. This last statement suggests that okina represents enlightenment itself. According to the medieval Tendai view, all beings—sentient and insentient alike—were enlightened, whether they knew it or not.

In Meishukushū, Zenchiku creates a superreligion that early disposes with the dualistic honji suijaku framework, generating a dizzying array of 
Page 144 →personalities that share some sort of wisdom or supernatural powers. He sought what unified a disparate range of entities—in effect, the entire universe—and found his answer in okina, the wise old man who was sacred to sarugaku actors. This text would appear to be a late work of Zenchiku’s, and may be read as a rather valiant attempt to seek unity and integration in a world that was rapidly falling apart.18

It was, in fact, in this world that Zenchiku first performed a play now titled Oshio, then known as Oharano hanami (Blossom Viewing at Oharano).19 On the 25th day of the ninth month in 1465 (Kanshō 6), the shogun Yoshimasa was visiting Nara to attend the Wakamiya festival. A sarugaku competition was held, in which the “Takeda dayū” (Zenchiku) performed this play. It is thought that Oshio was a new play, written especially for this occasion, as the venue was one in which new works were often performed for the first time.20

Oshio draws on the story of Ariwara no Narihira, who figures prominently in Kakitsubata but never on stage. In this play, however, the shite—a lowly old woodcutter—reveals himself in the second act as Narihira himself.

The medieval view of the poet Ariwara no Narihira, shared by Zenchiku, was that he was a poetic saint, bodhisattva of song and dance, and god of yin and yang who led “foolish women” to enlightenment through romantic liaisons. Zenchiku held him in especially high esteem, and was probably attracted to Narihira partly because the latter was called a katai okina. Etymologically, katai indicates a person who sits (i) by the side (kata) of the road, begging. It extended to lepers (who were forced to make a living through begging) and leprosy itself, and used as a general term of derogation. What, we may ask, might the connection be to an elegant aristocrat and poet such as Narihira?

The answer lies in the Ise monogatari, a baffling, fragmented text made even more baffling by a raft of medieval commentaries. Section 81, which ranks among the most enigmatic of the Ise’s sections, includes the following anecdote:


Long ago, there was a Minister of the Left. He lived in a very splendid house that he had built on the banks of the Kamo River, near Rokujō. One evening, toward the end of the tenth month, when the chrysanthemums, just beginning to fade, were at their best, and the leaves in the trees turned crimson, he invited some princes over, and they all drank and made music all night. As dawn approached, they composed poems praising the mansion’s splendor. At that point an old beggar (katai okina) who was present walked, stooping, up below the veranda and waited for everyone else to finish their verses, then recited:
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when did I arrive

at Shiogama?

in the morning sea calm

a fishing boat

might moor here

This he recited because when he had gone to the northern provinces, there were many fascinating sites. Among the more than sixty provinces of our realm, there is no place like Shiogama. That is why that old man was especially fond of the place, and wrote “when did I arrive / at Shiogama?”21



The minister referred to is Minamoto no Tōru (822–895), who was famous for recreating the landscape of Shiogama on his estate at great expense, replete with working salt kilns with which servants (and sometimes Tōru himself) made salt from sea water that was brought in regularly from the coast.

The old beggar is Narihira. There are other sections in Ise monogatari in which Narihira is referred to as an okina (he may have authored some of these passages, so it could be a self-derogatory reference), but this one is distinctive in the use of the expression katai okina. Also notable is the description of Narihira as being off the veranda—in the garden, really—when he approaches the party, stooped out of humility, waiting respectfully for everyone to finish before offering a verse of his own. All this description is out of keeping with the usual image of Narihira gleaned from the Ise as a dashing lover sporting with all kinds of women, some of much lower status than he. It is perhaps because of such unequal liaisons that we may find it strange to think of Narihira as a low-ranking courtier, but in the company of men such as Tōru and princes he was, even though he himself was the son of a prince.

Most of the sections in Ise that refer to Narihira as an okina can be roughly dated based on the ranks he held at the time, or by datable events, such as the birth of his grandson (sec. 79) or the fortieth birthday of a friend (sec. 97). Narihira may have been as young as forty-one when the events described in section 77 occurred; in Heian times, old age began at age forty.

Section 76, one of the sections in which Narihira is described as an okina, serves as an important source for Oshio:


Long ago, when the Nijō Empress was still known as Lady of the Bedchamber to the crown prince, she made a pilgrimage to the tutelary deity of her lineage. On that occasion, as people were receiving rewards, an old man who was serving in the Imperial 
Page 146 →Bodyguards’ Office was handed one from the carriage. He then composed:

Ōhara ya / Oshio no yama mo / kyō koso wa / kamiyo no koto mo / omoiizurame

Mount Oshio in Ōhara—

on this very day

one might recall

what happened

in the age of the gods

Was he sad at heart? How did he feel? I do not know.



The Nijō Empress is Narihira’s former lover from an illicit relationship that began and ended in his youth. Now, her son is crown prince and Narihira is still serving as a minor courtier and receives a gift—of silk, perhaps— passed directly to him through the blinds of her carriage. The site is the Oshio shrine west of Kyoto, built when the capital was moved from Nara in the late eighth century, and the Fujiwaras were forced to part from their family shrine, Kasuga. On the surface, Narihira’s poem purports to remark on the ancient and solemn atmosphere at the shrine that seems almost as if it has remained undisturbed since the days of Izanagi and Izanami; but at a deeper level, he is hinting at other events that took place long ago, namely, their affair.

Zenchiku sets his play at this very site, drawing upon this episode in addition to other sections of Ise monogatari. In the noh play Oshio, the waki is a commoner from Kyoto, accompanied by his friends, who has come to Ōharano, west of the capital, to view cherry blossoms. They meet an old woodcutter also enjoying the flowers, carrying a branch. From the moment of his entrance, he draws attention to his lowly status:


shiori shite

hana wo kazashi no sode nagara

oiki no shiba to hito ya mi.

Though I have broken off a bough

and decorated my sleeves with blossoms

won’t people see it as just old brushwood?22



The phrase “old brushwood” (oiki no shiba) neatly encapsulates the old man’s dual inferiority complexes. He is ashamed of his lowly status as a woodcutter and of his old age, which he fears might seem incongruous with the joy he takes in the spring glories of the cherry blossoms. He then sings of the magical effects that these blossoms have on us, how they make the old forget their cares and alter the landscape, stirring within all thoughts of love.
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Omoiyorazu ya kisen no naka ni

wakite kotoba wo kaketamau wa

sa mo kokoro naki yamagatsu no

mi ni mo ōzenu hanazuki zo to

owarai aru ka hitobito yo.

Sugata koso yama no kasegi ni nitari to mo

kokoro wa hana ni naraba koso

nasaba narame ya. . . .

How surprising, that of high and low,

you should take the trouble to address

an insensitive lout from the hills

with a taste for blossoms that does not match his station.

Would you people laugh at me?

Though my appearance resembles a deer in the mountains,

my spirit may become a blossom.

So I would have it, and so may it be. . . .23



Not since perhaps Atsumori have we seen class consciousness as strong as this in a noh play.24 In Oshio, however, it is the shite, not the waki, who emphasizes the incongruity between the shite’s status and his elegant taste. In these lines, however, the shite provides a subtle clue as to his true nature. He says he looks like “a deer in the mountains,” (yama no kasegi), which we are to take at face value as referring to his shabby, rugged appearance. But this phrase also appears in a well-known phrase on the nature of delusion and enlightenment. The former is like a pet dog; no matter how one beats it, it will not go away. The latter is like a deer in the mountains; call it as much as you like, it will not come. By using such a phrase, the shite is hinting at his true identity as Narihira and, in turn, Narihira’s true identity (in the medieval mind) as a bodhisattva of song and dance and god of yin and yang.

The overall sense of the passage is that people of high and low status share a love of beauty; however they may differ in the fineness or coarseness of their taste in such matters as dress, entertainment, and food, everyone loves the beauties of nature, especially the cherry blossoms.

Not only are the old man and the visitors separated by the boundary of class, they are also divided by age. The old man wants others to recognize that he is still young at heart, that age has not dimmed his capacity for joy, or even romantic love. The figure of an aged man of low status pleading with a younger man from the capital to see him as a human being with a 
Page 148 →sense of beauty and a capacity for love much like his own takes on added significance and interest when we recall the circumstances of this play’s composition and performance. The first record of its performance was at a Tōnomine-style competition, in which the four troupes competed, often with new plays written especially for the occasion, so this could have been the play’s premiere performance. It was probably performed by Zenchiku, who at age sixty-one had already retired as head of the Komparu troupe. And the most important member of the audience was a thirty-year-old man from the capital, the shogun Ashikaga Yoshimasa. It is possible to read the figure of the old man in Oshio as a self-portrait of Zenchiku, one that he may very well have composed expressly for the purpose of showing to the shogun. Yoshimasa himself had visited Ōharano in the spring of that very year with a massive entourage25; what is more, his penchant for extravagant cultural projects resembles that of Minamoto no Tōru, the aristocrat from the episode in Ise monogatari in which Narihira is called (or calls himself) a katai okina.

The gap in social status between the old man and the visitors from the capital—to say nothing of that between the stations of Zenchiku and Yoshimasa—replicates the situation of Narihira himself and the Nijō Empress, Takaiko. Their brief affair, immortalized in Narihira’s poetry and Ise monogatari, was complicated by a vast chasm in their social positions. Narihira directly addresses this problem in a poem that is buried at the end of Ise monogatari but cited prominently in Oshio:


omou koto / iwade zo tada ni / yaminu beki / ware to hitoshiki / hito shi nakereba26

I should have left

my feelings unsaid,

and given up—

because she is not someone

of my station



As Itō Masayoshi notes, the commentary Ise monogatari shō remarks, “This poem was given to the Nijō Empress.”27 Whether Zenchiku had this interpretation in mind is unknown, but even in the absence of that remark, the poem would seem to refer directly to the gap in social standing between Narihira and Takaiko that impeded their affair.

Later in the first act of Oshio, the woodcutter quotes Narihira’s poem composed at Ōharano, and the waki, apparently ignorant of its associations, asks about it. The shite gladly obliges, explaining the circumstances of the poem’s compositions and mentioning Narihira’s love for Takaiko. Then he launches into a remarkably evocative description of the spring 
Page 149 →landscape, overflowing with puns and allusions that suggest what might be Zenchiku’s late style, which is steeped in the associative movements of renga. In it, the landscape of the present scene converges with the incident at the shrine that occurred long ago. The passage concludes with these lines sung by the chorus:


koshikuruma no

hana no nagae wo kazashitsurete

yoroboi sazorai

toridori ni meguru sakazuki no

ten mo hana ni ya eeruran

kurenai uzumu yūgasumi

kagerou hito no omokage

ari to mietsutsu usenikeri

ari to mietsutsu usenikeri.

from the hand-drawn carriage

a long branch of blossoms

that he displays

as he walks alongside,

tottering, meandering

here and there, the cup goes round

the moon in the heavens, and even it

is drunk with blossoms.

Among the evening mists buried in red,

the shimmering figure of someone who

seemed to be here but has disappeared;

seeming to be here, he has disappeared.28



In the interlude the waki is informed by a local resident that the mysterious old man is actually Narihira. The waki shares the esoteric medieval understanding that Narihira was actually a bodhisattva sent to bring human beings to enlightenment, especially the women with whom he engaged in amorous affairs. He waits that evening for Narihira to appear and is not disappointed. The nochijite enters in a flower-viewing carriage, highly reminiscent of Lady Rokujō’s entrance in the second act of Nonomiya as it was performed in Zenchiku’s time.

Narihira’s opening lines serve as his calling card, quoting with slight changes his famous poem “tsuki ya aranu.” The verse was so closely linked to Narihira that medieval poets were forbidden to borrow certain phrases from it, which were known as nushi aru kotoba, or “proprietary phrases.” In Oshio, the proprietor himself gives them voice:


tsuki ya aranu

haru ya mukashi no haru naranu
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that is not the moon,

nor this spring the spring of long ago—

and as for me, look though you may

you do not know my true self.29



Even when Narihira appears as himself, the issue of status is not abandoned. Upon seeing Narihira enter in his fabulous carriage, the waki expresses surprise at seeing a “noble person” (yagoto naki hito). Now it is Narihira’s turn to gloat. He replies, “Indeed, you know nothing of the appearance of the blossoms / above the unreachable clouds.”30 “Above the clouds” (kumo no ue) was a term frequently used to refer to the imperial palace compound.

While Narihira makes explicit his mortal identity as an aristocrat, he has nothing to say about his other identities—bodhisattva of song and dance and god of yin and yang. In fact, only the waki alludes to Narihira’s sacred identity; the song he sings before Narihira’s entrance includes references to wakō dōjin and the salvation of sentient beings.

Instead, Narihira delivers a rapid montage of episodes and poems from Ise monogatari in the “kaleidoscopic” mode of allusion that we frequently see in Zenchiku’s plays. Those members of the contemporary audience who had a basic knowledge of Narihira as an elegant courtier, poet, and lover would be amused by his portrayal in the first act as a lowly old man, and delighted by his entrance in the second act as the Narihira we know best. But Zenchiku’s true target audience was a select group—first among them Yoshimasa, but also the high-ranking officials and clerics who surrounded him on his visit to Nara—who knew the Ise practically by heart, because that is what is required to enjoy the play to its fullest.

The kuse, typically the verbal and auditory high point of every noh play, cites or alludes to at least five poems from a variety of sections in Ise monogatari. An English translation would inevitably be buried by commentary, which is not the point of the passage. The best way to approach it would be to read it in the original with an intimate knowledge of the Ise.

On the other hand, the final lines of Oshio, while also allusive, are far more accessible and written with equal elegance. They follow a slow jonomai dance by Narihira, a dance of nostalgia and recollection bracketed, as is the custom, at beginning and end by the same phrase—in this case, “ah, the past!” (mukashi ka na):
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shite:

mukashi ka na

hana mo tokoro mo tsuki mo haru

ji:

arishi miyuki wo

shite:

hana mo wasureji

ji:

hana mo wasurenu

shite:

kokoro ya Oshio no

ji:

yamakaze fukimidare

chirase ya chirase

chirimayou

ko no moto nagara

madoromeba

sakura ni musuberu

yume ka utsutsu ka

yohito sadameyo

yume ka utsutsu ka

yohito sadameyo

nete ka samete ka

haru no yo no tsuki

akebono no hana ni ya

nokoruran.

shite:

Ah, the past!

The blossoms, the place, the moon, the spring. . . .

chorus:

and the imperial journey of long ago

shite:

will not be forgotten by the blossoms

chorus:

the blossoms have not forgotten

shite:

the heart that regrets, at Oshio

chorus:

the wind blows wildly off the mountainside.

Scatter them! Scatter!

And they scatter, swirling,

by the base of the tree

where one naps,

bound to the cherry blossoms.

Is this a dream? Is it reality?

Let others decide.

A dream or reality?

Let others decide.

Are we asleep or awake?

The moon on a spring night—

among the blossoms of dawn,

it lingers.31



This passage cites well-known poems from the Ise, including “tsuki ya aranu.” It also alludes to a poem by Teika, a practice that distinguishes Zenchiku’s plays. In this instance, the verse is:


chirimagau / ko no moto nagara / madoromeba / sakura ni musubu / haru no yo no yume32

while the petals mix
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I doze off

bound to the cherry blossoms

in a spring night’s dream



This poem recreates a dreamy atmosphere suggestive of the ethereal yōen aesthetic associated with Teika’s early work. In it, the speaker falls asleep under a tree that is scattering cherry blossoms, and dreams of the blossoms while he dozes.

Like Kamo and Tatsuta, this play ends with a storm; and like many of Zeami’s plays, it concludes with the suggestion that the waki has dreamt this otherworldly encounter, and now wakes as day breaks. What makes the ending distinctive and characteristic of Zenchiku is its final word: “linger”  (nokoruran). It is a distinctive way to end a noh play, as most conclude with a reference going home, the attainment of buddhahood, the disappearance of the shite, or an expression of joy. Matsukaze, for which Zenchiku professed the utmost admiration in Kabu zuinōki, ends with the word nokoruran, as does Ukifune, on which Zenchiku drew heavily in writing Tamakazura. As we have seen earlier, Zenchiku’s play Bashō ends with the word nokorikeri, as the leaves of bashō remain, having been shredded in the wind. The wording of the end of this play is a small but important point. Not only does it lend a sense of finality to the drama, it affirms the permanence of landscape in a world preoccupied with fleeting human affairs. It is the blossoms, after all, that do not forget the imperial visit to Oshio; the first recorded performance of the play took place during another august journey, that of the shogun to Nara. In a world beset by turmoil and disaster that at times seemed unreal, the beauty and spirit of nature provided rare and badly-needed certainty.



THE REVELATION OF IDENTITIES IN UGETSU

The first significant English-language study of Zenchiku’s contribution to noh was Benito Ortolani’s article, “Zenchiku’s Aesthetics of the Noh Theatre,” published in 1976. In it, Ortolani introduces the rokurin ichiro system and discusses the play Ugetsu, which he considers Zenchiku’s masterpiece. “This play alone,” he writes, “a wonder of poetical inspiration, emotional compactness, and depth of doctrine—notwithstanding its loose, vague dramatic structure—would be enough to claim for Zenchiku a place of importance among the playwrights of the world.”33 Few critics would join Ortolani in the degree of enthusiasm he holds for the play, but there is no disputing tastes, and Ugetsu certainly has its charms. More importantly, it exemplifies a number of tendencies in Zenchiku’s dramatic work. Among 
Page 153 →these tendencies are the sacred character of poetry; the unity of dance and poetry/song (uta); the reconciliation of opposites; the aestheticization of humble dwellings; the relationship between noh and painting (specifically, the Eight Views of the Xiao and Xiang); and the investiture of landscape with emotion, personality, or sentience.

The waki of Ugetsu is no anonymous Buddhist priest or imperial envoy—he is the famous poet and monk Saigyō (1118–90). On a journey from his home in Sagano (part of the Saga region in which Kogō and Nonomiya are also set), the poet decides to pay tribute to the Sumiyoshi deity, patron god of waka.34 He arrives at his destination and sees a tsuridono, a structure built near a garden pond for fishing in the shinden-zukuri style of architecture embraced by the Heian aristocracy. As the sun sets, Saigyō approaches a nearby hut to ask for a night’s lodging. At this point, the kōken remove the covering from a stage property representing a hut. Inside are seated an old man (shite) and an old woman (tsure). The man sings, describing the landscape around them:


Kaze koboku wo fukeba seiden no ame

tsuki heisa wo teraseba natsu no yo no shimo

sore sae aru ni aki no sora

amari ni taenu nakaba no tsuki

ara kokorosugo no orikara ya na.

When the wind blows through withered trees

there is rain on a fine day;

when the moon shines on the beach

there is frost on a summer’s night.

Even more splendid are the autumn sky,

the unbearable full moon—

ah, how desolate is this season!35



The lines allude to a clever couplet by Bo Juyi, included in Wakan rōeishū, in which the sound of the wind blowing through the trees makes one think that rain is falling, even though the sky is clear, and the sand on a beach in summer may seem like frost, as it is lit brightly by the moon’s light.36 This sets up the major motif—ugetsu, or “rain and moon,” which also gives the play its title.37 Moreover, the lines that follow the citation of the verse set the season—not summer, but autumn, and a night on which the full moon is shining brightly. The landscape of Ugetsu is endowed with poignant pathos.

The old man refuses Saigyō’s request for shelter, claiming that the dwelling is unfit for guests, and tries to send him further down the road. But the woman, his wife, piously urges her husband to allow the monk to stay if he is in need. Then the couple’s predicament is revealed: in autumn, one 
Page 154 →of them enjoys the sight of the full moon, while the other loves the sound of the rain falling on the roof. Hence only half the roof of their hut has been thatched, with the other half left bare. They press Saigyō for a decision: under which half of the roof would he like to spend the night?

As clever as Bo Juyi’s poem, this charming arrangement engages the waki’s interest, and Saigyō inquires about the particulars. We learn that it is the woman who has always been fond of the moon, and delights in the cracks between the boards through which the light seeps. This aestheticization of the humble dwelling is typical of Zenchiku’s work (it is also prominent in Kogō) and perhaps ultimately draws upon the aesthetic priorities of Genji monogatari. Moreover, the old man enjoys the sound of the shigure, the sudden showers of autumn, falling on the roof. These are the very same rains that function as a symbol of transience in Teika.

 The old man and his wife are immersed in elegant anguish over whether to thatch the roof of their humble home. The phrase the husband uses is shizu ga nokiba wo fuki zo wazurou38 (“we worry whether to thatch / these humble eaves”), which, he quickly notes, could form the lower verse of a waka poem. Then he proposes a deal: if Saigyō can supply the upper verse, they will grant him lodging for the night. Saigyō easily accomplishes his task, and the full poem reads:


tsuki wa more / ame wa tamare to / tonikaku ni / shizu ga nokiba wo / fuki zo wazurou39

let the moon in! says one

let the rain form puddles!

says the other—

they worry whether to thatch

these humble eaves



This poem appears in the Senjūshō, a collection of Buddhist stories from the Kamakura period. In that version of the story, Saigyō composes the lower verse of the poem, while a Buddhist nun writes the upper.40 The practice of completing a waka begun by another was an old one by the time the play was created, and the art of renga was enjoying great popularity. Saigyō’s capping of the old man’s verse (even if he must come up with a verse to precede his prospective host’s, rather than follow it) resembles what might occur at a renga session. In fact, the connection between the two verses shows some humor. The old man’s verse says simply that someone is worrying about thatching a roof; absent a context, we would be inclined to think it depicted some very poor person who lacked the means to maintain even this shabby dwelling. But Saigyō’s verse defuses the sadness of such a scenario, 
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Not only does the verse dispel the pitiful aspect of such a scene, it settles the gentle dispute between the old man and his wife. From Tsurayuki’s preface to the Kokinshū, we already know that poetry is capable of stirring the pity of gods and demons, but the same passage in the preface tells us that poetry can also soften the relations between men and women.41 It has certainly achieved that aim here, and Saigyō has shown himself to be a man of broad taste, capable of appreciating both moon and rain. His efforts at reconciliation extend beyond the old couple to these two polar opposites—clarity and obscurity of vision, silence and sound.

As Saigyō joins the couple in their hut, the chorus sings of the season and the landscape, probably through Saigyō’s eyes and ears:


Ori shi mo aki nakaba

ori shi mo aki nakaba

sangoyachū no shingetsu no

jisenri no hoka made mo

kokoro shiraruru aki no sora.

Ame wa mata Shōshō no

oru no aware zo omowaruru.

The season is the middle of autumn,

the season is the middle of autumn,

the fifteenth night; by the full moon,

freshly risen, one may know

even two thousand miles away

the heart of another in the autumn sky.

And in the rain one is reminded

of the pathos of night on the Xiao and the Xiang.42



Like the first passage cited from the play, these lines are based in part by a poem by Bo Juyi that appears in the Wakan rōeishū. The gist of the verse is that one may know the feelings of a dear friend two thousand miles away by looking at the full moon as it rises.43 Lost in the transition from poem to play is a parallel between the appearance (iro) of the moon and the heart (kokoro) of the friend, clearly evident in the Chinese poem. Zenchiku was intensely interested in the tension between internal feelings and their external expression, so it is puzzling that he discarded the parallel in reshaping the poem for use in this play. Once again, however, the citation of a Chinese poem is overshadowed by the depiction of the surrounding landscape. The final lines of this passage, quoted in chapter 1, invoke the tradition of painting the Eight Views of the Xiao and Xiang in summoning up a moving, autumnal 
Page 156 →landscape before the eyes of the audience.

Soon the woman hears the rain falling, but it turns out to be just the sound of the wind blowing through the pine trees. After all, one cannot “properly” view the moon while it is raining, but one can hear “rain” on a clear night, if one mistakes the sound of the wind for that of rain, the way Heian poets constantly “mistook” cherry blossoms for snow, or for waves, and vice versa. The wind grows stronger, gusting, and clears all clouds out of the moon’s way. Then the woman takes up a fulling block, and begins to beat it. Such a block, used with a mallet to soften and impart a sheen to silk garments, was transformed forever by Zeami in his play Kinuta (“The Fulling Block”). But in Kinuta the block represents the woman’s grief, loneliness, her resentment against the husband who left her alone for so long, and perhaps even sexual frustration. Here, however, the woman seems to be beating the block for her own pleasure—she even says she does so not out of a need to support herself.

The old man then takes to raking up the leaves that have fallen in the storm. On stage, the shite mimes raking the leaves together, and says they serve as a memento of his beloved rainstorms. Two things become clear here. First, the play is echoing Zeami’s Takasago, in which the waki encounters an old man and woman at a shrine sweeping up pine needles; the man later reveals himself as the Sumiyoshi deity. Second, the play is aestheticizing iyashiki waza (“humble activities”). Zenchiku used this phrase in discussing various occupations in Genji monogatari, such as chopping wood and making charcoal, in a passage from the Bunshō version of Rokurin ichiro hichū.44 Even the wretched fulling block is intended to delight us (and a contemporary, aristocratic audience), recast as an object of rustic beauty. For such a process, the term “aestheticization” may prove too weak; perhaps what is occurring is better described as the fetishization of lower-class life.

As the first act draws to an end it is suggested that the waki dozes off, and thus the rest of the play may be read as occurring in a dream—or in reality, after Saigyō wakes up. The kyōgen actor enters for the interlude and delivers a speech that is indispensable. In this play, he is a minor deity who serves the Sumiyoshi god, and is carrying a divine message to Saigyō, who was astonished by the disappearance of the old couple in the first act. Now we can infer that Saigyō’s hosts were no ordinary couple, but deities of some sort, probably the Sumiyoshi deity and a companion. This is in fact the case, and in addition to Takasago, the influence of Zeami’s Aritōshi becomes apparent. In the latter play, the poet Tsurayuki is travelling on horseback near a shrine one rainy night when his horse suddenly collapses. Upon explaining his predicament to the shrine keeper, Tsurayuki learns that he was actually within the shrine’s precincts when the incident occurred, and had 
Page 157 →therefore neglected to dismount, as custom dictates, while crossing holy ground. The bad news is that his difficulty is due to the god’s wrath; the good news is that it may be soothed with a poem. Tsurayuki composes a suitable verse, and the god is appeased. In the second act the god himself takes the stage to appear before Tsurayuki, and performs a dance. Zenchiku held Aritōshi in extremely high regard, assigning it to the myōkafū (Style of the Wondrous Flower) of Zeami’s nine levels and to the rakkitei (Demon-Quelling Style) of Teika’s ten styles. These designations occupy the highest positions in their respective systems. Aritōshi’s appeal for Zenchiku lay no doubt in its explicit link between the way of poetry and the way of the gods, as demonstrated by the spontaneous composition of a waka poem by a famous poet, offered to a deity.

Resemblances to Aritōshi and to Takasago fade, however, in the second act. In Zeami’s plays, the god himself takes the stage in the second act as nochijite, but in Ugetsu, the nochijite is a custodian of the shrine. In a typical two-act play, maejite and nochijite are the same person, whether in disguised or ghostly form; plays in which they represent two entirely different people are rare. Yet, in a sense, the maejite and nochijite of Ugetsu are the same person. The maejite is the Sumiyoshi deity, disguised as an old man; the nochijite is the Sumiyoshi deity, speaking through the body of the custodian, who functions as a medium. For some reason, Zenchiku chose not to have the god appear as such, but rather had it speak and act through the custodian.

In the second act, the hut is replaced by a Shinto altar, replete with zigzag-shaped paper offerings. The old priest, with the god speaking through him, praises the waka Saigyō completed, and draws parallels between its upper and lower verses and heaven and earth. Its five ku (sub-verses) represent the five elements of wood, fire, earth, metal, and water. These analogies are highly consistent with the sort of philosophy expressed by Zenchiku in his treatises.

The doctrine of honji suijaku is invoked when the god mentions that he is a manifestation of the bodhisattva Kōkitokuō.45 He has come to Japan to reside at Suminoe (Sumiyoshi) and look after the way of waka. Then the shite dances. At the conclusion of the dance, the chorus sings a remarkable passage that expresses in poetry much of what Zenchiku was trying to express in the prose passages of Kabu zuinōki about the unity of song and dance. It is reminiscent of the insistence, in Bashō, that “the tempest on the peak / and the sound of the river in the valley / perform Buddhist rites” (mine no arashi ya / tani no mizuoto / Butsuji wo nasu ya).46 These lines not only present a philosophical viewpoint in verse, but they bring the play to a closure that is rare in Zenchiku’s plays:
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arigata no yōgō ya

kaesu kokoro mo Sumiyoshi no

kishi utsu nami mo matsukaze mo

sassatsu no suzu no koe

teitō no tsuzumi no oto

waka no eigin

mai no tamoto mo onajiku

kokoro kotoba ni arawaruru

sono fū hitoshikarikeri

kore made nari ya ima wa haya

utagawade shintaku wo

aogubeshi to yūshide no

kami wa agarasetamaikereba

moto no miyabito to narite

hontaku ni kaerikeri ya

moto no kata ni kaerikeri.

It is a rare apparition,

a rare apparition.

The overturned heart

grows clear—

at Sumiyoshi, the waves

that strike the coast, the wind

in the pines, the voice

of the breeze in the chimes, the sound

of banging drums, the chanting

of waka poems, the sleeve

of the dance, these are all

the same, heart revealed

through words—

yes, those modes are equal. That is all.

“Now you must not doubt the oracle; revere it!”

So says the god of mulberry paper offerings,

and rises; the man becomes

the shrine priest he was before,

and returns to his home;

he goes back to where he was.47



Here we find Zenchiku’s belief on the unity of phenomena explicated for us in a clear and eloquent fashion. Sounds from nature—breaking waves, howling winds—are regarded no differently from those produced by people and their instruments—chimes, drums, the human voice. Moreover, the movements of a dancer are no different from any of these. The visual and auditory, the realms of “nature” and “culture,” the high tradition of waka and the ascendant art of noh dance—all these partake of a single essence, and are endowed with sacrality.
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CONCLUSION

Two of the plays discussed in this chapter involve divine women: a goddess in Tatsuta, and the mother of a god in Kamo. They resonate with Zenchiku’s depiction of aristocratic women as demigoddesses in such plays as Teika, Yōkihi, Ohara gokō, and Nonomiya (discussed in the next chapter). The other two plays, Oshio and Ugetsu, intersect with Zenchiku’s views on okina, the godly old man still known to audiences through the ceremony-drama of the same name. (Okina is the only noh piece that is not technically a play, usually performed today only at the first performance of the New Year or other auspicious occasions.) Zenchiku elaborates his views on okina in the unfinished treatise Meishukushū. But his vision of okina is much more than what the performance piece Okina gives us. For Zenchiku, okina is a transcendental, universal presence that manifests itself in a handful of buddhas and deities, as well as appearing in various human forms. Furthermore, it is often an abject presence, as indicated by the phrase katai okina: okina as beggar, leper, fool. The dual role of okina as both god and outcast is a pattern familiar from literary works and anthropological studies from other cultures; it is immediately pertinent to the status of noh actors during the Muromachi age, as they were regarded on the one hand as pariahs who existed outside the social order and on the other as spiritual specialists endowed with the ability to please and appease deities and other supernatural beings through their performances. In a sense, every noh actor was a katai okina, and the portrayal of such roles constitutes a sort of self-portrait of the artist. Ugetsu too lends itself to an autobiographical interpretation, as its first act may be read as a sketch of Zenchiku and his wife, Zeami’s daughter, in their old age.

In the medieval Japanese worldview, the deities of the Shinto pantheon were local manifestations of broader universal presences (such as Dainichi nyorai)—in a sense, buddhas and bodhisattvas in disguise. (This is the view to which Zenchiku subscribes, although some Shinto thinkers asserted the exact opposite, that the Buddhist versions were local, and the Shinto presences global.) In Zenchiku’s god plays, the deity is disguised 
Page 160 →once again as an ordinary person—in Oshio, in fact, an additional level of disguise is interpolated, as an old man is shown to be Narihira, who is in fact not just a poet but a god and bodhisattva.

Such maskings and revealings provide fertile ground for the exploration of identity and its revelation, but these plays also have a great deal to say about the abolition of superficial distinctions. Kamo’s remarkable passage on the many names the people of the capital use for the same river is but the most overt example. Tatsuta’s conflation of divinity with landscape goes even further than Kamo and, by its bold rewriting of the Tatsuta deity as female, deftly links the powerful fields of divinity, femininity, and nature.

The two plays in which the deity is portrayed in male terms—Oshio and Ugetsu—seem to address, however subtly, their attack on superficial distinctions toward the institutions of class. In both plays the protagonist is explicitly a man of humble means with an elegant heart, and it is not too difficult to consider them in autobiographical terms. This is as close as Zenchiku, who strove toward selflessness, comes to autobiography. He left no description, as Zeami did, of the stages of an actor’s career that might be useful in gaining insights into the progress of his own life.

In Meishukushū, Zenchiku’s relentless list of deities, buddhas, bodhisattvas, beings, saints, and poets finally collapses into his broadest definition of what okina is: all phenomena, which reside in the heart/mind. Zenchiku placed great emphasis on this heart/mind (shin), as did most medieval thinkers. What distinguishes him is the direction of the relationship between external and internal. Our mental processes do not project reality upon the world—instead, the external world can enter and fill up the mind. Zenchiku’s god plays prepare us for that encounter with the other—whether it be the natural environment or the humble man with a noble heart—and characteristically dismantle the fiction of opposites.
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CHAPTER 4 Figuring the Feminine Ideal: Yōkihi, Kogō, Senju, and Ohara gokō

The remaining plays examined in this study all belong to what Zeami and Zenchiku called the nyotai, or Feminine Mode. They could be divided and studied from various perspectives—for example, according to their sources, such as Heike monogatari or Genji monogatari—but, following one of the most fundamental distinctions between noh plays, I have separated them into genzai noh (plays in which the shite appears as a living person) and mugen noh (plays in which the shite appears as a ghost or other supernatural being). Thus the next chapter is a discussion of the mugen noh Tamakazura and Nonomiya (which will also be examined with regard to their relationship to Genji monogatari). In this chapter we will explore Zenchiku’s depiction of women in the genzai noh Yōkihi, Ohara gokō, Senju, and Kogō.


THE FEMININE MODE (NYOTAI)

In Sandō, his treatise on writing noh plays, Zeami outlined three types of women who might provide suitable subjects for plays in the Feminine Mode. They are (1) aristocrats, such as Ukifune, Aoi, and Yūgao from Genji monogatari; (2) entertainers, including shirabyōshi dancers such as Shizuka, Giō, and Gijo from Heike monogatari and kusemai dancers such as Hyakuman and Yamamba; and (3) madwomen, women temporarily deranged by severe emotional stress.1 Zeami does not provide examples for the last category, but it may be assumed to include the shite of such plays as Hanjo and Sumidagawa. Within the first category of aristocratic women, Zeami singles out three stories involving spirit possession—Rokujō’s malevolent possession of Aoi, and attacks on Yūgao and Ukifune by evil spirits. Plays that can endow the figure of the aristocratic woman with a dramatic, spiritual dimension are located at the pinnacle of this mode.

Zenchiku wrote little in the Aged Mode and nothing at all in the Martial Mode; therefore an overview of his plays in the Feminine Mode provides an index of his oeuvre as a whole. In Teika, Zenchiku created a female shite with the two ideal attributes suggested by Zeami in Sandō, generating the formidable combination of an aristocratic woman (Princess Shokushi) and spiritual suffering (caused by Teika’s attachment, as represented by the 
Page 164 →vines). Within the category of aristocratic women in general, he brought such highborn ladies as Yang Guifei, Rokujō no miyasudokoro, Tamakazura, Kogō, and Kenreimon-in to the stage in Yōkihi, Nonomiya, Tamakazura, Kogō, and Ohara gokō. Yet Zenchiku also created a new type of play in the Feminine Mode, by taking the sōmoku jōbutsu motif from Zeami’s Saigyōzakura and portraying the spirits of the bashō and iris as women in Bashō and Kakitsubata.



ZENCHIKU’S FEMALE CHARACTERS

Zenchiku did not write plays about shirabyōshi or kusemai dancers, but Senju (from the play of the same name) is a courtesan skilled in music and dance. By far, the most obvious discrepancy between the types of Feminine Mode plays described in Sandō and the plays attributed to Zenchiku may be found in the subcategory of madwoman plays. Zenchiku groups a number of madwoman plays together in his Kabu zuinōki—Miidera, Kashiwazaki, Hanagatami, Hyakuman, Hanjo, and Sumidagawa—but apparently never wrote one himself. Perhaps this is due to Zenchiku’s extreme interest in aristocratic women,2 who could be possessed but were not shown deranged (with the notable exception of Princess Sakagami in Semimaru). More likely, it was related to Zenchiku’s aesthetic views. In madwoman plays, the shite is often urged to dance, as in Sumidagawa, suggesting that a voyeuristic pleasure was taken by contemporary audiences in seeing a madwoman portrayed on the stage, albeit in aestheticized form. For Zenchiku, however, the ultimate female figure was not a deranged commoner, nor a deluded ghost.3 It was an aristocratic woman suffering some grief, usually separation from a lover; often, while that grief is described and enacted in the course of the drama in the presence of a male visitor, the end of the play supplies no relief, as the visitor leaves the woman just as she was.



THE WOMAN WHO WAITS (HITO MATSU ONNA)

The figure of the waiting woman in Yōkihi, Ohara gokō, and Kogō draws on imagery from waka poetry. Owing to the conventions of courtship, women are the ones who wait in waka, and when the speaker complains of waiting for a lover, it is a reliable marker that the speaker is a woman, even if the author of the poem is male. Ki no Aritsune’s daughter, the shite of Zeami’s Izutsu, is known as “the woman who waits for someone” (hito matsu onna), because of a poem in Ise monogatari that is attributed to her by the secret commentary Ise monogatari chikenshū.4 The “someone” (hito), it may be inferred, is a lover.

In Zenchiku’s genzai women plays as well, we may see the figure 
Page 165 →of the waiting woman, although it is not always clear what she is waiting for. Yang Guifei can wait only for her beloved emperor to join her in her “paradise,” as he will if their love is genuine. Kenreimon-in is waiting only for death, hoping for rebirth in the Pure Land. Senju goes back to her life as an entertainer, and all is as it was except she has been irrevocably changed through her encounter with Shigehira. Kogō has only momentarily escaped the intrigues of the inner palace and, it may be argued, it is rather the emperor who waits anxiously for Nakakuni’s (and Kogō’s) return.

More important than any reproduction of patterns of courtship and longing from the classic tradition are the implications of the stasis enacted in these plays. Just as in Teika, nothing changes for the women in these plays. They do not attain enlightenment as in some mugen plays; they have only told a tale, or lived through an experience. Only their suffering has increased. This is, of course, consonant with Zenchiku’s theater of revelation, which focuses upon the enactment of a situation and the complex, usually painful emotions it entails. There is no sign of the amelioration of suffering, spiritual salvation, or any other form of positive transformation.



YŌKIHI

The title of the play Yōkihi is the Japanese reading of the Chinese name Yang Guifei, the legendary beauty and consort of the Tang emperor Xuanzong. As the play assumes a knowledge of the story of Yang Guifei’s rise and fall, let us review part of the tale as told by one of the most important sources: Chen Hong’s prose version, Chang hen zhuan (An Account of “The Song of Everlasting Sorrow”).5

The time is the Kaiyuan era (713–42), and the realm is at peace. The emperor Xuanzong, however, has grown weary of governing, and turns to the pleasures of the flesh, but his favorite consorts are dead, and none of the thousand women in his harem can please him. On an excursion to a hot spring, however, he encounters a woman who captivates him entirely; inquiries reveal that she is of the Yang clan and belongs to the palace of one of the imperial princes. Xuanzong moves her into his own palace and has her installed as Guifei, or “Prized Consort.”

Yang Guifei completely monopolizes the emperor’s attention: he has no time for affairs of state nor any desire for his other concubines. Her sexual attractiveness and skill in satisfying the emperor’s every wish give her great power, and her relatives are promoted to high rank. An uncle, Chen Hong tells us, abuses his office, which creates a pretext for An Lushan to lead a rebellion. An’s attack on the imperial palace forces the emperor and his entourage to abandon the capital. Along the way, courtiers and officers 
Page 166 →demand the execution of both Yang Guifei and her uncle. The emperor, unable to refuse, assents, and his beloved consort is strangled at the Mawei Pavilion.

In due time the rebellion is put down and order restored, but the emperor’s grief knows no relief. What happens afterward is the subject of Yōkihi, and as the play follows for the most part the versions given by Bo Juyi and Chen Hong, a synopsis of the play will serve to complete the tale.

The waki is a Taoist wizard in the service of Emperor Xuanzong. He briefly explains that the emperor was fascinated with Yang Guifei, but has been distraught since her death, and sent the wizard to find her spirit. He has searched everywhere in the supernatural realms except the Penglai palace, where he is headed now.

Arriving at Penglai, the wizard finds a man (the ai) and inquires if someone named Yang Guifei lives there. The man says that there is no one by that name, but there is a woman named Yufei (J. Gyokuhi, which also designates an imperial consort), who longs for China day and night. He directs the wizard to where the woman is living.

The wizard is astonished by the gorgeous splendor of the palaces at Penglai, which outshine even the imperial halls. He arrives at his destination, and a voice speaks to him. (In current performance practice, the shite has already entered the stage hidden inside a property that represents a small palace.) The voice laments the loss of the joys of the past and the sorrows of the present. Introducing himself, the wizard asks if it is Yang Guifei, and the curtain covering the property is removed to reveal the Prized Consort herself.

The wizard explains his mission: to find Yang Guifei in order to alleviate the troubled mind of the emperor, who is ill from grief. He requests a memento from Yang Guifei as proof that he has found her, and she agrees to give him a jeweled hair ornament. But the wizard replies that such an object exists also in the human world, and asks Yang Guifei to tell him something that only she and the emperor know. She tells him of their desires for the afterlife: “If in heaven, may we be two birds sharing a wing; / if on earth, then branches intertwined.” (Ten ni araba negawaku wa / hiyoku no tori to naramu / chi ni araba negawaku wa / renri no eda to naramu.)6 Taking back the ornament, Yang Guifei dances for the wizard, and when she is done he must return to the human world, leaving her—crumpled, weeping, and full of deep longing—on her dais.

Carl Sesar has praised the play as a “nearly perfect blend of Chinese and Japanese materials in Nō drama,”7 due to its faithful use of a source that was not only famous, but also suited for remaking into a noh play, as it treats the world of dreams and the afterlife. Yet the adaptation of the Chinese material is not slavish, as Zenchiku filters the story of Yang Guifei through Japanese texts—in particular, Genji monogatari. In that tale, Kiritsubo is repeatedly compared to Yang Guifei—indeed, the two resemble each other in various ways. Each woman is a peerless beauty of humble birth who monopolizes an emperor’s affections, but political problems bring about her downfall and eventual death. The play contains language from the “Kiritsubo” chapter of Genji monogatari, completing the circle of allusion: in the play Yōkihi, Yang Guifei is compared to Kiritsubo, who, in turn, is compared to Yang Guifei in Genji monogatari.
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[image: Nagashima Tadashi, traditional Japanese Noh theater performance featuring a central actor in elaborate costume. ]
Figure 28. Nagashima Tadashi as the shite (Yang Guifei) in Yōkihi, 1984. Photograph by Sakurazawa Tetsuo, courtesy of Nagashima Tadashi.
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ZENCHIKU’S REMARKS ON THE PLAY

Zenchiku originally included Yōkihi among the plays he commented upon in Kabu zuinōki, but deleted it from the final version. In the draft version, Zenchiku assigned the play the rank of kōshōfū (Style of Versatility and Precision), located at the exact middle of Zeami’s Kyūi hierarchy, thereby placing it on a level with such plays as Hanjo, Kashiwazaki, Motomezuka, Tomonaga, and Sanemori. The full entry reads:8


Yōkihi   Style of Versatility and Precision   clear sea style9

Or,

kari kaeru / tokoyo no hana no / ika nare ya / tsuki wa izuku mo / onaji haru no yo10

in the eternal land

to which the geese return,

what are the flowers like?

on a spring night the moon

is the same everywhere

[kimi] sumaba / towamashi mono wo / Tsu no kuni no/ Ikuta no mori no / aki no hatsukaze11

if you live there,

I have something to ask you,

first wind of autumn

at Ikuta Forest

in the Province of Tsu

A new face for a statue of Buddha: the mountain moon is full. The footsteps of the Dharma King:12 moss on the bank remains.13



Apparently, Zenchiku selected the first poem to illustrate Yōkihi because 
Page 169 →the reference to tokoyo (“the eternal land”) recalls Yang Guifei’s home at Penglai, land of the immortals. The second waka, “Kimi sumaba,” or at least the first two lines of it, might have reminded Zenchiku of the waki’s journey to distant Penglai to see Yang Guifei and ask her for the secret vows she exchanged with Emperor Xuanzong. (Ikuta Forest is located in present-day Kobe, regarded as far from the capital when the poem was written.) The connection between the Chinese verse cited and Yōkihi, however, is completely opaque. Mention of the hōō (“dharma king,” but also its homonym, “cloistered emperor”) would seem to make the poem particularly appropriate for Zenchiku’s play Ohara gokō, which is also listed in the draft version of Kabu zuinōki, instead of Yōkihi. It would appear that Zenchiku first decided that Yōkihi belonged to the clear sea style, then selected some poems from that style (as listed in Sangoki) that had some connection to the subject matter of the play, however tenuous.



YŌKIHI AND THE THEATER OF REVELATION

Yōkihi exemplifies Zenchiku’s theater of revelation via two crucial points in the play at which Yang Guifei discloses information to the waki. First, there is Yang Guifei’s transmission of the secret vow to the wizard, so that he may have proof that he found her:


shite:

Kore koso arishi katami yo to

te tama no kanzashi toriidete

hōji ni ataetabikereba

waki:

iya to yo kore wa yo no naka ni

tagui arubeki mono nareba

ikade ka shinjitamaubeki.

Onmi to kimi to hito shirezu

chigiritamaishi koto no ha araba

sore wo shirushi ni mōsubeshi.

shite:

Ge ni ge ni kore wa kotowari nari.

Omoi zo izuru ware mo mata

sono hatsuaki no nanuka no yo

jisei ni chikaishi koto no ha ni mo

ji:

ten ni araba negawaku wa

hiyoku no tori to naramu

chi ni araba negaku wa

renri no eda to naramu to

chikaishi koto wo

hisoka ni tsutaeyo ya.

Sasamegoto naredomo

ima moresomuru namida ka na.

Saredomo yo no naka no
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ruten shōji no narai to te

sono mi wa

Bagai ni todomari

tamashii wa

senkyū ni itaritsutsu

hiyoku mo tomo wo yobi

hitori tsubasa wo katashiki

renri mo eda kuchite

tachimachi iro wo henzu to mo

onaji kokoro no yukue naraba

tsui no au se wo

tanomu zo to kataritamae ya.14

shite:

“This will be a memento of the past,” she says,

producing a hairpin of jade,

but when she gives it to the wizard—

waki:

No, this is something that may be found in the world:

how can it be believed? If there were some words,

a pledge of love between you and the sovereign

of which no one else knows,

I could give them as proof.

shite:

Truly, there is sense in what you say. A memory comes

back to me once again—

chorus:

it was an evening in early autumn, the seventh day,

and among the words we pledged under the two stars:

“If in heaven, may we be two birds sharing a pair of wings;

if on earth, then branches intertwined.”

This was our vow—tell it to him

in secret. Though they were whispered words,

they seep out now for the first time, the tears.

And yet in the world, and yet in the world, reincarnation,

birth, and death remain the rule;

this body met its end at Mawei

but its spirit reached the magical palace.

Calling her friend of the shared wing,

alone she spreads her wing;

the intertwined branches rot away,

and though the color soon fades

if our hearts have the same destination

then we may rely on meeting in the end—

tell him this!



Commenting on this passage, Carl Sesar writes:


. . . Zenchiku uses a single incident, the revelation of the lovers’ vow by Yōkihi, as the dramatic turning point in the play. Until that moment he presents a woman’s soul struggling, despite her sorrows 
Page 171 →over her former life, to maintain some measure of spiritual equilibrium. Thus when the sorcerer delivers his message telling of the Emperor’s grave condition, she states clearly that such tidings from the world of the living can only multiply her pain. “I can no longer bear the tears of love; memories of the world I knew destroy my soul.” But she is pressed by the sorcerer for some proof of his visit, and when her offer of a hairpin is refused, Yōkihi is at last compelled to reveal her secret vow of love. Only when this is done does Yōkihi surrender to her true feelings and weep for the first time. This progression from her unwillingness to hear any news of the past to her final recital of the secret vow creates a dramatic tension very much like that produced by the gradual revelation of the shite’s real identity in Nō plays of two acts. Once this secret has been revealed, Yōkihi may now abandon herself to a total recollection and reenactment of the past.15



There is no prospect that Yang Guifei will attain enlightenment during the course of the play; the moment at which the shite reveals the secret vow provides the only glimpse of catharsis. As Sesar notes, this is the turning point of the play, and it serves two purposes: to draw the audience more deeply into the psychological world created by the drama, and to summon Yang Guifei’s reveries of her glory days, which she expresses in a dance.

In the kuse, the second secret is revealed:


ji:

Ware mo sono kami wa

jōkai no shosen taru ga

ōjaku no chinami arite

kare ni

ningai ni umarekite

Yōka no

shinsō ni yashinaware

imada shiru hito nakarashi ni

kimi kikoshimesaretsutsu

isogimeshiidashi

kōkyū ni sadameokitamai

kairō tōketsu no katarai mo

en tsukinureba itazura ni

mata kono shima ni tada hitori

kaerikitarite sumu mizu no

aware hakanaki mi no tsuyu no

tamasaka ni aimitari.

Shizuka ni katare uki mukashi.16

chorus:

Long ago, I too was one

of the heavenly immortals,

but due to causes from the distant past

I was born, for a time, into the human world,
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Before anyone knew me, my lord

was pleased to discover me, and quickly

command my appearance, whereupon

I was brought to live at the Rear Palace.

Our talk of growing old together, of being buried

in the same grave, came to nothing

when our karma was exhausted and I returned,

alone, to this island, come to live

among the clear waters bubbling.

How sad this ephemeral life of dewy jewels,

by chance we met and loved. Speak of it softly,

that wretched past.



In this passage, Yang Guifei reveals her true identity—a heavenly being reincarnated as a woman. As Wang Donglan has shown, Yōkihi relies on a number of texts that tell the story of Yang Guifei, the most famous of which are Bo Juyi’s Chang hen ge and Chen Hong’s Chang hen ge chuan, but Zenchiku also made use of a lesser known work, Chōgonka jo (“Preface to The Song of Everlasting Sorrow”). The text is not appended to Chinese versions of the poem, and was apparently written in Japan.17 Nowhere in Chang hen ge or Chang hen ge zhuan is Yang Guifei described as a manifestation of a heavenly being. While this description is not unique to Chōgonka jo—it also appears, for instance, in Zoku kojidan (1219)—Wang concludes that Chōgonka jo was the source used. Chōgonka jo lends the play its structure, as it begins with the wizard’s visit; it identifies the emotion hen (J. kon, urami; “sorrow,” “pain,” “regret,” as in the title of the poem) as referring to the feelings of Yang Guifei, not the emperor; and only in Chōgonka jo does the wizard ask for the hairpin instead of Yang Guifei offering it.18

What emerges from these discoveries is a gap between Chinese and Japanese perceptions of Yang Guifei, as she achieves divine status in Japan. This appealed, no doubt, to Zenchiku’s aesthetic ideal of the quasi-sacred aristocratic lady, a quality possessed by his most intriguing heroines: Shokushi, Rokujō, Yang Guifei.19 By reminding the audience of this distinctively Japanese interpretation of the story, Zenchiku imbues the play with the flavor of a play like Tatsuta, which centers upon the entrance of a goddess.

Yōkihi ends with a jonomai and, as we might expect from a play by Zenchiku, no emotional release for the shite:


shite:

Koishiki mukashi no

monogatari

ji:

koishiki mukashi no
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tsukusaba tsukihi mo

utsurimai no

shirushi no kanzashi

mata tamawarite

itoma mōshite

saraba to te

chokushi wa miyako ni

kaerikereba

shite:

saru ni te mo

saru ni te mo

ji:

kimi ni wa kono yo

aimin koto mo

yomogi ga shima tsu tori

ukiyo naredomo

koishi ya mukashi

hakana ya wakare no

tokoyo no utena ni

fushishizumite zo

todomarikeru.20



shite:

A tale of the cherished past,

chorus:

a tale of the cherished past,

and as it ends the months and days

move on. A sign of the dance, the hairpin,

she gives to him once more, and he takes his leave—

bidding her farewell, the imperial envoy

heads back to the capital

shite:

and yet, and yet—

chorus:

she will never see her lord in this world again,

and though it was a miserable world,

how beloved are those bygone days,

fleeting as they may be. A parting at her bed

in the World of the Immortals, as she collapses,

sinking into her dais,

left behind.



The translation omits the entire phrase yomogi ga shima tsu dori, which is a web of puns, the play’s final rhetorical flourish. Earlier head rhyme in tsukaba and tsuki has given way to a series of kakekotoba. Ai min koto mo leads into yo mo, which the audience mentally completes with araji (no chance at meeting); but instead yo mo transforms into yomogi (mugwort). The shima (island) that follows, which first refers to the island where Yang Guifei dwells, develops into shima tsu dori (island bird), a pillow word for u (cormorant), which pivots into ukiyo (miserable world). All of this wordplay occurs within the span of a dozen dazzling syllables.


Page 174 →None of Zenchiku’s plays is as explicit as Yōkihi in emphasizing, in its final lines, the loneliness and stasis of the shite. Bashō ends with the bashō leaves shredded and left behind (Bashōba wa yaburete nokorinikeri), recalling the final lines of Matsukaze, in which only the wind in the pines, or the woman named Matsukaze, remains (Matsukaze bakari ya nokoruran). But the rather distinctive use of the verb todomaru emphasizes Yang Guifei’s inability to escape, a prisoner in paradise, and the change of keri to keru (necessitated grammatically by kakarimusubi with zo) endows the final syllable with a feeling of closure, as it it drops the tonal register into /u/, the lowest-pitched syllable of all. What binds Yang Guifei to her jeweled dais? Perhaps it is the urami (resentment) mentioned briefly in the play, but never addressed explicitly. She has good reason to be resentful, as she was murdered by troops of the imperial army with the emperor’s assent, even though it was given under severe duress. A venting of such feelings in a confrontation with the emperor was not, however, what Bo Juyi or Zenchiku had in mind, given the political and aesthetic implications involved. Rather, the emotions are turned inward, where they soak the soul, but the sorrow of Yang Guifei is immortalized in this play, preserved, like the consort herself, for the ages.



KOGŌ

The remaining plays under discussion in this chapter are all based, by coincidence, on Heike monogatari, the well-known epic that describes the fall of the proud Taira clan at the hands of the rival Minamoto. To Zeami, Heike was a source for warrior plays, in which the vanquished Taira could be resurrected onstage, and might mix tales of their defeat with evocations of the elegant life—Tadanori’s poetry, or the flutes of Atsumori and Kiyotsune. Zenchiku, however, wrote no warrior plays that we know of, but still found a use for the Taira’s saga. For him it was a good source, somewhat surprisingly, for female figures—women of great beauty or elegance who experienced the pains of separation and loss. If we proceed in the order in which the women make their appearance in the tale, the first among them is Kogō.

Zenchiku’s play Kogō is based on a section of Heike monogatari by the same name. The story resembles the tale of Yang Guifei in that it tells of the emperor’s love for a special consort, their separation due to political circumstances, and the dispatching of an envoy to locate the woman and report back to the palace. Moreover, Kogō resembles Yōkihi in that it begins with the envoy’s journey, reenacts his meeting with the consort, and ends as they part. The emperor never takes the stage.

The story as given in Heike monogatari is as follows. A favorite female attendant of Emperor Takakura (1161–81; r. 1168–80) has just died, and 
Page 175 →his empress (Tokuko, a daughter of the dictator Kiyomori; later known as Kenreimon-in) sends him one of her own to cheer him up. The attendant, Kogō, is a daughter of an aristocrat, extremely beautiful, and a koto virtuoso. She soon captures the emperor’s affections, not to mention those of the courtier Fujiwara no Takafusa who, like the emperor, is also married to a daughter of Kiyomori. Before Kiyomori can have Kogō removed from the palace, she leaves secretly on her own, wishing to avoid causing the emperor any trouble. The emperor, devastated, summons an attendant on the fifteenth night of the eighth month, whose full moon, according to tradition, is the loveliest of the year. The courtier Minamoto no Nakakuni responds and is sent to find Kogō, with only the information that she is living in the Saga area on the western outskirts of Kyoto, in a house with a single-doored gate. Nakakuni is sure that on such a night Kogō will be playing her koto and, since he had accompanied her before on his flute, he should be able to recognize her touch when he hears it. He takes off on horseback and rides around Saga until he hears the faint sound of a koto. As he gets closer, he recognizes that the player is indeed Kogō and the tune is “Longing for My Husband” (Sōfuren); he sees the single-doored gate. Almost forcing his way in, he meets with Kogō and gives her a letter from the emperor, encouraging her to return. Kogō’s plan, however, was to become a nun and go into seclusion. Nakakuni leaves men to guard the house and hurries back to the palace to make his report. The overjoyed Emperor sends him back to retrieve Kogō, and not long after her return to the palace she conceives a child. Kiyomori, however, compels her to take the tonsure, and Kogō returns to Saga in the robes of a nun. Not long afterward, Emperor Takakura dies.

The play covers a section of the story from Nakakuni’s receipt of his orders through his successful search for Kogō’s house and encounter with her, ending with his departure from Kogō’s house for the palace. While in Heike monogatari Emperor Takakura issues his command to Nakakuni in person, in Kogō the waki, an imperial envoy, transmits the order to the shite, Nakakuni.21 He finds the tsure, Kogō, in her dilapidated home with the single-doored gate (represented by a stage property), expressing her longing and sadness. After some exchanges with a female attendant, he meets with Kogō face to face, telling of the Emperor’s distraught state, delivering his letter, and urging Kogō to return. She gives her reply, and he must be off to take it to the palace, but his departure brings Kogō to tears. Before he leaves, they rather abruptly decide to have a drinking party in which Kogō will play her koto and Nakakuni his flute. That scene is not portrayed, however; instead Nakakuni dances for Kogō. Then Nakakuni, filled with joy at having fulfilled his mission, heads back to the capital, and Kogō reluctantly sees him off.


Page 176 →While the play clings rather closely to the story line as developed in Heike monogatari, Kogō is a fully digested version of the “Kogō” section with regard to language. It includes only a few distinctive phrases that can be directly identified as coming from Heike: for example, kataorido (the “single-doored gate”) and jiki no gohenji (the “direct answer” that Nakakuni requests from Kogō, rather than through an intermediary).22 It evokes the mood of the chapter quite skillfully, selects only the essentials of the plot, and retells the story in new language.



KOGŌ AND YANG GUIFEI

More importantly, the play transforms Kogō in a number of ways. First, it recasts her as a Yang Guifei figure in these difficult lines from the kuse:


ji:

Tōtei no inshie mo

Risankyū no sasamegoto

moreshi hajime wo tazunuru ni

adanaru tsuyu no asajiu ya

sode ni

kuchinishi aki no shimo

wasurenu yume wo tou arashi no

kaze no tsute made

mi ni shimeru kokoro narikeri.23

chorus:

Long ago, the Tang emperor’s

whispered words at the palace on Mount Li—

on inquiring when they first leaked out,

one finds only fleeting dew

on a stand of blady grass.

The autumn frosts have rotted my sleeves

and the winds of the tempest

visit an unforgotten dream:

it feels as if even that messenger

has penetrated my heart.



“The palace on Mount Li” refers to the site at which Yang Guifei and Emperor Xuanzong made the secret vow of love that is revealed to the waki of Yōkihi. Such an evocation of the Chang hen ge seems extremely apt in Kogō, similar as it is to the story of the wizard’s visit to Penglai in search of Yang Guifei. Yet Heike monogatari never compares Kogō to Yang Guifei. In the section immediately preceding “Kogō,” it implicitly invites comparison between the Emperor’s beloved attendant Aoi and Yang Guifei, and at the end of the “Kogō” section, an explicit connection is made between Yang Guifei and Kenshunmon’in, the consort of the cloistered emperor Go-Shirakawa. 
Page 177 →Only in the noh drama is Kogō reimagined as Yang Guifei, which has the effect of tinging the mood of the play with sadness. We know from the Heike, after all, that Kogō’s reunion with the Emperor is not a permanent one.



KOGŌ AND THE HEIAN SENSIBILITY

As it summons the resonances surrounding Bo Juyi’s poem, the play also calls to mind that tale of tales, Genji monogatari. In the “Kiritsubo” chapter, the Emperor, Genji’s father, also finds himself separated from a beloved consort for political reasons (she is of low birth and lacks the backing of an influential family). When Kiritsubo falls ill and returns to her hometown, the emperor can only send the woman Myōbu to inquire after her. She reaches the house, but the former consort dies. Comparisons are made with the Chang hen ge at several points, beginning with a description of the emperor’s extreme affection in the second paragraph of the tale.

Kiritsubo functions as a predecessor for Kogō, who resembles Kiritsubo even more closely than she does Yang Guifei. Both Kiritsubo and Kogō were accomplished koto players, for example, while Yang Guifei was not. Moreover, it is the sensibility of the Genji that informs Zenchiku’s depiction of Kogō’s dwelling. While the setting at rustic Saga and the single-doored gate necessitate that the place Nakakuni finds Kogō will be a humble house, the play emphasizes the rundown state of her surroundings. Upon hearing of the single-doored gate, Nakakuni immediately surmises that Kogō is living in a “humble house” (shizu ga ya). Kogō repeats that phrase when Nakakuni visits: “Incredible! Why would an imperial envoy come to a lowly, humble house such as this?” (Utsusuna ya kakaru iyashiki shizu ga ya ni / nan no senji no sōrōbeki.)24

It appears that an element of the Heian sensibility is infusing the work: the aesthetic worship of the highborn woman who has fallen below her station. Heian courtiers could be attracted by many things besides a woman’s physical beauty: her calligraphy, the way she wore layers of dyed kimono, or the poetry she wrote. Yet quite often such a woman is found living in a dilapidated home with the garden overgrown and the house falling apart. An example may be found in the “Yugao” chapter of Genji, in which Genji secretly visits his lover Yūgao:


Hazuki tōka amari itsuka no yo, kuma naki tsukikage, hima ōkaru itaya nokori naku morikite, minaraitamawanu sumai no sama mo mezurashiki ni, akatsuki chikaku narinikeru narubeshi, tonari no ieie, ayashiki shizu no o no koegoe, mezamashite. . . .iikawasu mo kikoyu.

On the fifteenth night of the eighth month, bright moonlight 
Page 178 →poured through every crack into the board-roofed house, to his astonishment, since he had never seen a dwelling like this before. Dawn must have been near, because he heard uncouth men in the neighboring houses hailing one another as they awoke.25



The circumstances bear a striking resemblance to Kogō—both the “Yugao” passage and the story of Kogō are set on the fifteenth night of the eighth month. While Yūgao is of a much lower status than Genji, she is, like Kogō, a lady with attendants. Genji cannot resist the charm of such a primitive environment. Here we may already detect the aestheticization of the rustic—the broken roof, the overgrown garden—that would come to form an important element of the austere wabi sensibility that is central to the aesthetics of the tea ceremony. It is already present in the passage from Genji cited above, and in Kogō. (The “blady grass” [asaji ] of the lines quoted from the kuse evoke a garden in autumn, rank with withered grasses.)

Zenchiku brought this aesthetic into the foreground in his play Ugetsu, as discussed in the previous chapter. In depicting such scenes, Zenchiku was drawing upon aesthetic values articulated in texts such as Genji monogatari and the poetry of the Shinkokin period; but during his lifetime and shortly after his death, other artists were moving in the same direction, such as Murata Shukō (1422–1502), regarded as the founder of wabicha, and Shinkei.26

Each of the women discussed in this chapter is portrayed as having some distinctive quality that makes her attractive. Yang Guifei possessed a sensual beauty and an exceptional talent to please Xuanzong. While Kogō is also said to be physically attractive, she is better known for her skill on the koto. To that portrait, Zenchiku adds a layer of wabi beauty, deepening her charm and tinting the play with a melancholy that belies Nakakuni’s triumphant return, foreshadowing Kogō’s sad end, as she returns to Saga after being forced by Kiyomori to become a nun.



SENJU

Given that authorities at Kōfukuji held significant power over the livelihoods of sarugaku troupes operating in the Yamato region, one would imagine that Taira no Shigehira (1156–85), a son of Kiyomori whose troops reduce Kōfukuji and other Nara temples to ashes in Heike monogatari, would receive harsh treatment at the hands of noh playwrights. Thus it may come as a surprise that Zenchiku’s portrayal of Shigehira in Senju (also called Senju Shigehira) is designed to elicit the audience’s sympathy for the defeated commander. We can only pity Shigehira, who has been captured by the 
Page 179 →Minamoto and is awaiting execution, and Senju, the courtesan sent to entertain him, and with whom he falls in love.

Zenchiku, however, was fortunate; someone else had already written a play excoriating Shigehira. An earlier shuramono (titled Shigehira or Kasa sotoba) has Shigehira’s ghost appear before a monk, describe his sufferings in hell, and beg for mercy.27 This perhaps freed Zenchiku to focus on a different aspect of Shigehira’s life, and the result was Senju.

The play is based mainly on the “Senju no mae” section of Heike monogatari, but also draws slightly on earlier sections treating Shigehira’s capture during the battle at Ichi-no-tani and his transport east to Kamakura. “Senju no mae” opens with a meeting between the Minamoto commander Yoritomo and Shigehira. Yoritomo asks Shigehira about the burning of the Nara temples, which Shigehira claims happened by accident. He asks Yoritomo to have him beheaded as soon as possible, and his demeanor impresses the Minamoto officers. His fate, however, will be to die at the hands of the Nara monks whose temples he destroyed, and Shigehira is placed in the kind custody of Kano no Suke Munemochi of Izu. Munemochi goes to great lengths to ensure Shigehira’s stay is a pleasant one, among them sending a beautiful young woman to look after him. While attracted to the young woman, Shigehira is more interested in becoming a monk before his execution (in hopes of saving his soul), but that request is denied. He learns that the woman’s name is Senju, and she is the daughter of the keeper of a “lodging house” (yado), or brothel, at Tegoshi.

Later that rainy night, Senju returns with her biwa and koto, and Munemochi pays a call, bringing saké. Senju sings and plays her biwa, the three drink, and gradually Shigehira begins to feel at ease. Shigehira also sings, alluding to the tale of Xiang Yu, the defeated Chinese general, and his beloved mistress Lady Yu, whom he could not bear to leave. When the little party is ended, Senju and Munemochi and his entourage leave Shigehira. Senju reports back to Yoritomo, who has been listening and is deeply impressed by Shigehira’s musical talents. Upon hearing of Shigehira’s execution, the distraught Senju becomes a nun in order to offer prayers on his behalf and, upon her own death, is reborn in the Pure Land.

In Senju, Yoritomo is omitted entirely; the only characters are Munemochi (waki), Shigehira (tsure), and Senju (shite). The most important difference between the play and the relevant passages in Heike is the way in which the relationship between Senju and Shigehira is presented. In Heike monogatari, Senju’s company helps relieve Shigehira’s anxious state of mind, and little more. The play, however, hints of a more intimate bond between them, in which Senju and Shigehira are lovers for a single evening, forced to part not long after their first encounter.


Page 180 →The plot of Senju is as follows. Munemochi enters with Shigehira and lays out the essential details of Shigehira’s situation, announcing that Yoritomo, out of pity for the captive, sent Senju the previous day to console him, and speaks of his plans to hold a drinking party that evening to while away the rainy hours. Senju enters singing a sorrowful meditation on the transience of glory and reports to Munemochi. Then Shigehira sings of his plight, evoking comparisons to similar figures in Chinese history. He initially refuses to see Senju but finally assents when she insists that she has brought her biwa and koto to entertain him on Yoritomo’s direct orders. Upon seeing Shigehira again, Senju must break the hard news that his request to take the tonsure has been denied. Then Munemochi begins the party.

Senju pours saké for Shigehira, sings, and dances an iroe. In the kuse, the chorus sings of Shigehira’s capture and impending execution. Then Senju dances a jonomai, and as a sign of Shigehira’s lifted spirits, he begins to play her biwa while she plays the koto. The language hints at a brief but intimate encounter between Shigehira and Senju, which ends at dawn when Shigehira is taken away, and Senju is left behind, weeping and inconsolable.



SENJU AND ISE MONOGATARI

While Heike monogatari is the key source text for the play, another important intertextual relationship involves Ise monogatari. It may seem odd for the tale of a warrior to be linked with the elegant adventures of Narihira, but in the Heike and other texts, the Taira are distinguished by their artistic accomplishments and refinement (in comparison with the less sophisticated Minamoto), and Shigehira especially is regarded as a man of taste. The crucial intersection between Shigehira’s story and Narihira’s is the journeys to the east the two men undertake. Their journeys are linked in the following passage, which appears in the course of Shigehira’s meeting with Senju before the party:


shite:

Kinō wa miyako no hana to sakae

tsure:

kyō wa azuma no haru ni kite

shite:

utsurikawareru

shite:

mi no hodo wo

ji:

omoe tada

yo wa utsusemi no karakoromo

yo wa utsusemi no karakoromo

kitsutsu narenishi tsuma shi aru

miyako no kumoi wo tachihanare

harubaru kinuru


Page 181 →tabi wo shi zo omou otoroe no

ukimi no hate zo hakanaki.

Mizu yuku kawa no Yatsuhashi ya

kumode ni mono wo omoe to wa

kakenu nasake no nakanaka ni

naruru ya urami naruran

naruru ya urami naruramu.



shite:

yesterday flourishing, a blossom in the capital,

tsure:

today come to the spring of the east,

shite:

changing and shifting,

tsure:

is my lot in life:

chorus:

think of it, the world is but a cicada’s empty garment,

the world is but a cicada’s empty garment,

the Chinese robe, well-worn, and a wife

in the capital, from whose lofty ranks among the clouds

I parted, and I think of how far I have traveled.

How fleeting, the fate of this miserable, faded self!

Where the water flows in the river under Yatsushashi,

thoughts divided like the spider’s legs. A passionate love

that cannot be given—becoming intimate would lead only

to resentment, becoming intimate

would lead only to resentment.28



The language in this passage alludes to the Yatsuhashi segment of section 9 in Ise monogatari, and especially to Narihira’s famous poem, “Karakoromo.”29 Both Narihira and Shigehira deeply missed their wives in the capital, but also found themselves, on the road, involved with other women. The “passionate love that cannot be given” (kakenu nasake) hints at the burgeoning love developing between Senju and Shigehira, which they must both resist, as it can only lead to separation and suffering. Eventually, however, they surrender to their feelings, as this phrase from the end of the play suggests: “Dozing one brief night, / with the koto for a pillow” (Koto wo makura no/ mijikayo no utatane).30

Kinoshita Yoshimi has observed a number of similarities between Shigehira and Narihira, and proposes that the projection of Narihira’s image onto Shigehira serves to emphasize Shigehira’s identity as an elegant lover.31 Both men held the court rank of chūjō (middle captain); both men made journeys to Azuma, the eastern country; both had experience in Nara; and even their names are similar. Just as the the identity of the shite was split in the mugen plays Teika and Kakitsubata, Kinoshita suggests, the tsure of some of Zenchiku’s genzai plays sometimes bear a second identity. (Specifically, 
Page 182 →Shigehira is partially refigured as Narihira in Senju, and Kogō as Yang Guifei and Madame Li, wife of the early Han emperor Wu, in Kogō.)

Zenchiku, Kinoshita further notes, was particularly skilled at depicting Narihira as the yin/yang deity of the secret Ise commentaries; the implication being that his deployment of such an image in Oshio and Kakitsubata tends to support the idea of Shigehira-as-Narihira in Senju. But Shigehira and Narihira found themselves in very different circumstances. Narihira headed east out of lovesickness; Shigehira traveled to Kamakura for an audience with Yoritomo before being executed. Also, Narihira enjoyed a special status in Zenchiku’s eyes. In Oshio and Kakitsubata, Zenchiku depicted Narihira as a bodhisattva and a deity, who had come to this world as an elegant courtier and poet with the mission of enlightening women through seduction. Every poem he wrote was imbued with profound and secret meaning. While it is beyond doubt that the Yatsuhashi segment of Ise monogatari serves the purpose of adding resonance to a description of Shigehira’s journey eastward, and that Zenchiku altered the Heike version of the story to create a love affair between Shigehira and Senju, it may be going too far to say that Shigehira was refigured as Narihira.

Senju, I would argue, is a somewhat unusual play, structured in a manner directly opposite to that of Kogō. In that play, the shite is a man, Nakakuni, visiting the woman Kogō; in Senju, the shite is a woman, Senju, who visits the warrior Shigehira (although in the end it is Shigehira who leaves, taken away to be turned over to the Nara monks for execution). The pattern of the visiting man and waiting woman also appears in Ohara gokō, which resembles Kogō except in that the visitor (Go-Shirakawa) is cast as the waki and the waiting woman, Kenreimon-in, as the shite. Yōkihi follows the same structure.

Not only does Senju enjoy mobility, but she possesses the power to relieve Shigehira’s troubled mind: she is something of an angelic presence sent to him in his time of trouble. While Yang Guifei was endowed with sensual beauty, and Kogō with elegance and musical ability, Senju’s most positive attribute is her compassion. The rōei she chants for him,


Raki no chōi taru

nasake naki koto wo kifu ni netamu

The delicate gauze of her robe seems heavy;

She resents the weaver woman’s heartlessness.32



is based on a poem by Sugawara no Michizane (845–903), the Heian courtier who was unjustly accused and died in exile; he promised, Shigehira notes, to aid anyone who recites it. By choosing such a verse to sing, Senju is secretly 
Page 183 →suggesting her sympathy for Shigehira, who has maintained the whole time that he did not order the destruction of the Nara temples. Later, Senju manages to soothe the captive and, after his death, the Heike tells us, she devotes her life to acts of piety and devotion for the sake of his soul.



COURTESAN AS BODHISATTVA

It is no accident that Senju should be endowed so deeply with the virtue of compassion, for her namesake is the Senju Kannon (Sahasrabhuja), a thousand-armed manifestation of Avalokites´vara, the Buddhist bodhisattva of compassion, typically depicted in female form. Her task is a mission of mercy, in which she is successful, as she manages to help Shigehira find some peace before his death. We might wonder, then, whether Senju is a sort of female counterpart to Narihira, a bodhisattva-like figure who also brings about the salvation of (foolish?) men by providing them with a link to the Buddhist teachings through an erotic relationship with her. Zenchiku emphasizes Senju’s namesake in the phrase “Senju’s blossoming sleeves” (hana saku / Senju no sode33); with her especial insistence on the common belief that even a chance encounter between two people—such as scooping water from the same stream, or resting under the shade of the same tree—are karmic links to future lives, perhaps she is hinting that her brief and sad affair with Shigehira will bring him spiritual benefits in the life to come.

It is easy to exaggerate the importance of Senju’s name in reading the play. Zenchiku refers to the Senju Kannon only in passing in his writings, in an account of his pilgrimage to Mt. Inari.34 Furthermore, it may be argued, had Zenchiku wished to recast Senju the courtesan as Senju the bodhisattva, he would have done so, creating a two act mugen noh in which Senju revealed her true identity in the second act, bestowing blessings on Shigehira.

In fact, a drama had already been created along those lines—Eguchi.35 In that play, a priest on pilgrimage to Tennōji temple in Osaka stops at the village of Eguchi, site of a famous exchange of poems between the poet-priest Saigyō and the courtesan who would not give him lodging. The ghost of the courtesan herself appears, transforms into the bodhisattva Fugen (Samantabhadra), and rides away into the western sky on a white elephant. Zenchiku assigned Eguchi to the Style of the Tranquil Flower (kankafū, third from the “top”of the Nine Levels) in Kabu zuinōki, saying it belonged to the level of yūgen and no higher (Yūgen no uchi ni torite mo, sa nomi noborazaru kurai.)36 Despite the tone of such a statement, it constitutes a high estimation of the play. Moreover, Eguchi is one of two plays singled out for association with Zenchiku by Nankō Sōgen in his postscript to Zenchiku’s Rokurin ichiro no ki:
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The pillowed glory of the traveler of Kantan,

the barge of the Eguchi beauty, alive with song and dance—

transmitted in the family, these are the true Buddhist law;

the six circles and one sword are not mere elegance.37



Arthur Thornhill has observed a that a “paradoxical relationship between human desire and spiritual attainment, often expressed in Mādhyāmika-derived radical nondualism, is a major theme of Zenchiku’s age. It is at the heart of such noh plays as Eguchi, Sotoba Komachi, and Yamamba.”38 We may perhaps construe Senju in these terms, insofar as the encounter between the courtesan named after a bodhisattva and the warrior whose forces wrecked the temples of Nara is depicted with great sympathy and their brief but intimate encounter results in Senju’s abandoning her profession to take religious vows. While Senju lacks the high status of Yang Guifei, Kogō, or Kenreimon-in, by virtue of association with her namesake, Sahasrabhuja, and her predecessor, the Eguchi woman, she is endowed with an elevated spiritual status.

Whatever promise the Heike version of the story holds out for the salvation of Senju and, perhaps, even Shigehira, the play provides no solace, and the only closure is that of a heartwrenching separation:


ji:

kakute Shigehira choku ni yori

kakute Shigehira choku ni yori

mata miyako ni to arishikaba

mononofu shugo shi idetamaeba

shite:

Senju mo

naku naku tachiide

ji:

nani nakanaka no ukichigiri

haya kinuginu ni hikihanaruru

sode to sode to no tsuyu namida

ge ni

Shigehira no arisama

me mo aterarenu keshiki ka na

me mo aterarenu keshiki ka na.

chorus:

Thus Shigehira, in accordance with the imperial command,

thus Shigehira, in accordance with the imperial command,

is to return to the capital once more

and takes his leave, guarded by soldiers.

shite:

Senju rises, weeping—

chorus:

what a grievous pledge of love, torn apart so soon

the morning after, dewy tears

of sleeve pressed upon sleeve.

Truly, Shigehira’s appearance


Page 185 →is a scene the eyes cannot bear to behold;

a scene the eyes cannot bear to behold.39



Only our imaginations can show us Shigehira’s wretched appearance; it is not delineated the way Shokushi’s decaying body is described in Teika. Yet it is hideous enough in its grief that no one, least of all Senju, can look at him. Hence this unusual play ends with an unusual image, a sight that is felt rather than seen. Shigehira has, in a sense, vanished from the text while he still stands before us. Often mugen noh plays end with the disappearance of the ghostly shite, and surely Shigehira would like nothing better than to vanish into thin air, but that is not to be. Among the plays discussed in this chapter, Senju is the only play which enacts the scene of the lovers’ final farewell. Yet the ending is characteristic of the other plays discussed in this chapter, and reminiscent of the wizard’s leavetaking at the end of Yōkihi.



OHARA GOKŌ

As we noted earlier, Ohara gokō is one of three plays known as the san kifujin (“three aristocratic ladies”). The other two are Teika and Yōkihi. Attributions of those plays to Zenchiku are relatively secure; the view that Zenchiku wrote Ohara gokō has developed only recently, and gained momentum with the release of the draft version of Kabu zuinōki. Scrutiny of that version has shown that six plays were dropped by Zenchiku in the process of revising the text into its final form. Three plays—Kamo, Yōkihi, and Nonomiya— had already been attributed to Zenchiku for some time. The other three—Nureginu, Shirahige, and Ohara gokō—were of unknown authorship, and had not been previously linked to Zenchiku by documentary or stylistic evidence.

Ohara gokō is based on the “Kanjō no maki” (“Initiate’s Chapter”) of Heike monogatari. This chapter is not, technically speaking, part of the Heike proper, but traces the story to its aftermath, and served as an important demarcation in the career of the biwa hōshi, the traveling performers who made their living by reciting the saga. Only when he had mastered the “Kanjō no maki” could a performer be considered a full-fledged biwa hōshi.40 In esoteric Buddhist practice, the term kanjō designates a ceremony of initiation in which the candidate receives secret teachings from a master; literally, the term refers to a pouring of water over the head. Thus even the source used for the play is endowed with special significance.

Of the five sections that comprise the “Kanjō no maki,” the section titled “Ōhara gokō” (“The Imperial Visit to Ōhara”) is of central importance.41 It is the story of a journey taken by the cloistered former emperor Go-Shirakawa and his entourage into the rustic wilds northeast of Kyoto, to visit 
Page 186 →the former empress Kenreimon-in. A daughter of Kiyomori, Kenreimon-in was Kogō’s rival for the affections of Emperor Takakura, Go-Shirakawa’s son; thus the former emperor is her father-in-law. Moreover, Shigehira was her brother. Kenreimon-in’s connections to the tsure of the other Heike plays are mirrored by the ways in which she encapsulates many of the qualities of Zenchiku’s feminine ideal. She is a former empress, living now in terribly reduced circumstances, and possesses a profound spiritual presence. While Kenremon’in’s sexuality is not addressed in the “Kanjō no maki,” it is subtly hinted at in the play.

In the version of the story as told in Heike monogatari, Go-Shirakawa sets out with an entourage of courtiers and guards one summer day before dawn to visit Kenreimon-in. The year is 1186, the war is over, and although the male members of the Taira died in battle or were executed, the women were spared. Kenreimon-in (known as Tokuko before taking holy orders) had been pulled from the water at Dan-no-ura by the Minamoto warriors when she tried to drown herself; her mother, however, was successful, taking the child emperor Antoku with her to the bottom of the sea.

Along the journey to Kenreimon-in’s cloister, the Jakkō-in, Go-Shirakawa and his men are deeply impressed by the lush summer foliage deep in the mountains, far from the capital. The descriptions of the surrounding landscape in the play draw heavily on corresponding passages in Heike monogatari, which are quite beautiful. The dilapidated buildings and withered, lonely mood accord perfectly with Zenchiku’s aesthetics of depicting the natural world.

Upon reaching the cloister, Go-Shirakawa encounters an elderly nun who tells him that Kenreimon-in is out in the hills picking flowers to be used as religious offerings. The nun is deeply upset when Go-Shirakawa asks who she is, as the two have already met. She was formerly known as Awa no naishi, once a court lady, now so miserable-looking that the emperor does not even recognize her.

As Go-Shirakawa observes the simple dwellling, furnished with a minimum of possessions, most of them religious articles, Kenreimon-in returns from the mountain with her former nurse. She is mortified to see the emperor on her doorstep, and goes to meet him only after the persistent urging of Awa no naishi. She tells Go-Shirakawa about her solitary, simple existence, then launches into a narrative of the last days of the war: the Taira’s flight from the capital, their trials at sea, the defeat at Ichi-no-tani, and her mother’s leap into the ocean with her grandson, Emperor Antoku, the child of Kenreimon-in and Emperor Takakura. The narrative is loosely patterned after the rokudō, or “Six Paths” of existence according to Buddhist doctrine.42 Having experienced the heavenly and hellish aspects of existence, and everything 
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The play essentially follows the same story line, with some variation. An unnamed courtier, the wakizure, announces the emperor’s journey and at the same time gives a very brief overview of the events leading up to the end of the war. The ai, an attendant, goes off to make the preparations. In current performance practice, after the ai exits the covering is removed from a stage property representing a hut (brought onstage at the beginning of the play). Inside are seated the shite, Kenreimon-in, and her two attendants (tsure). They sing of the sorrows of their solitary life, then Kenreimon-in and one attendant (Dainagon no tsubone) go off to pick star anise (shikimi), leaving Awa no naishi behind.

Go-Shirakawa (tsure) enters with a Middle Counselor (waki) and two palanquin bearers (wakizure). They sing lyrical descriptions of the landscapes they see on the journey, and speak with Awa no naishi upon arriving at their destination. Kenreimon-in and Dainagon no tsubone return, and greet the emperor and his party. Go-Shirakawa asks to hear the rokudō narrative, and Kenreimon-in obliges: this is the performative high point of the play, which is extremely unusual in that it lacks a dance. After it is done, the emperor and his palanquin bearers leave, and Kenreimon-in returns to her hermitage.



ZENCHIKU’S REMARKS ON OHARA GOKŌ

In the draft version of Kabu zuinōki, Zenchiku recorded the following entry regarding Ohara gokō:44


Ohara gokō

Style of the Deeply Beloved Flower,

Style of Ordering the Realm

nagaraeba / mata kono koro ya / shinobaren / ushi to mishi yo zo / ima wa koishiki45

if I survive,

someday I will long

for these times—

the days I once thought awful now seem dear

shikimi tsumu / yamaji no tsuyu ni / nurenikeri / akatsuki oki no / sumizome no sode46
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[image: A picture of Nagashima Tadashi dressed as a nun, leaning forward and appearing to shout or express emotion.]
Figure 29. Nagashima Tadashi as the shite (Kenreimon-in) in Ohara gokō. Photograph by Sakurazawa Tetsuo, courtesy of Nagashima Tadashi.
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on the road where I pick

star anise—

awakened at dawn,

the ink-dyed sleeve47

City-wall willows, palace locusts—

in vain they drop their leaves;

the grief of autumn will not reach

the hearts of high-placed men.48



Examination of Zenchiku’s handwritten text suggests that he did not think of the first poem immediately, but wrote it in as an afterthought. The second poem, “Shikimi tsumu,” is extraordinarily appropriate, as it mentions both the shikimi that Kenreimon-in goes off to pick as well as the “black sleeve” of someone who has taken Buddhist orders. The first waka, “Nagaraeba,” aptly suggests Kenreimon-in as a survivor who look backs with nostalgia even upon the miserable days leading up to the defeat at Dan-no-ura, when at least her mother and son were alive. In any event, because “Shikimi tsumu” is listed in the Sangoki as part of the Style of Ruling the World, it accounts for the play’s rank according to Teika’s Ten Styles as well as for the choice of the Chinese poem included in the entry.



FURTHER ISSUES REGARDING OHARA GOKŌ

Ohara gokō shares a number of characteristics with Kogō and Yōkihi. As in Kogō, the setting is decidely rustic, but endowed with a distinctive charm and pathos:


shite, tsure: shizu ga tsumagi no ono no oto

shizu ga tsumagi no ono no oto

kozue no arashi saru no koe

korera no oto narade wa

masaki no

kazura aotsuzura

kuru hito mare ni narihatete

kusa Gan En ga chimata ni

shigeki omoi no yukue to te

ame Gen Ken ga toboso to mo

uruou sode no namida ka na

uruou sode no namida ka na.

shite, tsure (Naishi and Tsubone): the sound of an ax against rough firewood,

the sound of an ax against rough firewood,

a tempest among the treetops, cries of monkeys.
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masaki vines

and green ivy winding,

visitors have stopped coming

and as in Yan Yuan’s lane,

the grass grows rampant

sorrows, of which this is the destination.

The rain that drenches Yuan Xian’s door,

and the tears that soak our sleeves, the tears

soaking our sleeves.49



Yan Yuan (also known as Yan Hui) and Yuan Xian were disciples of Confucius renowned for living in virtuous poverty.50 Worthy of note is the noun shizu, which can designate someone of low status living in the mountains, or, used like an adjective, “humble” or “shabby.” We have already seen it in Kogō to describe Kogō’s dwelling, and in Genji monogatari to refer to the rough men next door to Yūgao’s house. Zenchiku also uses the term in Kakitsubata to refer to the iris-woman’s bedroom (shizu no fushido) and in Ugetsu to refer to the eaves of the hut and the woman living in them (shizu ga nokiba, shizu no me). The term appears in other noh plays, notably Adachigahara and Matsukaze, but it appears that Zenchiku favored it more than other playwrights did.

Kenreimon-in is, like Yang Guifei, endowed with divine status. Not only was she the wife of one emperor and the mother of another, but the breadth of her experiences have brought her to an awakened state of being. When Go-Shirakawa sits down to speak with her, he makes the following remark:


saitsugoro aru hito no mōseshi wa

nyoin wa rokudō no arisama masa ni goranjikeru to ka ya.

Hotoke bosatsu no kurai narade wa mitamau koto naki ni fushin ni koso sōrae.

Once someone said that you had in fact seen

the Six Paths, or some such thing. As these may not be viewed

by any less than a buddha, or a bodhisattva, it is strange.51



Kenreimon-in goes on to describe her life, with its joys and sorrows, each of which she compares to one of the Six Paths. While her experience of the Six Paths is metaphorical rather than literal, the distinction is hardly significant in the play. We are to understand that Kenreimon-in has already attained enlightenment, and that her death in this lifetime will be her last.

Earlier I mentioned that Ohara gokō lacked the sort of erotic dimension found in the other three plays, especially Yōkihi, but that is not to say that is totally nonexistent. Upon hearing that Go-Shirakawa has come to 
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tsure:

Ika ni mōshisōrō. Hōō no gokō nite sōrō.

shite:

Nakanaka ni nao mōshū no ebu no yo wo

wasure mo yarade ukina wo mata

moraseba moruru namida no iro

sode no keshiki mo tsutsumashi ya.

tsure (Naishi): I have something to tell you. The cloistered emperor has
come on an imperial journey.

shite:

Oh, how hard it is to forget the delusive attachments

of this world! Should my sullied name leak out once more,

the sight of leaking tears, and the appearance of these sleeves

will be shameful.52



Of central importance in this passage is the term ukina, translated as “sullied name.” It may be written two ways, with characters that mean “wretched name” or “floating name,” the latter referring to the floating of rumors. Annotators of the play generally assign two causes to Kenreimonin’s bad reputation. First, she managed to survive the battle at Dan-no-ura while her mother and son were drowned. Second, she worries what people will say when they hear that Go-Shirakawa has come to visit.53 According to Okada Mitsuko, the background for this concern appears in Genpei jōsuiki, and the flower basket (hanagatami) Kenreimon-in carries on her return from the mountain is associated with love in waka poetry. Okada regards the play as a drama that depicts the reunion of Kenreimon-in and Go-Shirakawa, linked by rumors of illicit love.54 One is reminded of Teika, and the purported affair between Princess Shokushi and Teika. If Zenchiku wrote Ohara gokō, then we may observe a curious tendency in his work: the desire to depict aristocratic ladies of the imperial family in forbidden relationships. Such a tendency perhaps originates in Zenchiku’s veneration of Narihira, who repeatedly finds himself in dangerous liasons with, for example, the Nijō Empress and the Ise vestal, as described in Ise monogatari. Genji, too, is guilty of transgressive love, as he has an affair with his father’s consort Fujitsubo and impregnates her in Genji monogatari.

In her excellent article, Okada comes close to asserting that Zenchiku wrote Ohara gokō,55 but does not take the plunge. I have done so, based in part on Okada’s study of the play, but also upon documentary findings based on the draft version of Kabu zuinōki, released five years after Okada’s 1992 article. While my focus remains upon the content of the plays and the connections that may be drawn between them, as this is a new attribution, 
Page 192 →some justification is necessary. The details may be found in appendix 2.



CONCLUSION

The plays discussed in this chapter comprise only a subset of Zenchiku’s plays, but they demonstrate crucial attributes of his dramaturgy. Consistently, in these plays and in others, we may observe the figure of the woman waiting for a male visitor who later abandons her, the forlorn atmosphere, and the concern with depicting a highborn lady endowed with some superhuman spiritual quality. Yōkihi and Ohara gokō represent the prime examples of this constellation of motifs.

Zeami depicted a woman waiting in one of his finest works, Kinuta. In that play, a woman whose husband is away in the capital for several years pursuing a lawsuit dies of loneliness and of sickness. (The kinuta, or fulling block, that she beats symbolizes her frustration and longing.) When the husband returns, he meets her angry ghost, which rebukes him severely, but then manages to transcend resentment and attain buddhahood. Writing about the play, Wakita Haruko observes that


. . . here are depicted the hardship and resentment involved in waiting. I should like to note that the play is constructed around the subjectivity of the one who waits. Her husband is away on business. But there are all sorts of amusements in the capital, and other women. There is no way for the wife to take her mind off the loneliness. Then the sound of the beaten fulling block she chances to hear becomes the suffering of hell, and also the potential for enlightenment.56



Kinuta provides a useful point of comparison which may help illuminate the plays attributed to Zenchiku that are discussed in this chapter. We may note that Zeami’s “heroine” is a commoner, the wife of a Kyūshū landholder, but Zenchiku’s women tend to be highborn; often, they serve as imperial consorts. Also, feelings of resentment, although present, are submerged into the personalities of these women, and do not make themselves explicitly apparent. Finally, the women of these plays are beyond salvation. Kinuta contains two moments of catharsis: the beating of the fulling block in the first act, and the shite’s attainment of enlightenment, or the promise thereof, in the second. Women like Kenreimon-in and Yang Guifei, however, can only tell a tale or perform a dance in an attempt to relieve their minds, but it is ultimately of no use.

Classical Western conceptions of drama, which stem ultimately from Aristotle, demand the powerful expression of emotions, conflict, and 
Page 193 →final dénouement, or an “untying” of the plot. But Zenchiku’s female protagonists remain bound, more often than not, by delusive attachments to this world or by impossible situations. The conflicts tend to be internal or oblique, and the emotions, while certainly strong, are evoked rather than stated. Nothing is resolved. “Drama is something that happens,” wrote the French poet Paul Claudel, “noh is someone who arrives.”57 This description fits Zenchiku’s oeuvre quite well. While Zenchiku’s work does not match Zeami’s in terms of its breadth and clarity, one often finds that it exemplifies noh as commonly conceived by observers such as Claudel and others in its stasis, its sprituality, its concern with the classic tradition, and its preoccupation with a mixture of qualities perhaps best described as feminine, elegant, and melancholy.
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	27. For a text of the play, see Yokomichi and Omote, Yōkyokushū, vol. 2, pp. 257–64.
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Page 196 →le Nō, c’est quelqu’un qui arrive.” Claudel plays on the double sense of arrive as “happen” and “arrive.”









Page 197 →
CHAPTER 5 “As If Seen Through a Veil”: Delusion and Ambiguity in Tamakazura and Nonomiya

No fewer than fifteen noh plays were written in the premodern period revolving around characters from Genji monogatari and its author, Murasaki Shikibu.1 While almost all of the guntai plays in the classic canon were based on Heike monogatari and, as we have seen in the previous chapter, not a few plays written in the Feminine Mode (nyotai) draw upon that text, somehow the role of Genji monogatari in shaping the noh drama seems qualitatively more important than Heike. Even though it led to the creation of fewer plays, the world of Genji is much more closely linked with noh’s highest aesthetic ideals, such as yūgen.

In Zenchiku’s time, biwa hōshi still toured the country performing Heike monogatari and, in a sense, functioned as competitors to sarugaku and other forms of entertainment. Despite the span of almost three hundred years between the Genpei War and Zenchiku’s own age, the story of the Taira must have possessed some immediacy for contemporary audiences, thanks to the biwa hōshi. Everyone knew about Kiyomori and his sons, and about the Minamoto warriors Yoshitsune, Kiso Yoshinaka, and their allies.

Genji monogatari was, however, a different matter. Not only was the story set centuries earlier than Heike monogatari, it was “pure” fiction, compared to the Heike, which was based on actual events, however tenuously. No one brought Genji monogatari to the masses the way the biwa hōshi made Heike monogatari accessible. One might acquire familiarity with the tale by reading the text itself, but that would have been difficult for most people, lacking not only the education required to read the difficult language of the tale but also the connections, money, and leisure time required to borrow a copy of the text, purchase a large quantity of paper, and make a copy. One might rather come into contact with Genji monogatari by viewing illustrated scrolls based on the tale, or by reading synopses and guides to the text prepared for renga enthusiasts. Such guides, it turns out, played an important role in the creation of those plays that were based on the tale.2

Thus, while both Heike monogatari and Genji monogatari exerted a profound influence on the noh drama, Heike was more familiar to the general public, while Genji enjoyed greater prestige. It represented everything that courtier culture stood for, which was the object of the cultural aspirations 
Page 198 →embraced by the members of the warrior elite who patronized noh. Perhaps Genji’s relative inaccessibility even added to its allure.

The difference in how these two great texts were received in the mid-Muromachi period engendered differences in how they were used in noh plays, and by whom. Zeami, who stressed that playwrights should select source materials for plays that are immediately familiar to audiences, dominates the subgenre of guntai drama, having written such fine plays as  Atsumori, Tadanori, Kiyotsune, and Sanemori, all of which are based on Heike monogatari. Yet despite Zeami’s immense contributions to the development of the art and the reverence he professes for Genji monogatari in his treatises, the only Genji play that may be attributed to him is Suma Genji, which is not one of his most highly regarded works.3 Zenchiku wrote two Genji plays, Tamakazura and Nonomiya, and mentions the tale twice in his treatises: once in Kabu zuinōki (as cited in chapter 1) and again in the Bunshō version of Rokurin ichiro hichū:


Shiokumi, kikori, sumiyaki no iyashiki waza mo, Hikaru Genji no monogatari, katahashi mo mimi ni fure, sono kokoro wo omoifukamete, Suma ya Akashi, Uji, Ono no oku made mo, sumai ni yoranu kokoro wo soete, zoku ni iyashikarazaru beshi. Maibito, gakujin no koyō naru yori wa, momiji no kage yori Hikaru Genji no Seigaiha to ka ya maiidetamaiken on’omokage, aware kono michi no omoide zo kashi. Kanawanu made mo, kokoro wa kumoi no ue ni koso, nasaba narame to zonzu.

Even the humble activities of scooping brine, chopping wood, and making charcoal may be heard, if partially, in the tale of Shining Genji, and deepen one’s feelings. Whether Suma or Akashi, Uji or even the depths of Ono, [the tale] adds a mood which does not depend on the location of such dwellings; they are not lowly in the vulgar sense of the word. Rather than the old styles of the [court] dancers and musicians, the figure of Shining Genji emerging from the shade of maple trees, dancing “Waves on the Blue Sea”—ah! That was a memorable moment for this art. Even if you cannot attain it, I believe that if you try to elevate your heart above the clouds, something will come of it.4



Zenchiku was less concerned than Zeami was about whether his audiences were familiar with the source material used in his plays. In fact, his most important audiences may not have been the common folk or the members of the military elite, both of which Kan’ami and Zeami strove to please. Instead, Zenchiku may have been most interested in the opinions of high-ranking clerics, such as Jinson, at the temples and shrines of Nara. Many of these men came from aristocratic backgrounds and were extremely well-read, and were certainly better educated than Zenchiku and the other 
Page 199 →noh playwrights. In this passage we can see that Zenchiku is aiming at an excavation of aesthetic ideals from the distant past that had not been successfully transmitted to his own time, but had to be recovered and restored using texts such as Genji monogatari. While Heike plays drew on a commonly held collection of narratives familiar to almost everyone, Genji plays were based upon acts of imagination on the part of the playwright and those members of the audience who were acquainted with the text to varying degrees of depth. The rest of the audience “came along for the ride,” absorbing the elegant and often exquisitely melancholy atmosphere of these plays.

In chapter 1 we examined the differences between Bashō and Kakitsubata, two plays based on the same Buddhist doctrine—sōmoku jōbutsu, the enlightenment of plants and trees. This chapter compares Tamakazura and Nonomiya: both plays are mugen noh based thematically upon Genji monogatari and musically upon previous plays, but achieve very different dramatic effects, a difference which has been replicated in their reception. Each is ambiguous in its own way. The shite and title character of Tamakazura achieves release from delusive attachment, but to what was she attached? In Nonomiya, the source of the shite’s delusion does not present a problem, but its resolution does. At the end of the play, does Rokujō achieve enlightenment like Tamakazura, or descend back into the throes of delusive suffering, à la Shokushi in Teika? Both texts remain open to interpretation in different ways, as illustrated by their critical reception.


TAMAKAZURA

The word tamakazura carries a number of meanings. At its most literal level, it denotes 1) vines (kazura), generically, with tama (jewel) being a euphemistic prefix; or 2) a decoration for the hair composed of strings of jewels, that is, a “vine of jewels,” commonly translated as a “jeweled chaplet.” Both of these meanings may be found in poems from the eighth-century Man’yōshū. In waka poetry, tamakazura as vine came to be used as a pillow word preceding such phrases as taezu (does not end), because tangled vines seem endless. By wordplay it was associated with kuru (come), a homophone for kuru (wind, as in winding vines). Also by sound, tamakazura was associated with the place name Kazuraki. Furthermore, the jeweled chaplet called a tamakazura was also known as a mikage, and therefore tamakazura could serve as a pillow word for kage—“light,” “shadow,” or “appearance.”

In Genji monogatari, the tamakazura finds a namesake in Yūgao’s daughter, who gets the sobriquet from a poem composed by Genji; one of the chapters bears her name, and the long tradition of Genji scholarship speaks of ten “Tamakazura chapters,” in which she plays an important role. 
Page 200 →Zenchiku’s play Tamakazura may be added to the list of meanings for this single word: a vine, an ornament, a woman, a chapter, a series of chapters, and a play.

The discrepancy between the depiction of Tamakazura in Genji monogatari and her portrayal in the play is a crucial critical problem that has attracted repeated attempts at explanation over the years, to which I will add my own effort. Let us first review the story of Tamakazura as told in Genji monogatari.

Tamakazura is the daughter of Yūgao by Genji’s rival, Tō no Chūjō. She was already a little girl when Genji met Yūgao and the two engaged in a brief but passionate affair that ended with Yūgao’s sudden death, often attributed to an evil spirit emanating from one of Genji’s former mistresses, Rokujō no Miyasudokoro. After Yūgao dies, the girl is sent to live with her wet nurse, while Ukon, one of Yūgao’s attendants, joins Genji’s household. The nurse’s husband is appointed to a post in Kyūshū, and the girl accompanies him and his entourage there, as her mother is simply missing; no one knows that she is dead. While the trip to Kyūshū is arduous and life there among the provincials often difficult, the wet nurse’s family goes to every length to provide the girl with a proper upbringing. In due time she grows into a beautiful young woman, and suitors begin to clamor at their door. Believing that a girl with a lineage such as hers deserves much better, the family refuses all offers, but one suitor, known as Tayūgen, is extremely persistent and has enough power to make the situation uncomfortable. The family decides to take the girl to the capital in order to remove her from Tayūgen’s reach and with the hope that she may be reunited with her mother someday.

She arrives at the capital with a small party, including one of the wet nurse’s sons, but they are without contacts of any sort in the capital. They decide to make a pilgrimage to the temple at Hatsuse (Hase) in Nara, which is devoted to Kannon, in order to pray for help. At Hatsuse they have the miraculously good fortune to meet Ukon, who has been making pilgrimages to pray for the girl’s return. Ukon reports back to Genji, who is quite pleased to have a memento of Yūgao, and arrangements are quietly made to take the girl into Genji’s household. She is to be passed off as a recently discovered daughter of Genji.

At Genji’s mansion, Tamakazura finds herself in an awkward position. Because everyone thinks that she is Genji’s daughter, he is free to see her at will, but it becomes clear that he himself has taken a romantic interest in her. His son Yūgiri also finds her intriguing, but as her “brother” may not act on his feelings. On the other hand, Kashiwagi, a son of Tō no Chūjō, is one of the many suitors who comes calling even though, unbeknownst to him or 
Page 201 →Tamakazura, the two are half-siblings. Other suitors included Prince Hotaru and General Higekuro; Genji also considers a match between Tamakazura and the Reizei Emperor. Genji takes somewhat perverse pleasure in reading all the letters the suitors send to his “daughter” Tamakazura, and planning her future, all the while harboring desires of his own.

The careful planning, however, is in vain; with the complicity of one of Tamakazura’s attendants, Higekuro gains entrance to her quarters and, we may infer, forces himself upon her. Genji can only ask Higekuro to keep things quiet, and concede. Tamakazura goes to live with Higekuro, displacing his current principal wife, and the rest of her life is relatively happy, except for Higekuro’s early death.

Thus the impression one gets of Tamakazura from Genji monogatari is largely sympathetic. She loses her mother at an early age, and lacks the protection of her father. Far from the capital in the wilds of Kyūshū, she is surrounded by suitors who are beneath her station, and forced to escape, but upon reaching the capital has no way of making a new life. The reunion at Hatsuse is fortuitous, but Tamakazura is rescued only to be placed in a difficult situation at Genji’s mansion, besieged again by suitors who include her surrogate father. That problem is only resolved by Higekuro’s outrageous behavior, and after his death she must fend for herself and for her children.

The play, however, casts Tamakazura in a very different light. In it, Tamakazura’s ghost is tormented by delusive attachments linked to illicit sexual conduct, the nature of which is never explicitly stated in the play. Discrepancies between the Tamakazura of the play and that of Genji monogatari, and even between the woman portrayed in the first act and in the second, are central problems in the play.

Let us review the story that is told in Tamakazura. The waki of the play is a Buddhist priest who has visited the shrines and temples of Nara and is heading to the temple at Hatsuse. Along the way he meets a young woman (the shite) poling a small boat. She herself is a pilgrim to Hatsuse, and the two make their way to the temple. The landscape they see along the way exudes a quiet charm:


ji:

hono miete

irozuku kigi no Hatsuseyama

irozuku kigi no Hatsuseyama

kaze mo utsurou usugumo ni

hikage mo niou hitoshio no

sazo na keshiki mo kakugawa no

urawa no nagame made

ge ni taguina ya omoshiro ya.
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oku monofukaki tani no to ni

tsuranaru noki wo taedae no

kirima ni nokosu yūbe ka na

kirima ni nokosu yūbe ka na.5

chorus:

Faintly visible,

the colored trees on Mount Hatsuse,

the colored trees on Mount Hatsuse.

and the glow of sunlight reflects

on wispy clouds shifting in the wind,

the scenery all the more true.

The view of the coast on this river is peerless,

how splendid it is!

I hear the sound of the river, one village

follows another—at the entrance

to the deep valley, the roofs touch,

and the evening hides them in sparse drifts of fog,

the evening hides them in drifts of fog.



Upon arriving at the temple, they visit the “twin-trunked cedar” (futamoto no sugi) where Tamakazura and Ukon were reunited. The woman asks the priest to pray for Tamakazura and Ukon, and begins a reminiscence that expresses Tamakazura’s feelings of distress in Kyūshū, the difficult journey by sea to the capital, and her pilgrimage to Hatsuse. She asks the priest to “shine some light” (terasu) on Tamakazura’s delusions, almost revealing that she herself is Tamakazura’s ghost, then exits.

During the interlude the ai imparts the basic facts of Tamakazura’s life as related in Genji monogatari and, as usual, urges the priest to pray on the shite’s behalf. What sort of delusion Tamakazura is suffering from is unclear. The waki begins to pray, confident of the power of the Dharma, “even if her karma is heavy” (tatoi gōin omoku to mo).6 Then, according to current performance practice, when the nochijite enters in the second act, the outer robe is worn with the right arm out of its sleeve, signifying some sort of distress or derangement. Tamakazura’s ghost discloses that she has appeared in order to make contact with the Buddhist teachings, because she suffers from delusive attachments to love. The lines focus on her long black hair, now disheveled, a symbol of passion. Clearly the ghost is in great pain, no matter how vague the source, but the prayers of the waki are effective:


ji:

urami wa hito wo mo yo wo mo

omoi omowaji tada mi hitotsu no

mukui no tsumi ya kazukazu no

ukina ni tachishi wo sange no arisama
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iwa moru mizu no omoi ni musebi

arui wa kogaruru ya mi yori izuru

tama to miru made tsutsumedomo

hotaru ni midaretsuru

kage mo yoshina ya hazukashi ya to

kono mōshū wo hirugaesu

kokoro wa shinnyo no tamakazura

kokoro wa shinnyo no tamakazura

nagaki yumeji wa samenikeri.7

chorus:

“I feel hatred for men,

and for the ways of love, but should not:

this is retribution against a single person

for numerous sins that gave rise

to a sullied name. A scene

of confession—gushing back,

the water seeping through the rocks,

choking on love. Or, blazing from my body,

seeming like this very spirit (though I

tried to hold it in) the fireflies,

their deranged lights awful, shameful”—

and so she overturns this delusive attachment.

The heart is the jeweled Tamakazura of Reality,

the heart is the jeweled Tamakazura of Reality,

and she wakes from the long path of dreams.



This passage, the very last in the play, tells us that the play ends happily, with the rescue of the shite from the thrall of delusion. While a common outcome for noh dramas in general, it is not so usual in Zenchiku’s work. Also, we can see clearly the marked contrast between the depiction of Tamakazura in Genji monogatari and in the play. What “sins” (tsumi) has she committed? Why is she suffering so? Why does the tone of the play, auspicious in the first act, convey suffering and pain in the second?

Critics have been asking these questions, and attempting to answer them, for at least the past sixty years. Earlier commentators tended to attribute the discrepancy to defects in the play’s composition: Yokomichi and Omote, for example, in annotating Tamakazura, write that


As a rule, plays associated with Zenchiku are not consistent in their central themes the way Zeami’s plays are. One distinctive quality is a method of depiction as if one is seeing things through a veil. This play seems to be modeled on the older Ukifune, and has a very similar structure, but the central theme is vague, and the play is not as consistent as Ukifune.8




Page 204 →Since then, repeated attempts have been made to justify the gap between Genji monogatari and the play, and between the first and second acts of the play. Nishimura Satoshi, for example, argues that the cause of Tamakazura’s attachment and delusion is unknown even to the waki, and is deliberately left unspecified in the interests of dramatic effect.9 Misumi Yōichi contends that Zenchiku set out to write something about Hatsuse temple, and the Tamakazura story was convenient.10 Itō Masayoshi highlights the skillful layering of imagery in the play—crimson and black—which, he asserts, should take priority over the text’s defects of logic.11

In my opinion, however, there are two theories that are more persuasive than these. First, Kinoshita Yoshimi finds in the passage from the end of the play, quoted above, clues of what is really bothering Tamakazura. The phrase iwa moru mizu (water seeping through the rocks) refers to Kashiwagi, because it appears in a poem he wrote about his feelings for Tamakazura, and he even earned the nickname of iwa moru chūjō (“the captain who seeps through the rocks”). Kashiwagi’s affections for Tamakazura are particularly “scandalous” (the English word is used in Japanese pronunciation) because he and Tamakazura were actually brother and sister. (Even Heian aristocrats, who routinely married their first cousins, regarded relationships between siblings as taboo.) Second, Kinoshita draws our attention to the fireflies mentioned in this passage, which are a key part of the story of Tamakazura in Genji monogatari.12 In the “Hotaru” (Fireflies) chapter, Genji brings a prince to visit Tamakazura, in hopes of marrying her off to him. It is summer, and in order to afford the prince a good look at Tamakazura’s face, Genji collects a number of fireflies and releases them near her. Tamakazura is mortified by what she perceives as the treachery of Genji, who is playing the panderer instead of the paterfamilias. There is no disputing that the phrases are in the passage, and the transgressive nature of the acts involved—incest in the case of Kashiwagi, forced voyeurism in the fireflies incident—resonates with the transgressive nature of aristocratic love in Teika, for example.

The second theory was proposed by Tokue Gensei and Miyata Kazumi; to my knowledge it is the earliest attempt to resolve the enigma of Tamakazura. It is certainly the boldest, the most frequently cited, and rather convincing. In their own words,


This play is indeed based on the “Tamakazura” chapter of Genji monogatari, and takes the form of a depiction of Tamakazura’s delusive attachment to love. Yet if we recall that Teika seemed to have great significance for Zenchiku, we may regard the play as an attempt to borrow the story of the woman Tamakazura and expand upon the abstract concept of “unfulfilled love” (naranu koi), 
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The poem by Teika that is being referred to appears in his collected poems, Shūi gusō:


kururu yo wa / omokage miete / Tamakazura / naranu koi suru / ware zo kanashiki14

In the darkening night

her image appears:

Tamakazura.

How sad I am,

my love unfulfilled



What Tokue and Miyata appear to be saying, implicitly, is that while Zenchiku’s play draws upon Genji monogatari’s depiction of Tamakazura, it does not rely on the tale alone, but rather mixes in connotations from waka poetry. To this I would add the image of “tamakazura” not as ornament or as woman, but as vine, which cannot avoid becoming tangled, resembles the disheveled black hair that appears in the play, and has long been associated with wild passions. Furthermore, there is a reason that the woman Tamakazura might be associated with naranu koi, unfulfilled love: the tamakazura vine was known as the naranu ki, the plant that does not bud, as we can tell from poems in the Man’yōshū.15 Viewed in the light of other plays such as Bashō, Kakitsubata, and Teika, the imputation of the plant’s properties to the woman who bears its name is not so surprising. Zenchiku not only borrows Teika’s association of naranu koi with Tamakazura, he adopts Teika’s method of linking the plant with the woman. In Teika’s poem, an analogic relationship links the plant that cannot bear fruit to the woman who cannot find fulfillment in love; in Zenchiku’s play, such an analogy is constructed, however implicitly, between the entanglement of vines and the emotional entanglements generated by Tamakazura’s complicated relationships (or, even perhaps, the entanglement of limbs in a passionate embrace?), a nexus symbolized by the disheveled, dark hair.

As Yokomichi and Omote note, Tamakazura closely resembles Ukifune in terms of musical structure.16 (Also, in both plays the maejite is a woman poling a boat, the nochijite the ghost of a Genji heroine.) A step-by-step comparison of the shōdan, the basic units of musical structure, in each play will make this immediately apparent:
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The structural resemblance between the two plays is quite close, and remains so up until the very end. In contrast, Zenchiku’s structural imitation, in Nonomiya, of Zeami’s Izutsu, is not as strong, and Zenchiku goes his own way toward the end of the play. This would suggest, at the very least, that Tamakazura was written before Nonomiya, based on the hypothesis that the mature writer feels less of a need to cling tightly to models, and has developed some artistic freedom. Few critics, I think, would disagree, as Nonomiya draws upon Genji monogatari without the awkwardness of Tamakazura; such fluidity is also often attributed to later works in a writer’s career.

For similar reasons I would venture to guess that Tamakazura also predates Teika. Indeed, in Tamakazura we may recognize the seeds of Teika—the transgressive, passionate affair of aristocrats and the image of the clinging vine as a symbol of delusive attachment (still latent in Tamakazura, brought to the fore in Teika) are two resemblances of theme and motif. In addition, there are similarities in the use of rhetoric. Itō Masayoshi notes the 
Page 207 →frequent use of repetition and head rhyme in the kuse and rongi.19 Moreover, the play alludes to a number of poems from Hyakunin isshu, the famous anthology compiled by Teika. For example, there is the following ageuta early in the first act:


shite:

kurete yuku

aki no namida ka murashigure

aki no namida ka murashigure

furukawa nobe no sabishiku mo

hito ya miruran mi no hodo wa

nao ukifune no kaji wo tae

tsunade kanashiki tagui ka na

tsunade kanashiki tagui ka na.20

shite:

Are they the tears

of the deepening autumn, the sudden rains?

Are the they tears of autumn,

the sudden rains falling? In a field by the old river

people must think me lonely, and I grow even more miserable.

This floating boat has lost its oars, and its towrope

is of the saddest sort,

the towrope is of the saddest sort.21



The passage alludes to a verse by Minamoto no Sanetomo that is included in Hyakunin isshu:


Yo no naka wa / tsune ni mogamo na / nagisa kogu / ama no obune no / tsunade kanashi mo22

how I wish

the world would stay still:

how sad is the towrope

of the fisherman’s small boat

rowed along the shore



Moreover, the distinctive phrase “kaji o tae” (has lost its oars) also recalls another verse from Hyakunin isshu:


Yura no to wo / wataru funabito / kaji wo tae / yukue mo shiranu / koi no michi ka na23

the boatsman crossing

the Yura strait

loses his oars

and no longer knows the way—

such is this path of love
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ji:

. . . ukarikeru

hito wo Hatsuse no yamaoroshi

hageshiku ochite tsuyu mo namida mo

chirijiri ni aki no ha no mi mo

kuchihatene urameshi ya.

shite:

Urami wa hito wo mo yo wo mo

ji:

urami wa hito wo mo yo wo mo

omoi omowaji tada mi hitotsu no

mukui no tsumi ya . . .24

chorus:

. . . “The cruel one, O mountain gale of Hatsuse,”

becoming “even more severe,”

coming down with the dew and the tears

scattering, even this body of an autumn leaf—

let it rot! How hateful!

shite:

Hatred for men, and for the ways of love,

chorus: “I feel hatred for men,

and for the ways of love, but should not:

this is retribution against a single person. . .



As in the previous example, one allusion is more apparent than the other. As the quotation marks in the translation indicate, the lines are citing another source—in this case, a verse by Minamoto no Toshiyori:


ukarikeru / hito wo Hatsuse no / yamaoroshi yo / hageshikare to wa / inoranu mono wo25

That the cruel one,

O mountain gale of Hatsuse,

should become

even more severe

is not what I prayed for



The lines “urami wa hito o mo yo o mo / omoi omowaji tada mi hitotsu no,” (“I feel hatred for men, / and for the ways of love, but should not: / [this is retribution against] a single person. . .) are quite distinctive: not easy to interpret, but interesting. Yokomichi and Omote propose no fewer than five waka and a few lines from Zeami’s play Hanjo that may have contributed to this passage.26 The lines do not have a relationship to any single source, but appear to stitch together distinctive phrases from a number of poems. Among them is this verse from Hyakunin isshu:
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au koto no / taete shinaku wa / nakanaka ni / hito wo mo mi wo mo / uramizaramashi27

if we had never met

in the first place

I would not hate

that person, nor myself



My purpose in singling out the allusions to and citations of poems from Hyakunin isshu is to supplement the observation I made in chapter 2, which is that Zenchiku apparently used the anthology as an allusive source, probably because of its relationship to Teika. Not only did Zenchiku draw on poems found in the anthology, he did so more frequently than any other playwright, including Zeami.

In this discussion of Tamakazura we have dug into the heart of the ambiguity that prompted the criticism that the effect of Zenchiku’s method of depiction was like viewing objects through a veil. We have also learned how several critics have attempted to grapple with the ambiguity of Tamakazura in creative ways, with varying degrees of persuasiveness. We may never know exactly what prompted Tamakazura’s resentment and delusion, but, to me, a more interesting question is the critical evaluation of ambiguity— why do we find it intriguing in some instances and awkward in others? Some hints may be found in a play with a highly ambiguous ending that is an undisputed masterpiece: Nonomiya.



NONOMIYA

Like Tamakazura, Nonomiya recalls a famous reunion from Genji monogatari in the first act, then depicts the shite’s inner state of mind in the second. In Tamakazura, the reunion is a joyful one, the meeting at Hatsuse in which Tamakazura was found by Ukon; the shite’s state of mind is shown disordered by passionate thoughts of love and remorse that cause her much grief. The emotional tenor of Nonomiya, however, is much different. The reunion between Genji and Rokujō no Miyasudokoro is heartrending: the two are filled with mixed emotions as Rokujō prepares to leave the capital. Moreover, the second act of Nonomiya focuses on a specific source of attachment for the shite, the well-known “carriage battle” (kuruma no arasoi), which deeply injured Rokujō’s pride and precipitated the release of a malevolent spirit from her body that caused the death of Genji’s principal wife, Aoi.

Let us review the trajectory of Rokujō’s life and her relationship with Genji. At first she was consort to a crown prince, whom she married 
Page 210 →at age 16. She bore him a daughter (later known as Akikonomu) and was widowed at twenty. About five years later she became involved with Genji, who was several years younger than she. Rokujō distinguished herself by her elegance, superb calligraphy, and taste, but Genji found her somewhat too dignified, too proud, and lost interest. The carriage battle, described in the “Aoi” chapter, takes place on the occasion of a procession preceding the Kamo Festival. Genji and many other courtiers parade through the streets and avenues dressed in their finest, and Rokujō is one of several of Genji’s admirers who attends in hopes of catching a glimpse of him. So as not to attract attention, she and her daughter travel in two simple carriages, have them parked along the parade route, and wait for the procession to pass by. In the meantime, Aoi and her entourage appear. Aoi’s footmen begin to move Rokujō’s carriage to make way for Aoi’s; they are full of strong drink, as are Rokujō’s men, and a brawl breaks out. Rokujō’s broken carriage is thrust into the rear ranks, from which she cannot see the procession, and she feels immense rage and humiliation. Aoi’s subsequent illness while in labor is clearly attributed to Rokujō’s spirit having left her body; it speaks to Genji when he is alone with Aoi. Rokujō is unaware of this, but the rumors reach her, and she cannot get the scent of poppy seeds out of her hair and clothing. (Poppy seeds were used in performing exorcisms.) Her daughter has been appointed priestess at Ise (an unmarried woman from the imperial family was sent to Ise at the beginning of each reign), and Rokujō makes an unprecedented decision to accompany her there. Life has become increasingly unpleasant, and, despite her affections for Genji, she knows deep in her heart that he will never make her his wife. Before departing for Ise, Rokujō and her daughter must, according to custom, live at a temporary shrine in Saga, west of the capital (the area where Kogō sought refuge before taking holy vows). The place is known as Nonomiya, “the shrine in the fields,” and it is there that Genji goes to call on Rokujō for the last time before she leaves. Their meeting is described in a memorable passage that forms part of the “Sakaki” chapter, and provides the main source for the play.

The waki of Nonomiya is a Buddhist priest of no fixed abode who has seen all the (Buddhist) temples and (Shinto) shrines in the capital,28 and heads off to Saga, as the season is autumn, the best time to visit. Arriving there, he comes across the ruins of Nonomiya, and decides to have a look. The rough, brushwood fence and the torii gate of unfinished wood, with the bark still clinging to it, are “just as they were long ago” (mukashi ni kawaranu arisama nari).29 This is an astonishing remark, as the custom of sending imperial maidens to Ise ended during the reign of Emperor Go-Daigo (r. 1318–39), over a century before the play was written.30 It has two implications: first, that the priest learned what the site should look like by reading the “Sakaki” 
Page 211 →chapter of Genji monogatari; and second, that something extraordinary is going to happen. With the practice of installing priestess at Ise having been extinct for generations, one would expect the gate and fence to have rotted long ago. It has been restored, no doubt, to its original state only temporarily, and for the priest’s eyes alone.

Of the scene around him, the priest sings,


Ise no kamigaki hedate naku

nori no oshie no michi sugu ni

koko ni tazunete miyadokoro

kokoro mo sumeru yūbe ka na

kokoro mo sumeru yūbe ka na.31

The sacred fence of Ise presents no obstacle

to the teachings of the Dharma, whose path

runs straight. I have come here and see

the site of the shrine, on an evening that clears the mind,

it is an evening that clears the mind.



As one might expect from a Buddhist priest who shows equal enthusiasm in his travels for both shrines and temples, the waki dismisses the possibility that he should avoid the shrine because of his close association with the Buddhist teachings. While Buddhism and Shinto (for lack of a better term to describe the worship of kami) maintained a peaceful relationship via such convenient concepts of honji suijaku, tension remained. In Genji monogatari, Rokujō feels some guilt upon returning from Ise, as she has spent years without any contact with the Dharma. During Aoi’s spirit possession, Rokujō must leave her own house to attempt Buddhist rites of purification, because they cannot be performed near her daughter, who is to become the priestess. In Zenchiku’s age, these tensions persisted in some sense, but with a twist—Shinto theorists espoused an inverted version of honji suijaku, in which the buddhas and bodhisattvas were merely manifestations of kami. But within the scope of a limited comparison of Nonomiya and Genji monogatari, Zenchiku’s age seems less concerned with the barriers between Shinto and Buddhism. Such a belief was exemplified by the intimate relationship between Kasuga shrine and Kōfukuji, whose clerics were among Zenchiku’s patrons.

The shite enters, an ordinary woman bearing a branch of the sakaki tree, which is commonly used as an offering at shrines and provides the Genji chapter with its title. Her sentiments at first appear to express the mood of the place:


Hana ni narekoshi Nonomiya no

hana ni narekoshi Nonomiya no
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Nonomiya, grown used to the blossoms,

Nonomiya, grown used to the blossoms:

after autumn, what will become of it?



On the surface, the speaker wonders, with some sympathy, what will become of the shrine as autumn passes, the days grow colder, and the plants wither away. The kakekotoba aki, however, means not only “autumn” but also “satiety,” hinting that the speaker is referring also to Genji’s loss of interest in Rokujō. Thus begins a series of instances in which the person of Rokujō is conflated with Nonomiya. Her feelings are reflected in the surrounding landscape; anything she says about it refers, however obliquely, to herself.

That projection of emotion onto the environment appears most clearly in the difference between the views of shite and waki on this autumn evening:


Ori shi mo are mono no sabishiki aki kurete

nao shioreyuku sode no tsuyu

mi wo kudaku naru yūmagure

kokoro no iro wa onozukara

chigusa no hana ni arawarete

otorofuru mi no

narai ka na.33

Now the lonely autumn draws to a close:

dew upon sleeves that wilt even further,

this twilight that shatters the self.

The colors of the heart have of themselves

appeared in the blossoms of the various grasses;

such is the custom of decay.



While the priest seemed pleased by “an evening that clears the mind,” it is breaking this woman’s heart. She draws an explicit connection between emotion and landscape, as the withering of the autumn grasses symbolizes the feelings of loss and hopelessness that she herself contains. Some versions of the text read utsuroite for arawarete34; that phrase could mean either “the colors of the heart shift” to the blossoms, which is taken to signify the transfer of Genji’s affections to other women, or that “the colors of the heart fade,” just as the flowering autumn grasses do.35 Given the context, and in the absence of a definitive text, the latter reading seems more convincing. Genji’s rejection of Rokujō has already been intimated; the topic at hand is the relationship between the woman and her surroundings. While 
Page 213 →the woman and the priest regard the landscape in drastically different ways, they share the ability to transcend boundaries: the priest can move from temple to shrine without restriction, and the woman, through her feelings, permeates the landscape and is permeated by it. Indeed, it is as if her “shattered” self has dispersed among the grasses and trees, and into the evening air. Moreover, the demarcation between abstract and concrete has blurred in the phrase kokoro no iro (“colors of the heart”). Iro, as we discovered in our study of Kakitsubata in chapter 1, carries many meanings: here, it seems to refer to the expression of emotion, the external manifestation of feeling. Itō Masayoshi notes that Zenchiku tends to use the term iro in the abstract (i.e. not in its meaning as chromatic value), a tendency which is unusually pronounced in Nonomiya.36 Ikegami Yasuo ascribes Zenchiku’s distinctive conception of iro to Teika’s influence.37

We learn that the shite has secretly returned to the ruins of the shrine over the years, and such visits prompt feelings of resentment. Upon seeing a woman suddenly appear before him, the waki asks who she is. “‘Who are you?,’ you say,” replies the woman. “It is rather I who should be asking you that.” (Ika naru mono zo to towasetamau. Sonata wo koso toimairasu bekere.)38 In doing so she resembles the maejite of Teika, who boldly asks the priest what he is doing near the pavilion, then subtly criticizes him for his ignorance, or the maejite of Kakitsubata, who makes a similar inquiry of the traveling priest who has come to Yatsuhashi, then openly scolds him for his lack of sensibility.39 The nochijite of Teika is the ghost of Princess Shokushi, and the nochijite of Kakitsubata is the spirit of the iris who at times speaks as if she is the Nijō consort. I doubt I am ruining the ending of Nonomiya for the reader by pointing out that the nochijite in this case as well will prove to be the ghost of a highborn lady, and that this is perhaps foreshadowed by the maejite’s dealings with the waki.

Following her rebuke of the waki, the shite begins to introduce herself: “This is Nonomiya, where persons appointed as priestesses lived temporarily.” (Kore wa inishie saigū ni tatasetamau hito, kari ni utsurimasu Nonomiya nari.)40 The effect of the original is impossible to reproduce in English, but one expects, having been asked by the waki who she is, that the woman will say something about herself; instead, she tells him where he is, further underscoring the strong bonds between herself and the shrine.

The woman informs him that, although the old custom of sending women to live at Nonomiya before their service at Ise died out long ago, she returns there with thoughts of the past each year to perform rites, unseen by others. She was performing such rites when he wandered by. As he is unfamiliar with the area, it is understandable that he might come there by accident, but she urges him to be on his way, citing habakari—an obstacle, 
Page 214 →or something to avoid, a point of discretion. What she means to say is that, as a Buddhist priest, he should stay away from a Shinto shrine. Once again the priest brushes off the idea that the Dharma must not commingle with the kami, claiming right to the freedom, enjoyed by many a waki, of one who has renounced the world, and is beyond such concerns.41 He finally dispels her protest by asking the woman about the history of Nonomiya, a tale that she is eager to tell.

The shite begins to describe Genji’s visit:


Hikaru Genji kono tokoro ni mōdetamaishi wa, nagazuki nanuka no hi kyō ni atareri. Sono toki isasaka mochitamaikeru sakaki no eda wo, igaki no uchi ni sashiokitamaeba miyasudokoro toriaezu,

kamigaki wa shirushi no sugi mo naki mono wo

ika ni magaete oreru sakaki zo to

yomitamaishi mo kyō zo kashi.42

When Hikaru Genji visited this place, it was the seventh day of the ninth month, which is today. At that time he took the small sakaki branch he was carrying, and pushed it through the sacred fence, but the Miyasudokoro would not accept it.

The sacred fence—

even though there is no cedar

to mark it,

how have you gone astray

and broken off this sakaki?

so she composed, on this very day.



At last we find ourselves face-to-face with the “Sakaki” chapter itself. This is the poem by which Rokujō rejected Genji’s empty profession of faithful love, as constant as the evergreen sakaki. It alludes to an anonymous verse, Kokinshū 982:


Wa ga io wa / Miwa no yamamoto / koishiku wa / toburaikimase / sugi tateru kado

My cottage

is at the foot of Mount Miwa:

if you miss me,

come visit the gate

where cedars stand



Although Rokujō, for once, has switched places with Genji—at last it is she who is rebuffing his overtures—we know the decision to leave the capital is not easy, however hopeless her prospects for a future with Genji. The exquisite 
Page 215 →mixture of conflicting emotions—affection and resentment, despair and nostalgia—that Rokujō feels during their encounter is what makes the chapter memorable.

The waki finds the poem interesting, and notes that the sakaki branch that the woman is carrying is, like the shrine, just as it was long ago, its “color unchanged” (kawaranu iro). By this the woman recognizes that the priest is familiar with the “Sakaki” chapter, for Genji used the same phrase upon presenting the branch to Rokujō. She finds the remark clever—sakaki, a homonym for the sakaki tree. This shift leads their attention back to a description of the forlorn landscape that surrounds them:


waki:

Mori no shitamichi aki kurete

shite:

momiji katsu chiri

waki:

asaji ga hara mo

ji:

uragare no

kusaba ni aruru Nonomiya no

kusaba ni aruru Nonomiya no

ato natsukashiki koko ni shi mo

sono nagazuki no nanuka no hi mo

kyō ni megurikinikeri.

Mono hakanashi ya koshibagaki

ito karisome no onsumai

ima mo hitakiya no kasuka naru

hikari wa wa ga omoi uchi ni aru

iro ya hoka ni mietsuran.

Ara sabishi miyadokoro

ara sabishi kono miyadokoro.43



waki:

in the shady paths of the grove, autumn deepens

shite:

as the crimson leaves scatter

waki:

and the field of blady grass

chorus:

withers along the tips.

Left desolate among the leaves, Nonomiya,

left desolate among the leaves, the shrine in the fields,

its ruins of fond memory. Right here,

that day of the ninth month has come again today.

This ephemeral little fence of brushwood,

the temporary dwelling—

even now, from the fire lodge

a light appears faintly, inner longings

revealed in the color of my face.

Ah, what a lonely sanctuary,

ah, this lonely sanctuary!



Phrases from Genji monogatari abound: koshibagaki (“the little fence of brushwood”), asaji ga hara (“the field of blady grass”), hitakiya (“the fire lodge”).44 
Page 216 →The flickering fires of the fire lodge, where guards burned torches through the night, suggest Rokujō’s lingering passion; their hikari (“light”) suggests Hikaru Genji himself. Once again, the tension between inner feeling and outward expression, between the demands of propriety and the claims of passion, is explored in the linkage between emotion and outer landscape. As Thomas Hare observes, in Genji monogatari Rokujō is “unable to keep herself within the bounds of her own body. The tragedies she unwillingly precipitates in the novel result from an inability to—literally—contain her jealousy. It becomes incarnate as an ikiryō [malevolent spirit of a living person] and takes flight to torment Ladies Yūgao, Aoi, Murasaki, and so on.”45 As we shall see, the negotiation, realignment, and transgression of boundaries play an important part in the play as a whole.

Speaking on the shite’s behalf, the chorus sings of Rokujō’s deep love for the late crown prince, younger brother of Genji’s father, the Kiritsubo emperor. The shite laments the sad fact that all who meet must part, a sentiment that is also expressed in Yōkihi, and then mention is made of Genji’s visits, which grew less frequent, then stopped. Then the chorus launches into the kuse:


Tsuraki mono ni wa

sasuga ni omoihatetamawazu.

Harukeki Nonomiya ni

wakeiritamau onkokoro

ito monoaware narikeri ya.

Aki no hana mina otoroete

mushi no koe mo karegare ni

matsu fuku kaze no hibiki made mo

sabishiki michisugara

aki no kanashimi mo hate nashi.

Kakute kimi koko ni

mōdesasetamaitsutsu

nasake wo kakete samazama no

kotoba no tsuyu mo iroiro no

onkokoro no uchi zo aware naru.46

He did not give her up, after all,

for being heartless.

As he made his way toward

the distant Nonomiya,

his heart was full of sadness.

The autumn flowers had all wasted away,

and the cries of the insects grown feeble;

even the sound of the wind blowing through the pines

was lonely; along the road

the sadness of autumn knew no bounds.
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made pilgrimage here,

with numerous kind leaves of words,

with the dews upon them,

and in his heart he felt sadness.



Commentators have noted that while the account of the journey in Genji monogatari is told from Genji’s point of view, in Nonomiya we see it through Rokujō’s eyes. In the tale Genji makes the trip because he does not wish Rokujō to think him tsuraki (“heartless”); in this passage, the phrase describes his possible feelings about her.47 The shite, who, we all know by now, is really the ghost of Rokujō, takes Genji’s awkwardness for a deeper sadness, and misreads his reasons for visiting her. It is not that he lacks all feeling for her, but she has misjudged the quality and intensity of his feelings before, and does so again here. Moreover, the two “read” the landscape of Nonomiya in radically different ways. In Genji monogatari, Genji’s men found the remote and rustic shrine charming, much as Genji himself enjoyed visiting Yūgao’s humble dwelling, as discussed in chapter 4. The passage at hand draws closely upon the vocabulary of the “Sakaki” chapter, specifically, these lines:


Harukeki nobe wo wakeiritamau yori ito monoaware nari. Aki no hana mina otoroetsutsu, asaji ga hara mo karegare naru mushi no ne ni, matsukaze sugoku fukiawasete, sono koto to mo kikiwakarenu hodo ni, mono no nedomo taedae kikoetaru, ito en nari.

Melancholy overwhelmed him as soon as he set out across the moor’s vast expanse. The autumn flowers were dying; among the brakes of withering sedge, insect cries were faint and few; and through the wind’s sad sighing among the pines there reached him at times the sound of instruments, although so faintly that he could not say what the music was. The scene had an intensely eloquent beauty.48



While Genji is saddened by this landscape, he also finds it beautiful (en nari). Later, the term en describes the reaction of Genji’s courtiers to the garden of the shrine. Its forlorn disarray possesses an attraction that is, in some sense, erotic. But the play never touches upon this dimension, whether due to its retelling of the visit from Rokujō’s point of view or its translation of aesthetic values from Heian splendor into the more attenuated notion of beauty in Zenchiku’s age.

Also worthy of note in this passage is the attention paid to sound— the howling wind through the pine trees and the intermittent chirps of the insects as they die off. Zenchiku’s sensitivity to sound, especially the sounds 
Page 218 →of nature, is distinctive.49 He may have written Matsumushi, which takes the bell cricket as a key motif, and even in a play such as Shōki, whose subject matter would not seem to lend itself to evocative descriptions of landscape, we find the lines,


In the grass, the insects’ cries wither in the dew,

In the grass, the insects’ cries wither in the dew,

when you seek them, no form remains—

the wind has stopped blowing through the old pines,

though you call, the pine trees will not answer.

Sōchū tsuyu ni koe shiore

sōchū tsuyu ni koe shiore

tazunuru ni katachi naku

rōshō sude ni kaze taete

toedomo matsu wa kotaezu.50



As we shall see below, the sounds of these insects recur throughout Nonomiya, further manifestations of the process of autumnal decay and of the sorrow that pervades the scene.

The use of phrases from Genji monogatari in the kuse leads to the question of the relationship between the play and the tale itself. Janet Goff, in her study of the Genji noh plays, their intertextual relationship to Genji monogatari, and the mediation of that relationship via guides to the Genji and manuals for composing renga, notes a number of similarities between the depiction of the meeting at the shrine in Nonomiya and a synopsis given in Hikaru Genji ichibu renga yoriai no koto.51 Among the similarities are significant overlap in vocabulary, resemblances in the narrative order, and an emphasis on Rokujō’s verse on the proffered sakaki, with Genji’s response omitted.

Nevertheless, a close reading of Nonomiya reveals that Zenchiku had more than a passing familiarity with Genji monogatari. Takemoto Mikio proposes that noh plays related to Genji fall into two broad categories. In the first group are those plays that cite the text in a partial or oblique fashion, or present characters from the tale, but do not connect to the world created by the narrative, or to plots from specific chapters. In the second are plays that are based upon specific chapters, whose conceptions play an important role.52 Surely Nonomiya belongs to this latter group.

The kuse continues with mention of lustration ceremonies conducted at the Katsura River before the departure of Rokujō and her daughter from the capital. On this occasion Genji repeated, via poems, his wishes that Rokujō remain but she dismissed his protestations again.
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ji:

Somosomo wa kono yo wo hakanaku mo

shite:

sarite hisashiki ato no na no

ji:

Miyasudokoro wa

shite:

ware nari to

ji

:yūgure no aki no kaze

mori no ko no ma no yūzukuyo

kage kasuka naru ko no shita no

kuroki no torii no futabashira ni

tachikakurete usenikeri

ato tachikakure usenikeri.53



chorus:

Now, the one who left this world all too soon

shite:

a long time ago, the lingering name of chorus: “the Miyasudokoro

shite:

is I,” she

chorus:

says, at twilight in the autumn breeze,

and in the grove the faint light

of the evening moon between the trees,

and beneath the trees, the twin pillars

of the torii of unfinished wood—

she hides behind them, then disappears,

hiding her traces, she disappears.



During the interlude a local resident gives a brief monologue in which he mentions Rokujō and her relationships with her husband the former crown prince and then Genji, the custom of sending imperial maidens to Ise, Rokujō’s decision to accompany her daughter to Nonomiya, and Genji’s visit there. The waki describes his encounter with the woman and the man recommends prayer on her behalf.

The priest waits patiently through the night, and at last the nochijite appears, the ghost of Rokujō. According to current performance practice, the only stage props used in Nonomiya are a small torii and simple brushwood gate, brought on stage by the kōken before the play begins. Yet records from the Muromachi period and, indeed, the play itself, tell us, that this was not always the case.54 In addition to the torii and gate, a carriage is brought on in the second act, à la Yuya. The carriage represents the one belonging to Rokujō that was destroyed at the Kamo procession. If the carriage used today in plays such as Yuya resembles that used for Nonomiya long ago, it was constructed of a simple wooden frame, perhaps bamboo, wrapped in cloth. The shite would have walked on stage in the middle of the frame as the 
Page 220 →kōken carried it on, singing:


shite:

Nonomiya no

aki no chigusa no hanaguruma

ware mo mukashi ni

megurikinikeri.

shite:

A blossom cart

of the many grasses of autumn

at Nonomiya: I too

have turned back to the past.55



Even this single line tells us that things do not bode well for Rokujō. The “many grasses of autumn” (aki no chigusa) stand in dismal contrast with the “blossom cart” (hanaguruma) of spring. Moreover, we know that the carriage is associated with Rokujō’s humiliation, and the concept of “turning” (megurinikeri) carries connotations of the painful cycles of birth and rebirth which, in the Buddhist worldview, one wants to escape. Finally, the figure of the turning wheels suggests also Rokujō’s returning to the past, which can only cause suffering and further attachment, whether due to resentment arising from the carriage battle, or lingering feelings for Genji. The waki is surprised by the sight, but also the sound, of Rokujō in her carriage:


waki:

Fushigi ya na tsuki no hikari mo kasuka naru

kuruma no oto no chizuku kata wo

mireba ajiro no shitasudare

omoikakezaru arisama nari.

waki:

How strange! In the moonlight, faintly,

the sound of a carriage approaching:

when I look toward it I see the curtain of a wattle-cart,

an unexpected sight.56



Rokujō has appeared in an ajiroguruma (wattle-cart), a type of carriage in which the passenger compartment is enclosed by rough screens, resembling weirs, made of bamboo or cypress. It was used by high officials for informal, long journeys, and by lower officials for everyday use. The shita sudare (curtain) was a long curtain, typically made of silk, that was installed behind the blinds covering the front and back of the compartment, and extended below them. These phrases are used in the “Aoi” chapter of Genji monogatari to describe the carriages moved by Aoi’s men—the ones that belonged to Rokujō and her daughter, and were badly damaged.57

The waki asks, with all certainty, if the woman is in fact Rokujō, and what sort of carriage it is. His comment elicits from her a verbal sketch of the scene that awful day: the ignorance of Aoi’s men regarding who owned the carriages, the lack of space, the noise and tumult, the sudden jolt of the carriage as it was hoisted out of the way and moved far back from the parade route, Rokujō’s feelings of helplessness. The experience brings grief even now, and she begs the priest to rescue her from this delusive attachment. But first, recalling the past in the moonlight, she dances the slow jonomai. Upon its completion, the shite and chorus take turns singing of Rokujō’s plight and the sights and sounds around her:
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[image: Nagashima Tadashi, performer in traditional Japanese Noh theater attire, wearing a mask and elaborate robes, stands on stage.]
Figure 30. Nagashima Tadashi as the nochijite (Rokujō no miyasudokoro) in Nonomiya, 2000. Photograph courtesy of Nagashima Tadashi.
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shite:

Nonomiya no

tsuki mo mukashi ya

omouran.

ji:

Kage sabishiku mo

mori no shitatsuyu

mori no shitatsuyu.

shite:

Mi no okidokoro mo

aware mukashi no

ji:

niwa no tatazumai

shite:

yoso ni zo kawaru

ji:

keshiki mo kari naru

shite:

koshibagaki.

ji:

tsuyu uchiharai

towareshi ware mo

sono hito mo

tada yume no yo to

furiyuku ato naru ni

tare matsumushi no ne wa

rinrin to shite

kaze bōbō taru

Nonomiya no yosugara

aware nari.

shite:

The moon at Nonomiya

reminds me of long ago

chorus:

And in its lonely light,

dew in the grove,

dew in the grove.

shite:

Ah, the place I am

is just as it was long ago,

chorus:

and the way the garden looks

shite:

unlike any other.

chorus:

It has an ephemeral apperance,

shite:

this brushwood fence.

chorus:

“I was visited by one

who came brushing off the dew,

and both of us now are only
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who waits by the aging ruins?

The bell crickets sing rin-rin

and in the desolate wind stands Nonomiya,

all through the night,

poignant and forlorn.58



Matsuoka Shinpei has noted a curious disparity between the depiction of Nonomiya in Genji monogatari and in this play. In this passage, as in others, the setting is described as a mori (“grove”), while no such image appears in Genji.59 The word is by no means inappropriate, as it is often associated with shrines; in fact the phrase mori no kage (“shadow of a grove”) appears, along with the place name Nonomiya, under an entry for “torii” in Renju gappeki shū.60 Hence the association, while not present in Genji monogatari, was “sanctioned” by the conventions of renga. This is a good example of how renga functioned as a filter or lens through which noh playwrights apprehended the classical tradition.

Once more we may note the exquisite attention to sound, in the cries of the matsumushi (which corresponds to the insect known today as the suzumushi, or bell cricket). But the purpose of this passage is to establish a mood for a second dance, the hanomai. While the jonomai was preceded by the shite’s plea to the waki for intercession, the somewhat lighter hanomai follows this evocation of the shrine at night, Rokujō and Genji as dream figures, and the charming, melancholy sounds of the insects. It also seems to underline Rokujō’s lingering affection for Genji and longing for the past.

The final passage of the play, like the one before it, is scored as a noriji, which is characteristic of Zenchiku, as Bashō, Teika, and Yōkihi all end in noriji.61 Kakitsubata also ends in a noriji, as do some other plays attributed to Zenchiku: Oshio, Matsumushi, Kamo, and Tatsuta.

The chorus sings,


Koko wa moto yori

katajikenaku mo

kamikaze ya

Ise no

uchito no torii ni

ideiru sugata mo

shōji no michi wo

kami wa ukezu ya

omouran to

mata kuruma ni

uchinorite

kataku no kado wo ya

idenuramu
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idenuramu.

As this has always been

the site of the inner and outer torii

of awesome Ise of the divine winds,

the gods seem to regard

the figure that exits and enters the gate

as following the path of life and death

and will not accept it:

so saying, she climbs once again

aboard the carriage. Does she emerge

from the gate of the burning house?

Does she emerge

from the gate of the burning house?62



Broadly speaking, these lines represent a shift from the Shinto setting of Nonomiya to Buddhist imagery, via the carriage. We are reminded that Nonomiya is not merely a way station to Ise suffused with rustic, melancholy charm: it represents Ise itself. Its torii is no different from the torii of Ise’s Inner and Outer Shrines.63 At this point, Rokujō’s difficulties with boundaries—between Buddhism and Shinto, between emotion and landscape, between herself and her rivals, between attachment (staying in the capital) and transcendence (going to Ise)—come into the light. The phrase uchito (inner and outer) signifies both the Inner and Outer shrines of Ise as well as the inside and outside of the sacred enclosure demarcated by the unfinished torii of Nonomiya. In current performance practice, the shite approaches the torii, and sets a foot near the threshold, then draws back, earlier in the play.64 This movement or a similar one probably existed in Zenchiku’s time, since the text alludes to it here. The torii is a fascinating symbol, for it represents a liminal zone that sits on the threshold between this sullied world and ritual purity, but at the same time, it symbolizes that purity, the escape from death. In doing so it begins to blur with Buddhist concepts of the escape from birth and rebirth; what Rokujō seems to be attempting in accompanying her daughter to Ise is a renunciation of and reclusion from the world that resembles the aspirations of Buddhism more than it does Shinto tradition. Analogous to the torii is the carriage, whose wheels represent awful birth, suffering, death, and rebirth, and as a whole reminds Rokujō of her humiliation and rage, both of which keep her from attaining enlightenment.

Yet, at the same time, the carriage means salvation. A well-known parable from the Lotus Sutra, to which the last lines of the play allude, tells of a wealthy man who owned a large, dilapidated house full of demons, beasts, 
Page 225 →and other evil beings.65 One day it caught on fire, and the man was informed his sons were in the house, having gone inside to play. They would not heed his pleas to escape and save themselves, so he told them he had magnificent, jeweled carriages waiting outside, which he would give them if they came out. When they did so, their father was overjoyed to see them unharmed, but his boys wanted the carriages. Of course there were none waiting, but the father ordered some built from the materials in his many storehouses. The story is a parable in which the rich man represents the Buddha, his sons are human beings, and the burning house is nothing other than the world of torment and evil that we inhabit. The parable itself and the other Buddhist teachings are “expedient means” (J. hōben) that the Buddha employs to rescue us from suffering, just as the rich man’s fib saved his sons. Thus the carriage means the promise of salvation, and also its reward; the gate of the burning house must be crossed along the way. All this is present is the phrase kataku no kado wo ya idenuramu, but there is more, for Zenchiku is alluding also to an identical line in Aoi no ue, an earlier play about Rokujō’s spiritual possession of Genji’s principal wife Aoi. In that play, which is believed to have been revised by Zeami, Rokujō appears wearing the demonic hannya mask, striking a folded kimono placed at stage front that represents Aoi’s prostrate body until exorcists drive her away. It is a “dramatic drama,” immensely exciting in the battle for Aoi’s life and in the fascinating use of the kimono to represent her, but it is a portrait of Rokujō as monster, not woman. Zenchiku alludes to it here, ending with the line from Aoi no ue just as he began with the closing lines of Izutsu that described the torn leaves of the bashō, and created a new world from it in Bashō.

We find that the resonances of carriage and gate thus far have been reversed: the carriage, first a symbol of sam.sāra and humiliation, now represents Rokujō’s salvation, if she can ride it out of the burning house; the gate, which was an entryway into the tranquil enclosure of Ise, to which it belonged, now becomes a site which must be traversed in escaping hellish desire and, ultimately, is located within that undesirable realm. We are invited, in a sense, to imagine Rokujō riding the carriage through the torii gate, in an astonishing fusion of Buddhist and Shinto paradigms of release. We have already seen the phrase kami wa ukezu ya (“the gods will not accept it”) in Teika; the phrase is based on the poem attributed to Narihira in Ise monogatari, in which he laments the gods’ refusal to accept his vow to stop loving one of the emperor’s women. The figures of Shokushi and of the Ise priestess with whom Narihira himself carried on an illicit affair hover in the background behind Rokujō, women who broke their vows of ritual purity for the sake of passionate love. In Genji monogatari, Rokujō keeps her vows, proceeding to Ise and passing the years without incident. But we are 
Page 226 →concerned now with what became of her after her death, whether she managed to shake off Genji and the carriage incident and (from her point of view) compensate for the grievous sins of having remained away from the Buddhist teachings during her years at Ise. That is not presented as an obstacle to her enlightenment in the play. In these last lines, Rokujō turns from the gods to the Buddhist teachings for her salvation, and heads for the gate out of the house of suffering.

Does she manage to escape? That is a question for the reader to decide. Nonomiya defers the question until the very end of the play, and then leaves it as a question. The interrogative particle ya presents the problem: it can mark the sentence as a simple question (“Does she escape?”) or a rhetorical one (“Does she escape? Hardly.”). In this regard it resembles Narihira’s verse tsuki ya aranu (“is that not the moon?/that is not the moon”), discussed and translated in chapter 1. In both poem and play, there is no way of fixing meaning. Some versions of Nonomiya, instead of repeating the last line as kataku no kado wo ya idenuramu (“Does she emerge from the gate of the burning house?”) have simply kataku no kado (“gate of the burning house”) or kataku no kado wo (“the gate of the burning house” plus the accusative particle wo).66 The discrepancies are tantalizing but fail to illuminate the question of Rokujō’s salvation.

In response to questions about the ambiguous ending of Nonomiya, the Kanze master actor Nagashima Tadashi told me in 1997 that “it depends on the day”—during some performances the atmosphere in the theater is such that a spectator may feel that Rokujō has broken free of delusion and attachment; on others, the sense is that she has not. Nagashima’s insightful comment reminds us of the status of the dramatic text as occasion, whose meaning is not carved in stone but rather flexes and changes, over the centuries, of course, but also from one year to the next, from one moment to another. The text alone cannot answer all our questions, nor was it meant to. Nonomiya is not the only play to end inconclusively—the later Tomoe, for example, concludes with the shite’s pleas for the waki’s continued prayers— but there is perhaps no other play that pursues ambiguity so tenaciously. This is not quite the “veil” of Yokomichi and Omote, for “vague” and “ambiguous” are not the same. It is an open ending, which permits at least three separate interpretations: (1) Rokujō attains enlightenment; (2) she does not; (3) it does not matter, for delusion and enlightenment are ultimately identical. Given the repeated merging of opposites in Zenchiku’s dramatic and theoretical work, the third interpretation deserves consideration. The playwright’s work is done—Zenchiku has recreated the mood of that autumn evening at the quiet shrine, and summoned Rokujō in all her complexity, revealing what binds her to this circling world of suffering. What becomes 
Page 227 →of her is not up to the author, but is decided, or not decided, by the reader, by the performers, and the audience.

Resolving the ambiguities of the final lines of Nonomiya has not stimulated the sort of critical interest one might expect, but attempts to determine the authorship of the play have attracted unusual interest, as a result of the high esteem the play enjoys. One clue derives from a close similarity in musical structure between Nonomiya and Zeami’s play Izutsu, a resemblance which continues almost until the end of the play. Comparing the plays side by side, the relationship is quite clear:
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The most marked difference between Nonomiya and Izutsu is that Nonomiya includes a hanomai dance in addition to the jonomai. The double-dance structure may reflect the influence of the play Matsukaze, in which a chūnomai 
Page 228 →and a hanomai are performed.69 Despite that difference, it is clear that the playwright patterned Nonomiya after Izutsu, much as Tamakazura was patterned after Ukifune. This has led many scholars to conclude that the author of Nonomiya must belong to the “Zeami group,” that is, those playwrights who knew Zeami and wrote according to his general aesthetic framework.

Earlier studies tended to attribute the play to Zeami, based on the belief that no other playwright could have crafted the lines so skillfully. On the other hand, despite the work’s reputation as a masterpiece, some critics felt that the author was too dependent on Genji monogatari, citing it so heavily that his own style and personality do not come through, which is not typical of plays known to have been written by Zeami. In that case, it may have been written by a well-educated amateur, as the play displays a remarkable familiarity with Genji monogatari, then as now a difficult text. Or, as one theory goes, eliminating Zeami as author because the play does not establish imagistic unity, rejecting Zenchiku as author because the aesthetics of the play are so similar to Zeami’s, and crossing out Motomasa due to stylistic differences, the play must have been written by Zeami’s son Motoyoshi.70

Current scholarly consensus, however, holds that the play was written by Zenchiku. We have already observed the structural modeling of the play after Izutsu, a technique identical to that used by Zenchiku in writing Tamakazura. Moreover, the play draws not only upon Genji monogatari but on the texts of earlier noh plays as well, most notably Aoi no ue, as in the very last line, kataku no kado wo ya idenuramu (“Will she exit the gate of the burning house?”). This usage of earlier plays is characteristic of Zenchiku’s dramaturgy. Furthermore, the open ending resembles the cyclical structure of Teika, insofar as the play does not end with the explicit attainment of enlightenment by the shite. In his annotations to the text, Itō Masayoshi notes several phrases which recur in Zenchiku’s plays, and points out that the usage of the word iro (color, form, eros) in abstract terms is distinctive, and appears in other plays attributed to Zenchiku as well as in Nonomiya.71

Yet the most compelling item of evidence supporting an attribution of the play to Zenchiku is documentary, not stylistic. Until recently, the earliest known record of Nonomiya was a performance by On’ami given in 1465, as recorded in Chikamoto nikki.72 But the recently released draft version of Kabu zuinōki includes a mention of Nonomiya by Zenchiku along with two illustrative poems. As the final version of the text dates from the first month of 1456, a full nine years before On’ami’s performance, the draft could have been prepared no later than this time. Hence, pending future discoveries, the earliest mention of the play is in Zenchiku’s treatises; it does not appear anywhere in Zeami’s writings. Moreover, Nonomiya is one of six plays dropped 
Page 229 →between the draft and final versions of Kabu zuinōki. As stated above, this suggests that Zenchiku did in fact write the play, omitting it from the final version of the text out of modesty or some other reason.

The entry for Nonomiya appears immediately before Yōkihi, and reads as follows:73


Nonomiya

Style of the Genuine Flower;

resembles the bamboo style

harubaru to / kimi ga wakubeki / shiranami no / ayashi ya tomaru / sode ni kakareru74

strangely enough,

the white waves you are to part

in your distant travels

have splashed the sleeve

that remains behind



utsuriaenu / hana no chigusa ni / midaretsutsu / kaze no ue naru / Miyagino no tsuyu75

scattered with the grasses

and blossoms it cannot

fully reflect,

aloft in the wind,

dew in the Miyagi meadows



The first poem echoes Genji’s feelings toward Rokujō as she prepares to leave the capital. The speaker addresses a friend about to depart on a journey, and professes his sadness. In the second poem, we note the imagery of dew and grasses (chigusa), which also appear in Nonomiya. Also there is a similarity between the place name Miyagi and the shrine at Nonomiya.

The latter appears in Shūi gusō, Teika’s collected poems. Most of the verses in the Kabu zuinōki draft that do not come from the Sangoki (which Zenchiku erroneously believed to have been written by Teika) also appear in Shūi gusō, further evidence of Zenchiku’s high regard for Teika.76 Ikegami Yasuo suggests that the influence of Teika on Zenchiku extends to Nonomiya. He proposes that Zenchiku absorbed the frequent and idiosyncratic use of the word iro by reading Teika’s verse, and cites the following waka by Teika, which Zenchiku himself cites in his treatise Go’on jittei, as encapsulating much of the imagery of Nonomiya:77


kiewabinu / utsurou hito no / aki no iro ni / mi wo kogarashi no / mori no shitatsuyu78

vanished—

dew in a grove where the wind


Page 230 →withers the leaves

and I burn in the autumn colors

of a bored lover who found someone else



The poem puns on aki, which means both “autumn” and “satiety,” that is, the lover has grown tired of the speaker. It also puns on kogarashi, which signifies both the strong, cold wind of late autumn as well as the causative verbal form kogarashi, “cause [something] to burn,” in this case the speaker’s body, perhaps still aflame with passion. The dew may represent tears, or the ephemeral life of the speaker.

Ikegami points out that the phrase mori no tsuyu (“the dew in the grove” or, more accurately, the “lower” dew, which forms on the underbrush) appears in Nonomiya after the jonomai, and that the interesting use of iro in the poem resonates with such phrases from the play as kokoro no iro (“color of the heart”) and mi ni shimu iro (“color that penetrates the body”).79 His observations are significant because they shed light both on the sustained intertextual relationship between Teika’s poetry and poetics and Zenchiku’s dramatic and theoretical work as well as on the connection between Nonomiya and its sources, adding Teika’s verse to Aoi no ue and Genji monogatari as a resource upon which Zenchiku drew in Nonomiya. Lastly, by showing that the author of Nonomiya was influenced by Teika’s work in writing the play, Ikegami bolsters the attribution of Nonomiya to Zenchiku, who was second to none among the known noh playwrights in his admiration for Teika.



CONCLUSION

The differences and similarities between Tamakazura and Nonomiya, two plays by the same author based principally on the same text, are quite fascinating. On the one hand, the plays differ markedly in how they have been historically regarded by critics, connoisseurs, and others interested in making qualitative judgments. In short, Tamakazura was flawed, perhaps fatally, while Nonomiya was a wondrous masterpiece. Today, the gap between the reputations of these plays is narrowing, as scholars attempt to establish broader notions of what makes a noh play “good” or transcend such distinctions altogether. One result of this effort is a deeper appreciation of the aesthetic experience that Tamakazura offers.

Yet these two plays already resemble each other in a number of ways, as the texts themselves reveal. Each is concerned with a reunion or an attempted reconciliation at a holy and somewhat remote site. Moreover, it is perhaps no coincidence that Tamakazura meets Ukon near the “twin-trunked 
Page 231 →cedar” (futamoto no sugi), while Rokujō disappears behind the “twin pillars of the torii” (torii no futabashira). Both plays are concerned with the reconciliation of people, concepts, or emotions. In the case of Nonomiya, this play of opposites and boundaries is quite clear, but the critical history of Tamakazura itself overflows with attempts to reconcile difference—the Tamakazura of Genji monogatari and of the first act of the play with the woman suffering the torments of delusive passion in the second act. Ultimately, we must accept that Tamakazura’s personality is multi-faceted, and that her very name is the site of multiple meanings, among them the tangled vines that entranced Zenchiku in writing Teika.

The plays also share the quality of ambiguity. In Tamakazura it is the cause of delusion and in Nonomiya it is the question of whether such delusion is transcended. Why one form of ambiguity was regarded as unacceptable while the other went virtually unnoticed is itself an enigma. The poet Denise Levertov once remarked that “a poem is not a puzzle to be solved; it is a mystery to be experienced.”80 As much as Zenchiku was interested in the revelation of non-dualism and the recreation of the lost world of the Heian courtiers, his work shows a tolerance for the tangled vines of mystery, even a fondness for it, which can irritate us or it can engage our imaginations— the choice belongs to the reader, and to the audience.
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CONCLUSION

Komparu Zenchiku ranks among the last major writers of the Japanese medieval era, an age of unprecedented political and social disorder that saw the complete decline of the courtier class and the rise of the bushi elite, at first ruling through a centralized shogunate, then in parcels as the complicated system of alliances that enabled this arrangement collapsed. Zenchiku’s lifetime afforded him a look over the precipice in the years before the Ōnin War, as famine, disasters, epidemics, and unrest sounded the death knell of the old order. From this vantage point, the playwright cast a longing look toward the fabled days of Heian peace and splendor, and even toward the early medieval period, back to the days of Teika, Shokushi, and Ietaka. There was no sense whatsoever, as Zeami had under Yoshimitsu, that he himself was living in a golden age.

What is Zenchiku’s lasting contribution as a playwright? Put succinctly, Zenchiku’s plays are what we think about when we think about noh. They overlap with the idealized image of noh that many people—Japanese and non-Japanese alike—possess today. When we think of the utmost reaches of the art: the mysterious, profound world of yūgen; highly allusive and associative texts that recall the glories of the classical past, the wonders of China, the mystical world of plants and flowers, and the melancholy elegance of aristocratic women—we may be thinking of Zenchiku’s plays. His masterpiece is without a doubt Nonomiya, which is perhaps the finest extant work of art ever based on Genji monogatari and a breathtaking exploration of longing, loss, and nostalgia. In my view, Teika comes close behind, in its exposition of the processes of obsessive, transgressive love. Bashō redefined the depiction of landscape, and is one of the most philosophically profound works of the noh drama. Yōkihi has been singled out as a remarkably skillful adaptation of Chinese literary source material; it represents the doomed consort through an exquisite mixture of sensuality and sorrow. These four unforgettable works—significantly, all belong to the third category of women’s plays—constitute the core of Zenchiku’s contribution, which of course extended further in a variety of directions.

The glories of Japan’s classic past suffuse his artistic vision, which was fundamentally a quest for unity in a shattered world. At the center of 
Page 236 →that vision was an engagement with waka, the “poetry of peace,” and its rich traditions. Coupled to Zenchiku’s neoclassical tendencies was a preference for the ethereal and almost fantastic, especially evident in his predilection for passing freely between the sentient and non-sentient worlds. In this we may discern a measure of escapism, the desire to transcend the tumult of his day in other times and worlds.

Free to build upon the massive legacy of Zeami, who was primarily concerned with elevating the art from popular entertainment to high culture, Zenchiku constructed a dramatic poetics for a new generation of connoisseurs, writing primarily for elites who were steeped in the classic literatures of Japan and China as well as Buddhist scripture and Shinto lore. Perhaps by writing plays for other actors, Zenchiku’s works diffused into the repertoires of rival troupes, further shoring up his status as Zeami’s spiritual, if not official, successor. By maintaining his base in the Nara region, the historical birthplace of sarugaku, Zenchiku at once preserved his troupe’s identity as a venerated lineage and avoided conflict with On’ami, his contemporary who inherited the Kanze lineage over Zeami’s objections. While this meant giving up a chance at sustained shogunal patronage, it exempted Zenchiku from the vicissitudes of such a relationship, which he knew all too well as a witness to the tragic experiences of Zeami and Motomasa. Zenchiku’s main patrons were powerful clerics in Yamato province, men like Jinson and Kyōgaku who were extremely well read. (See appendix 1 for details on Zenchiku’s contacts with these and other influential figures.) These relationships shaped his dramatic and theoretical work, leading him to produce plays and treatises that may seem obscure or esoteric to some readers today, but were aligned within a shared fifteenth-century worldview. What Zenchiku lacks in accessibility he makes up for in depth.

In this study, I have proposed the use of a concept called “revealed identity” as a lens through which to view the myriad concerns of Zenchiku’s dramatic oeuvre, extending the scope of inquiry to his theoretical works when appropriate. What I labeled “revealed identity” in the Introduction contains two overlapping concepts. First is the repeated movement toward nondualism, which may be observed most readily in Zenchiku’s treatises but also exerts significant influence upon the plays. It includes such preexisting concepts as honji suijaku, sōmoku jōbutsu, nyonin jōbutsu, and shohō jissō. To that we might add Zenchiku’s insistence on the unity of noh and waka and his work on the okina presence in Meishukushū. With regard to the plays per se, one thinks of Shokushi’s return to the suffocating embrace of Teika’s spirit, which suggests the doctrine that nirvān.a and sam.sāra are one and the same. Such assertions were typical of medieval thinkers and artists, but Zenchiku 
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The second concept comprising revealed identity is what I have termed Zenchiku’s theater of revelation, to be contrasted with Zeami’s theater of transformation. It may be regarded as the manifestation of the philosophical framework delineated above via the medium of noh drama. The central aspect of the theater of revelation is perhaps the trajectory of the shite’s spiritual development over the course of the play. Often in plays by Zeami and others, the deluded shite gains enlightenment at the end of the play, which effects catharsis and dénouement, but in Zenchiku this rarely occurs. More often, there is no resolution, or if one is provided, it involves an unhappy ending, so common in Motomasa’s plays. The variety of plots in Zenchiku’s plays can be categorized as follows: (1) the shite attains enlightenment at the end of the play (Tamakazura); (2) the shite is already enlightened at the beginning of the play—the waki and audience come to a new awareness in discovering this (Bashō, Kakitsubata); (3) a god appears on stage, then leaves (Ugetsu, Kamo, Tatsuta, Oshio); (4) a melancholy woman receives a visitor, who leaves her sadder than she was before (Yōkihi and Ohara gokō, but also to some degree, Senju and Kogō); (5) the shite gains enlightenment momentarily, then loses it (Teika); (6) the plight of the shite is left unclear (Nonomiya).

Zenchiku’s theater of revelation comes into clearest relief when it is compared with Zeami’s theater of transformation, so a comparison of the two playwrights’ views on a number of topics may also help illuminate Zenchiku’s distinctive outlook. Moreover, despite differences in their aesthetic priorities, no playwright resembled Zeami and Zenchiku more than they resembled each other.

With regard to subject matter, Zenchiku’s favorite protagonist was an aristocratic woman with spiritual or supernatural qualities who was coping with separation or loss. He also was interested in the depiction of insentient beings and gods. Unlike Zeami, who wrote frequently in the martial mode, Zenchiku appears to have eschewed such plays entirely. Perhaps the scenes they summoned of the realm being torn apart in the Genpei War struck too close to home. Even when he incorporated the saga of the Taira into his work, he did so through female characters from Heike monogatari— women such as Senju and Kenreimon-in who suffered the effects of war without directly participating in the fighting.

In alluding to and citing earlier texts, Zeami urged his disciples to quote from material that was familiar to audiences, a practice he followed himself. He chose his sources carefully, and might repeat an allusion or citation rather than move on to another source within the same play. Zenchiku 
Page 238 →drew upon a wide variety of sources, some familiar, some obscure. He read widely and deeply. He did not seem to worry whether a popular audience might follow these sometimes difficult allusions. Zenchiku was writing with his most important patrons in mind—the high-ranking clerics of religious institutions in Nara, particularly the Kōfukuji-Kasuga complex. Or perhaps he was writing for an omniscient presence, casting his lines into the universe.

Zeami deftly explored the human soul in a way that might be described as psychological, insofar as it does not always posit the workings of a supernatural presence. His work may often be understood in two ways, through a religious perspective or a psychological one. In Koi no omoni (“The Burden of Love”), for example, the apparition of the old man may be real, or it may be a figment of the imagination of the young woman who taunted him for his profession of love to her, causing his death. The burden on her back may be a karmic one of sin, or it may be a mental one of guilt.1 This dimension of Zeami’s work accounts, I think, for his accessibility for and popularity among modern audiences.

Zenchiku’s plays are not approached with such ease, being more tightly rooted in the belief systems of his time, and in a distinctly non-secular worldview. Zenchiku was only some forty years younger than Zeami, but had a very different outlook, as reflected in the difference between what the two men recorded in their treatises. Zeami was a consummate man of the theater concerned first and last with the actor’s figure, presence, movement, and voice, and with creating dramatically effective plays within a tightly structured creative process. Zenchiku, on the other hand, viewed noh performance as but a single component in a larger entity, one manifestation among many of unseen forces and energies coursing through the universe. He was a mystic who had visions, one of which inspired the rokurin ichiro system. This is not to dismiss the sustained concern of Zeami with religious and spiritual matters in his plays and treatises alike; rather, my goal is to point to a difference in priorities, in degrees of temperament.

Other matters provide examples of subtle but important differences in their views. Zeami recognized the art of waka poetry as the only “side” pursuit that might prove advantageous to the noh actor; Zenchiku regarded it as indispensable, no different from the art of noh itself. He did not simply encourage its practice among his disciples but rather pressed it upon them, urging them to steep their minds in the spirit of old poems. With regard to the portrayal of demons, Zenchiku dutifully repeats Zeami’s disavowal of the rikidōfū (style of powerful movement), but a lingering curiosity is evident. On the matter of attitudes toward their written works, Zeami and Zenchiku show marked differences. Zeami was clearly proud of his plays, such as Kinuta and Izutsu, as his comments to Motoyoshi in Sarugaku dangi 
Page 239 →reveal. Given an amanuensis, perhaps Zenchiku too would have shared his thoughts on Nonomiya, Teika, Bashō and Yōkihi. But he seemed more interested in the development of his treatises, showing them to outsiders such as Ichijō Kaneyoshi, Shigyoku, and Nankō Sogen for their commentaries and endorsements, something Zeami never did.

For a variety of reasons, Zenchiku has been overlooked or misread by generations of readers and critics. Early compilers of attribution lists, whether due to a lack of solid information or partisan reasons or both, incorrectly attributed several plays that were most likely written by Zenchiku to Zeami and other playwrights, a practice that unfortunately continued into the modern period. Besides the factual questions of attribution, Zenchiku has not had the degree or kind of critical attention that his texts demand. One influential view of his oeuvre criticized Zenchiku as an overly pessimistic artist who lacked control over his material. Such a reading ignores the historical circumstances of production and neglects to take into account aesthetic methods that are foreign to our own time.

Zenchiku’s plays, as melancholy as they may be, are suffused with the intellectual and literary values of his age, and his style is part of a broader artistic movement away from clarity and structure, toward the subtler beauties of allusion, suggestion, and intimation. Fortunately, Zenchiku’s fortunes as a playwright were revived with the discovery of his theoretical work, which is still not fully digested, decades after it was made publicly available. The task of recovering his significance as a playwright and theoretician was initiated by Itō Masayoshi and continues today through the efforts of scholars such as Matsuoka Shinpei, Arthur Thornhill, Mark Nearman, and Noel Pinnington.

How, then, should we read Zenchiku’s dramatic work? Many of the plays were designed to bring alive scenarios from texts, to convert scenes and personalities that existed only in words (and, perhaps, painted images) into living, moving human figures that sang and danced. The playwright’s objective was not to lead his audiences through the trajectory of a traditional emplotted drama, but to translate other worlds—the supernatural, the nonsentient, the divine, the lost literary past—into his own. Converting the contents of the imagination—whether inspired by the classic texts of Japan or China, oral narrative, or painting—to momentary life on the stage was his art and his vocation. What remains of those performances, given almost five hundred years ago, is only the continuing tradition of noh acting and the texts of the plays Zenchiku composed, passed down through the generations. These are basic tools to which the reader must add a third—imagination—in order to recreate Zenchiku’s world in the mind as he recreated worlds on the stage and on the page.
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NOTE


	1. Koi no omoni, written by Zeami, deals with a lowly old man’s pathetic infatuation with a court lady. She agrees to have an affair with him if he can simply lift a package, which has been designed to appear light although it is extremely heavy. Having failed, the old man dies of his shame and anger, then returns from the afterlife to haunt the lady. In one striking performance variant, during the second act the man’s ghost sets a barbell-shaped burden directly upon the lady’s shoulders.
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APPENDIX 1 A Chronology of Zenchiku’s Life1

1405

(Ōei 12)       age 1

Born.2

1417

(Ōei 24)       age 13

8.25

The shōgun Ashikaga Yoshimochi visits Nara and views a competition of performances by the four troupes at the Ichijō-in of Kōfukuji.3

1422

(Ōei 29)       age 18

Zeami retires and is succeeded by his son Motomasa.4

1424

(Ōei 31)       age 20

2.6

Supposed date that the poet Shōtetsu made a copy of Saigyō shōnin danshō for someone named Komparu, probably Zenchiku.5

3

The Komparu dayū (head of the troupe; at this time possibly Zenchiku, possibly his father Yasaburō) holds a three-day subscription performance (kanjin sarugaku) at Hachijō Bōmon in Kyoto.6

1427

(Ōei 34)       age 23

2.9

The Komparu dayū (either Zenchiku or his father) appears at a torchlight (takigi) noh performance at the Daijō-in of Kōfūkuji with On’ami, Motomasa, and Jūnijirō. The Komparu had appeared at this performance as early as Ōei 10 (1403).7

1428

(Ōei 35/Shōchō 1)       age 24

3.9

Receives Rikugi from Zeami. Already Komparu dayū.8

6.1

Receives Shūgyoku tokka from Zeami.9 Probably already married to Zeami’s daughter by this time.10

1429

(Shōchō 2/Eikyō 1)       age 25

3

Emai and Yūzaki (Komparu and Kanze) troupes compete at torchlight performances held at Ichijō-in.11

5.13

Zeami and Motomasa are banned from the Sentō Imperial Palace, headquarters of the retired emperor Go-Komatsu.12

1430

(Eikyō 2)       age 26

4.17

By this date either Zeami or Motomasa is stripped of his post at the Kiyotaki Shrine; it is given to On’ami.13

11.11

Zeami’s son Motoyoshi compiles Sarugaku dangi and takes the tonsure.14
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(Eikyō 4)       age 28

Birth of son and successor Sōin (also called Shichirō or Motouji).15

2?

Appears at torchlight noh performance at Daijō-in.16

8.1

Motomasa dies.17

1433

(Eikyō 5)       age 29

3

Zeami writes Kyakuraika. In it he evaluates Zenchiku as a good actor who has not yet reached the supreme level; he speculates that Zenchiku may attain the supreme level later in his career, but Zeami will not live to see it (although 70 at the time, he lives another ten years). Also Zeami recalls Motomasa’s statement that he showed a secret treatise (or treatises) to Zenchiku because no one else could carry on the family traditions.18

1434

(Eikyō 6)       age 30

5

Zeami exiled to Sado.19 During this time, Zenchiku provides for Zeami’s wife Juchin, sends Zeami money, and asks for instruction via letters.20

1435

(Eikyō 7)       age 31

Receives letter from Zeami in exile.21

1437

(Eikyō 9)       age 33

8

Someone named Tsurauji, believed to be Zenchiku, copies Zeami’s treatise Kakyō.22

1438

(Eikyō 10)       age 34

Donates a stone lantern to Kasuga Shrine.23

1440

(Eikyō 12)       age 36

3.10

Visits Daijō-in following a torchlight performance there.24

1441

(Kakitsu 1)       age 37

The shogun Ashikaga Yoshinori is assassinated while watching sarugaku.

1443

(Kakitsu 3)       age 39

Zeami dies around this time.25

1444

(Bun’an 1)       age 40

3.18

Shigyoku adds his commentary to Zenchiku’s Rokurin ichiro no ki.26

1451

(Hōtoku 3)       age 47

2.8

Zenchiku and Sōin (age 20) visit Kyōgaku.27

2.9

Performs at Kasuga Shrine.28

1452

(Kyōtoku 1)       age 48

2.10

Performs torchlight noh at Kasuga Shrine. Plays include Takasago, Ukifune, Tomonaga, Shōki, Nishikigi, and Tango monogurui.29

1453

(Kyōtoku 2)       age 49

8

Recopies text of Shūgyoku tokka given to him by Zeami in 1428.30

1454

(Kyōtoku 3)       age 50
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1455

(Kyōtoku 4/Kōshō 1)       age 51

7

Writes Go’on no shidai.32

Aut. Sōgen’s remarks on Rokurin ichiro no ki completed.33

1456

(Kōshō 2)       age 52

1

Completes Kabu zuinoki 34 and Rokurin ichiro no kichū.35

2.9

Performs at torchlight performance at Ichijō-in.36

9.2

Completes  Go’on jittei. According to Zempō, Zenchiku hastily wrote this text at the request of “Lord Ōuchi” (believed to be the daimyō Ōuchi Norihiro, 1416-1461) during a trip to the western provinces.37

1457

(Kōshō 3/Chōroku 1)       age 53

2.10

The Komparu and Kongō troupes meet with Jinson, who decides that the Komparu will perform waki nō (the first play of a program, typically involving a deity) at a performance to be held that day at Daijō-in. The Kongō protest, but Jinson insists that precedent dictates the Komparu be accorded the honor. The troupes perform a total of twelve plays; torches are lit at nightfall.38

2.11

Decree issued by Jinson regarding dispute with Kongō over performing waki nō.39

4.27

Attends a linked verse session held by Kyōgaku.40

1458

(Chōroku 2)       age 54

2.4

Entry regarding the dispute with Kongō in Daijō-in jisha zōjiki.41

2.7

Goes to see Jinson regarding the program of following day’s noh. Head of Kongō troupe fails to attend.42

2.8

Only Komparu troupe performs at Daijō-in. The Kongō, who have presumably stayed away out of dissatisfaction with Jinson’s decision the previous year, are to be censured.43

2.12

Zenchiku and son visit Jinson, who gives them a fan.44 He also gives Zenchiku a copy of the edict he issued regarding the dispute between the Komparu and Kongō over waki nō.45

4.10

Holds a subscription performance at Saga in Kyōto.46

11.29

At the last day of the Wakamiya festival, dengaku actors break with tradition and wear masks, provoking a brawl with sarugaku actors. A priest acting as peacemaker is killed by an arrow shot by one side or the other. The sarugaku actors are banned from entering Yamato Province. The ban is lifted the following year.47

1459

(Chōroku 3)       age 55

Shōtetsu (b. 1381) dies this year. In an undated preface to a waka in his collection Tsukikusa, Shōtetsu had mentioned that the poem was composed at the request of the Komparu dayū (Zenchiku) for 
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7.28

Completes Rokurin ichiro no ki.

1460

(Chōroku 4/Kanshō 1)       age 56

2.6

Only Komparu troupe performs at Daijō-in.49

2.8

Komparu troupe performs at Kasuga Shrine.50

11.11

Completes Go’on sangyoku shū.51

11.29

Zenchiku and On’ami visit Daijō-in; Zenchiku is accompanied by his grandson Zenpō. Jinson gives them swords and cash.52

1461

(Kanshō 2)       age 57

2.9

The four troupes perform at Daijō-in.53

2.10

The Daijō-in performances continue, but the Komparu perform at Kasuga Shrine.54

1462

(Kanshō 3)       age 58

2.12

Kanze and Komparu troupes appear at Daijō-in.55 Each troupe performs six pieces, with the Komparu going first. Afterward Zenchiku, his son, and Matasaburō (On’ami) visit Kyōgaku.56

1463

(Kanshō 4)       age 59

2.11

The Komparu and Kongō troupes appear at Daijō-in.57

10.13

Performs at Tōnomine sarugaku, held for the first time in thirty years. Both Komparu and Kongō troupes attend.58

1464

(Kanshō 5)       age 60

4.28

Head of Komparu troupe (Zenchiku or perhaps his son Sōin) visits Kasuga shrine.59

1465

(Kanshō 6)       age 61

8

Completes Rokurin ichiro hichū (Kanshō version).60

9.25

Performs his play Ohara no hanami (Oshio), probably for the first time, at a competition of the four troupes before Yoshimasa at the Ichijōin in Nara, where the shōgun is staying while on a trip to view the Wakamiya festival. (The Kanze troupe, Yoshimasa’s favorite, performs first; the aged Zenchiku and On’ami each perform a single play.)61 Has already retired and ceded leadership of the troupe to son Sōin by this date.62

1466

(Bunshō 1)       age 62

3.29

Completes Rokurin ichiro hichū (Bunshō version).63

6.20

Composes Bunshō gannen waka.64

1467

(Ōnin 1)       age 63

Ōnin War begins.

Death of On’ami.

6.8

Completes Shidō yōshō?65

6,7

Makes retreat to Inariyama Shrine (perhaps accompanied by his 
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1468

(Ōnin 2)       age 64

Last year in which he is known to have lived.

3.20

Writes Sarugaku engi while living at the Tafuku-an in Takigi, Yamashiro Province. Gives it to his son Sōin.67

Aut.

Ikkyū Sōjun composes an exposition of Buddhist teachings for Zenchiku.68

1470

(Bunmei 2)       age 66?

Sarugaku is in dire straits due to the war, and torchlight nō is performed without costumes.69

1471

(Bunmei 3)       age 67?

6

Ichijō Kaneyoshi presents Sarugaku kōshōki to Sōin, in which he refers to Zenchiku as already deceased.70
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APPENDIX 2 Notes on the Attribution of Zenchiku’s Plays

This appendix outlines the evidence—treatises by Zenchiku and others, lists of plays and their authors compiled after Zenchiku’s time, and textual clues within the plays themselves—that form the basis for my estimation of the boundaries of Zenchiku’s dramatic oeuvre.

Trying to ascertain which playwrights composed which plays is as important a task as it is difficult. First, identifying the author of a play provides an approximate idea of when the play was composed, which enables us to place that play within the chronological development of noh as an artistic genre. To develop such a chronology, we need to know the order in which plays were written. Furthermore, information about authorship allows us to situate works within their historical contexts. The age of Yoshimitsu, for example, was quite a different time than that of Yoshinori or Yoshimasa, and knowing when a play was composed allows us to consider the intersection between noh and contemporary social and political conditions. Finally, in the case of Zenchiku, Zeami, and other playwrights who authored treatises on the art of noh drama, knowing which plays they wrote allows us to examine how the principles espoused in the treatises were practiced (or not) in the composition of the plays.


AVAILABLE SOURCES AND METHODS

Various documentary sources are used in establishing the authorship of noh plays. The most authoritative include Sarugaku dangi, which quotes remarks by Zeami on some of his plays and what he thought about them; Zeami reveals other details in his treatise Sandō. Yet these texts cover only a fraction of the extant plays, so scholars have been forced to rely on attribution lists and internal textual evidence to ascertain authorship.

Attribution lists are catalogs of plays, some of which are attributed to playwrights such as Kan’ami, Zeami, Motomasa, Zenchiku, and Nagatoshi. Other plays are unattributed. The lists suffer from a few problems: they were compiled long after the deaths of Zeami and Zenchiku; each list was prepared by someone associated with a given school of noh (the desire for accuracy was likely hindered by the desire to promote one’s own school); 
Page 249 →and some compilers felt obliged to have an author for each play, regardless of whether they knew who wrote it. Frequently, popular plays whose author was unknown were attributed to Zeami, an unfortunate tendency which continued even into the modern era.1 For some years now researchers have been trying to gain a more accurate picture of who wrote what, a project that has resulted in the shifting of plays out of Zeami’s vast oeuvre into those of other playwrights or into an “unknown” category.

Determining what plays Zenchiku wrote is fraught with additional obstacles. On one hand, he was much younger than Zeami, which means that Zeami’s treatises do not provide any useful evidence about which plays Zenchiku wrote; on the other hand, he died well before the birth of Kanze Nagatoshi (1488–1541), whose remarks form the basis of the attribution list Nōhon sakusha chūmon.2 Exacerbating the matter is Zenchiku’s indifferent attitude toward his own status as author. While he signed his treatises, he did not sign his plays. Neither did other playwrights, but Zenchiku seems to been less interested in his role as a creator of libretti than Zeami was.

In attempting to determine authorship by means of documentary sources, scholars make use of four key texts.3 These are:

1. Nōhon sakusha chūmon (1524). Compiled by Yoshida Kanemasa, this list includes 350 plays arranged according to author. According to the colophon, the attributions are based on talks with Nagatoshi, so this text is considered a relatively reliable source for attributions to Nagatoshi and his father Nobumitsu.

2. Iroha sakusha chūmon (late 16th century). According to the colophon, 710 plays are arranged in iroha order (a Japanese classification system akin to alphabetical order). Kayō sakusha kō, which omits those plays for which attributions are not provided, may be considered a variant version of Iroha sakusha chūmon.

3. Jika denshō (early 16th century). Compiled by someone connected to the Komparu school, this text lists authors for plays that were currently being performed. It is regarded as especially helpful for plays by early authors, i.e. Kan’ami and earlier.

4. Nihyakujūban utai mokuroku (1765 printing). Written by the 15th head of the Kanze school, Motoakira (1725–74), it arranges the plays listed according to the five-category (gobandate) format almost identical to that used today; every play has an attribution. This text is based on earlier documents.4

While Zenchiku does not comment in his treatises about which plays he authored, some information on authorship may be inferred from his treatise Kabu zuinōki (The Essentials of Song and Dance), completed in 1456. In the final version, following some introductory remarks about the relationship between waka and noh, Zenchiku lists 46 plays, arranging them 
Page 250 →according to mode (Aged, Martial, Feminine, and Miscellaneous). Each play is given a rank from Zeami’s “Nine Levels” (kyūi, from the treatise of the same name), and associated with a poetic style from Teika’s “Ten Styles” (Teika jittei) or a substyle thereof (which were probably derived from the apocryphal Sangoki). Also, for each play a waka poem (sometimes more than one) is adduced to illustrate the mood or style; in some cases, a poem in Chinese is added.

In 1997, a draft version of Kabu zuinōki, hitherto unknown to the public and believed to have been composed in early 1456, was published.5 Of the discrepancies between the draft and the final version, the most intriguing is that entries for seven plays included in the draft were omitted from the final version. The seven are Nonomiya, Yōkihi, Ohara gokō, Shirahige, Nureginu, Kamo, and one work whose title cannot be identified to to textual damage; it may be Kogō.6 Because Nonomiya, Yōkihi, and Kamo had already been attributed to Zenchiku for other reasons, it is thought that Zenchiku also wrote Ohara gokō, Shirahige, Nureginu, and the unidentified play. (Kogō had already been attributed to Zenchiku based on attribution lists, and is a good guess.)

Until the release of the draft version of Kabu zuinōki, it was believed that Zenchiku did not mention his own plays in his treatises, perhaps due to modesty.7 (Ohara gokō is mentioned briefly in Zenchiku’s Go’on jittei, but this text is thought to have been composed in haste for an outsider—a member of the Ōuchi family—and has more variant versions than any of Zenchiku’s other treatises, suggesting that it should be regarded as distinct from the closely guarded works that were composed for Zenchiku’s successors and a few others who may have been permitted to view them.8) The release of the draft version has reinforced this belief, as the draft seems to show that Zenchiku at first included a few of his own plays, then thought better of it. Not only does the draft version bolster the attributions of Nonomiya and Ohara gokō to Zenchiku and suggest new attributions for Nureginu and Shirahige, it indicates that none of the plays in the final version was by Zenchiku, including Yuya, about whose attribution to Zenchiku there is some disagreement. (These issues will be addressed in more detail below.)

Shirahige and Nureginu have not been convincingly attributed to other writers. Regarding the attribution of Ohara gokō, the traditional attribution lists are of no help. Nōhon sakusha chūmon places the play in a group titled “author unknown,” although it suggests that the plays in the group are perhaps for the most part by Komparu playwrights.9 Iroha sakusha chūmon also lists it as author unknown.10 Jika denshō mentions the play in three separate places, in one instance attributing it to Zeami.11 Besides the fact that Ohara gokō is one of the seven plays dropped from the final version of Kabu zuinōki, 
Page 251 →there are other signs that Zenchiku wrote it. It does not appear in any of Zeami’s treatises and it exhibits some aspects of Zenchiku’s dramaturgy. Specifically, it draws upon earlier noh plays by Zeami in much the same way that other playwrights used sources such as Genji monogatari and Heike monogatari.12 Also, it shares much in common with Kogō and Yōkihi: all three plays feature a former consort of an emperor who is visited by a male visitor associated with that emperor, then leaves. Lastly, Ohara gokō is considered one of the “three noblewoman plays” about aristocratic women (san kifujin); curiously, the other two are Yōkihi and Teika, also written by Zenchiku. Such an intense interest in the depiction of female aristocrats is not surprising, given Zenchiku’s fascination with the figure of the aristocratic woman as expressed in Kabu zuinōki.13



PREVIOUS ATTRIBUTIONS TO ZENCHIKU

The problem of determining the extent of Zenchiku’s dramatic oeuvre has been addressed in previous scholarship by Itō Masayoshi, Miyake Akiko, and Nishino Haruo, among others. The assessments made by Itō in his book Komparu Zenchiku no kenkyū provide a useful starting point. Itō establishes four degrees of certainty about whether Zenchiku wrote a given play, and ranks the plays accordingly. The categories and plays are as follows:14 A. May be regarded as having been written by Zenchiku (1 play): Bashō. B. High probability of having been written by Zenchiku, safe to consider his (2): Teika and Oshio. C. High probability of having been written by Zenchiku (9): Ugetsu, Kamo, Kogō, Shōki, Senju, Tatsuta, Tamakazura, Nonomiya, and  Yōkihi. D. Possibly written by Zenchiku (25): Kaguyahime, Kamo monogurui Kawazu, Kibiki, Kiyoshige, Genji kuyō, Kōya shōnin, Saichū, Sakuraba, Shiga Tadanori, Shikiji monogurui, Shironushi, Tadanobu, Tachibori, Tanikō, Chiriyama, Tsuruwaka, Tōgan Botō, Niwatori, Hayatomo, Fuji taiko, Matsumushi, Mekari, Mekura sata, and Yawata.

Itō begins his assessment with a remark in Zenpō zōdan, a collection of comments by Zenchiku’s grandson Zenpō, recorded by Zenpō’s student Nakamura Fujiuemon circa 1513.15 According to Zenpō, “As for Bashō, it is a play that Zenchiku wrote when he was young and gave to Kanze.” (Bashō wo ba, Zenchiku wakaki toki kakisōraite, Kanze e tsukawasaresōrō nō nite sōrō.)16 Two attribution lists specify the recipient as Kanze Matasaburō, who died in 1470. The attribution of Bashō to Zenchiku is corroborated by all the attribution lists. The practice of “giving” plays to other troupes—perhaps even written to order—is worthy of note, and suggests that Zenchiku supplemented his income as a performer by composing plays for other actors to perform.


Page 252 →Given the unanimous opinion regarding Bashō, Itō places it into a category of confidence by itself, as the one play that may be considered Zenchiku’s almost beyond any doubt. The next step is to examine Jika denshō, whose author, owing to his connection to the Komparu troupe, may be expected to have the best access to information on which plays Zenchiku wrote, although we must also be wary of a pro-Zenchiku bias.

Jika denshō is of uncertain provenance, but is believed to have been compiled sometime between 1480 and 1516; it bears a fraudulent colophon claiming that Zeami wrote it in 1442.17 In it, Zenchiku is credited with 32 plays; almost all the titles have some note appended:


Yōkihi: sent to Shichirō

Teika: tadashi isaku18

Kawazu: to Harumitsu

Mekari: requested by Hōshō

Bashō: requested by Kanze Matasaburō

Tamakazura: requested by Lord Hosokawa

Fuji taiko: isaku requested by Kongō

Kamo monogurui

Matsumushi: requested by Kanze Matasaburō

Chiriyama : requested by Kongō

Kibiki: requested by Ōkura [variant title for Kibiki Zenshōji]

Tsuruwaka: requested by Hōshō

Shiga Tadanori: requested by Hōshō

Kazuraki Kamo: requested by Hōshō [variant title for Shironushi]

Mekura sata: requested by Kanze Matasaburō

Yatate Kamo: requested by Hōshō [variant title for Kamo]

Tadanobu: requested by Hōshō

Sakuraba

Shōki

Nonomiya: tadashi isaku

Niwatori: isaku

Shikimi: requested by Hōshō

Kiyoshige: requested by Hōshō

Hayatomo

Genji kuyō: isaku

Aoi: called “Tachibori”

Kaguyahime

Tōgan Botō

Kōya Shōnin [variant title for Kōya]

Tanikō

Yawata

Saichū [variant title for Saigyō Saichū?]19



This list of plays functions as the foundation for Itō’s attributions. Most of the titles remain in Itō’s D group, which covers those plays that 
Page 253 →might be by Zenchiku but lack any evidence to confirm it. Where there is additional evidence, whether corroboration by another of the attribution lists or internal evidence, as in the case of Nonomiya, he upgrades the play to “C” status. This group includes Kogō, Nonomiya, Senju, Shōki, Tamakazura, Tatsuta, Ugetsu, Kamo, and Yōkihi. Shikimi, although appearing in the Jika denshō list, is not mentioned in Itō’s; Ugetsu is missing from the Jika denshō list, but the other three sources attribute it to Zenchiku, and it is included in the “C” group. The two plays in the “B” group, Oshio and Teika, are not only attributed to Zenchiku by three or more lists, but they are also the only known plays in the classical repertory which include partial quotations from Fujiwara no Teika’s collected poems, Shūi gusō. This is consistent with the extraordinary degree of interest Zenchiku exhibited in Teika, as shown by his use of Teika’s Ten Styles and the poetic treatise Sangoki in Kabu zuinōki.20

Another reason to place more credence in Jika denshō than in the other sources is that it correctly does not attribute the play Aoi no ue to Zenchiku. (Nōhon, Iroha, and Kayō all make this error.) Records indicate the play was performed by Inuō Dōami, who died in 1413, when Zenchiku was but a boy. It is conceivable that Aoi no ue might have been confused with the play Aoi (also known as Tachibori) or Nonomiya, which, like Aoi no ue, casts as shite Lady Rokujō, Genji’s jealous, jilted mistress in Genji monogatari. Indeed, the lists that attribute Aoi no ue to Zenchiku do not attribute these plays to him, while Jika denshō does. Little information is available to assess Aoi/Tachibori, but a compelling argument can be made for Nonomiya, based in part on a comparison of the draft and final versions of Zenchiku’s Kabu zuinōki.

In the commentaries on individual plays in his three-volume edition of noh libretti, Itō revises and updates his original attributions.21 He expresses an inclination to accept Kakitsubata as Zenchiku’s work, because in its use of Ise monogatari it resembles Oshio, which may be attributed to Zenchiku with considerable confidence, and is very different from Zeami’s play Izutsu, which is also based on Ise monogatari. Furthermore, the depiction of Narihira is consistent with views put forth by Zenchiku in his treatise Meishukushū; the play makes use of a collection of Chinese poems known as the Danchōshū, which was passed down in the Komparu lineage; and Kakitsubata resembles other plays by Zenchiku in its use of rhetorical devices. Without explicitly doing so, Itō implicitly adds Kakitsubata to category C, and I concur.22

Two plays, Matsumushi and Nonomiya, are “upgraded” in the sense that Itō’s new view more confidently attributes them to Zenchiku. As in the case of Kakitsubata, Itō does not refer to his original categories, but we may infer that Matsumushi moves from category D to C, Nonomiya from C to B. Kasuga ryūjin, not mentioned in the 1970 essay, is associated with Zenchiku 
Page 254 →but no further evidence is available. Genji kuyō, a D play, is withdrawn from consideration as a Zenchiku play. I concur in the case of Nonomiya, which was dropped from the final version of Kabu zuinōki; regarding Matsumushi, I feel the evidence is not as strong.



YUYA

Apparently following the work of Miyake Akiko, Itō also regards the very popular Yuya as Zenchiku’s with confidence equivalent to that of a category C play.23 Here is a rare point at which I disagree with Itō. Since the play is well-known and highly regarded, a detailed explanation is in order.

Yuya is based on a very brief passage from the “Kaidō kudari” segment in chapter 10 of Heike monogatari, in which Shigehira is escorted to Kamakura following his capture. (The action of Senju is concerned with what happens to Shigehira once he arrives at his destination.) Stopping at Ikeda, Shigehira exchanges poems with a woman named Jijū, the daughter of a brothel-keeper. Impressed by the lady’s poem, Shigehira asks about her and is told that she was a favorite of Munemori (Shigehira’s brother) when he was governor of the province. While in the capital with Munemori one spring, Jijū asked his permission to return to Ikeda to care for her aged mother, who had fallen ill. Munemori initially refused, but Jijū softened his heart with a poem.

The play takes this anecdote, which is little more than an aside, and expands and refines it into a beautiful drama. Jijū is renamed Yuya, which is her mother’s name in the Heike version of the story. The play is set in the capital; with skillful descriptions of famous places in the eastern hills of Kyoto, it effectively projects Yuya’s sorrow against the lovely backdrop of the cherry blossoms in bloom. That sorrow turns to great joy when Munemori relents, and Yuya performs a dance as a token of her gratitude.

Miyake Akiko is the foremost proponent of an attribution of Yuya to Zenchiku, and it is linked to her concept of a “new style” of genzai noh, which departs from the monogurui genzai noh that Zeami wrote, but retains the intimate connection with dance and poetry that Zeami stressed in his mugen noh. Miyake’s point of departure is a list of four plays from the final version of Kabu zuinōki that do not appear in Zeami’s writings: Sahoyama, Kantan, Yuya, and Shunkan. She focuses on Yuya and Shunkan, and to those plays adds Kogō, Senju, and Yōkihi. The last three have long been attributed to Zenchiku.

A number of common threads are traced through the plays, most important among them being a clumsy selection of source material. (The abrupt introduction of the Ise monogatari into Shigehira’s journey to the east 
Page 255 →in Senju, discussed above, and awkward citations from Chinese poetry and Heike monogatari in Yuya are among the more convincing examples cited.) In addition, the plays are said to be concerned primarily with expressing the feelings of the central character, but it is not clear how this would distinguish this group of plays from many others in the repertory. From this group of “kabu genzai” noh—Yuya, Shunkan, Kogō, Senju, and Yōkihi—Miyake attempts to extract a set of common qualities, which are held to be characteristic of Zenchiku’s dramaturgy. While some of her observations are of genuine interest, the enterprise is based in part upon the shaky premise that Zenchiku wrote Yuya and Shunkan.

There are a number of problematic aspects to Miyake’s claim that Zenchiku wrote Yuya. First, it does not cling as closely to its source text (in this case, Heike monogatari) as the other plays do; the passage from Heike instead functions as a point of departure for the playwright’s imagination.24 Second, unlike the other four plays, in which nothing changes for the central character, Yuya ends happily, which is not only uncharacteristic of this group of plays but of Zenchiku’s oeuvre as a whole.25 Third, while Miyake proposes that the kuse sections of Zenchiku’s plays are relatively metrically regular (following a 7–5 pattern), the kuse of Yuya, she admits, is highly irregular.26 Fourth, Zenchiku places Yuya on a par with Matsukaze in Kabu zuinōki, and praises it so lavishly that it is extremely difficult to imagine that he was speaking about his own work.

Itō Masayoshi appears to be inclined toward accepting Zenchiku as the author of Yuya, stating that there is a “high probability” that he wrote the play.27 Nishino Haruo disagrees, citing the Kabu zuinōki entry, and suggests that perhaps Motomasa or someone associated with him wrote the play, because of its focus on Yuya’s love for her mother.28 (Motomasa’s plays often center on relationships between parent and child.) The Zenchiku attribution has crept into recent scholarship29 and, even after the release of the draft version of Kabu zuinōki cast further doubt on the theory that Zenchiku wrote Yuya, Miyake continue to state that it was believed “with near certainty” that Zenchiku wrote the play.30

I concur with Nishino and with Miyake’s earlier view, subsequently revised, which was that Zenchiku’s lavish praise of Yuya in Kabu zuinōki ruled out any possibility that he himself was the author of the play.31



NISHINO

A second opinion on Itō’s attributions is readily available in an essay by Nishino Haruo.32 Nishino draws heavily on Itō’s work, but diverges from it occasionally, as is the case with Yuya. (Like Itō, he does not attribute Shunkan 
Page 256 →to Zenchiku.) He also sets up his own categories of confidence, which are broader than Itō’s: “definitely by Zenchiku,” “probably by Zenchiku,” and “associated with Zenchiku but difficult to verify.” Nishino generally takes a less conservative approach towards authorship than does Itō, and relies more heavily on textual analysis of the plays. His classification is as follows:33 Definitely by Zenchiku (16 plays): Sahoyama, Kamo, Mekari, Teika, Yōkihi, Nonomiya, Bashō, Kakitsubata, Oshio, Senju, Tatsuta, Tamakazura, Matsumushi, Kogō, Ugetsu, and Kasuga ryūjin. Probably by Zenchiku (5): Shironushi (Kazuraki kamo), Genji kuyō, Kamo monogurui, Fuji taiko, and Tanikō. Associated with Zenchiku but difficult to verify (15): *Kaguyahime, *Chiriyama (Fujiyama?), *Shiga Tadanori, *Kawazu, *Shikiji monogurui, *Tsuruwaka, *Kōya shōnin, *Mekura sata, *Kibiki, Tadanobu, *Kiyoshige, *Tachibori, *Niwatori Tatsuta, Hayatomo (Ikarikazuki), and *Tōgan botō.



ATTRIBUTIONS AND APPROACH OF THE PRESENT STUDY

For the purposes of this study, I accepted plays belonging to Itō’s original categories A, B, and C as having been written by Zenchiku.34 To these I have added Kakitsubata (which Itō later attributes to Zenchiku based on compelling internal evidence), Ohara gokō, Shirahige, and Nureginu; the last three were included in the draft version of Kabu zuinōki but omitted from the final version. In short, my list of Zenchiku’s plays, which is not intended to be exhaustive, is as follows:


Bashō    Teika    Oshio    Ugetsu    Kamo    Kogō    Shōki

Senju    Tatsuta    Tamakazura    Nonomiya    Yōkihi    Ohara gokō

Shirahige    Nureginu



Shirahige and Nureginu are not examined in the present study. Shirahige is a god play whose syncretistic tendencies are quite consonant with the sentiments expressed in Zenchiku’s treatises and his other plays about deities, but I felt it had little to offer to the discussion of such plays that could not be found in better-known works like Oshio, Ugetsu, Tatsuta, and Kamo.35 Nureginu is no longer performed and the only printed version of the play dates from 1915 offers little in the way of commentary and annotation.36 Reliable, thorough commentaries of this and other plays no longer performed are needed; our understanding of noh as a genre should not be distorted by the configuration of the current repertory.

Itō suggests that there are a number of methods that might be fruitful in beginning to clear up the issue of authorship, including quantitative methods and the study of renga yoriai.37 He recommends that one begin with 
Page 257 →the category D plays and work one’s way up, but as this is the first comprehensive study of Zenchiku’s plays, I thought it best to proceed from the other direction, focusing on his best-known and most important work, plays such as Bashō, Teika, Yōkihi, and Nonomiya.



NOTES


	1. For example, regarding the authorship of Tomoe Nose Asaji writes, “Nōhon sakusha chūmon lists it as ‘author unknown’ and Nihyakujūban utai mokuroku has it as having been written by Kojirō Nobumitsu. Upon considering both statements, if it had been one of Nobumitsu’s plays, then I do not think his son Yajirō Nagatoshi [the source for Nōhon sakusha chūmon] would have listed it as unknown. Hence we should doubt the attribution to Kojirō in Nihyakujūban utai mokuroku. In Jika denshō, the play is listed among Zeami’s works. Casting a woman [as the shite] in a warrior play goes against the basic tenets of Zeami’s theory of noh dramaturgy, so this attribution appears somewhat dubious; yet I think the technique of casting the brave woman Tomoe as the main character, and emphasizing her femininity in the play is innovative and interesting. Therefore I think there probably isn’t any obstacle to tentatively attributing the play to Zeami.” Nose, Nōgaku genryū kō, p. 1388. The current scholarly consensus is that the authorship is unclear.


	2. See Hare, Zeami’s Style, pp. 44–47 for a list of plays and songs linked to Zeami by his treatises. The latest treatise mentioned is Go’on, dated 1432–34, when Zenchiku would have been about 29 years old.


	3. Two treatises by Zeami on noh, Sarugaku dangi and Go’on, also provide information on attributions, but do not address Zenchiku’s work and are omitted here.


	4. Summary based in part on Yokomichi Mario, “Nōhon no gaikan,” pp. 107–08. All five texts may be found in Nishio, et al., Yōkyoku, kyōgen.


	5. See Kokubungaku kenkyū shiryōkan, ed., Komparu Zenchiku jihitsu nōgaku densho, pp. 161–205, 351–82, and 395–401.


	6. Based on the waka assigned to it and the working hypothesis that the plays dropped from the final version were written by Zenchiku, Itō Masayoshi speculated at the Spring, 1997 meeting of the Chūsei Bungakkai that the play may be Kogō. The relevant entry is in KZJND, p. 374. The note suggests that the play might have been Higaki, which is the only play that appears in the final version but not in the draft, but concedes that the waka given is not appropriate for that play.


	7. An example of Zenchiku’s modesty is his deletion of Nankō Sōgen’s remark lauding him as a “master without equal” while editing the treatise Rokurin ichiro no ki. See Thornhill, Six Circles, One Dewdrop, p. 42 n. 105.


	8. See KKSS, p. 146, for the mention of Ohara gokō in Go’on jittei, and ibid, pp. 71–72 for a discussion of the production and transmission of the treatise.


	9. Nishio, et al., eds., Yōkyoku, kyōgen, p. 120b.


	10. Ibid, p. 124b.


	11. Ibid, pp. 144b, 148b, 150b.


	12. See Okada, “Yōkyoku ‘Ohara gokō’ no nyoin zō,” pp. 246–54.


	13. See ZZ, p. 346a.


	14. From Itō Masayoshi, Komparu Zenchiku no kenkyū, p. 53. A fifth category, 
Page 258 →plays possibly revised by Zenchiku, includes only the play Unrin-in.


	15. Nishino and Hata, Nō, kyōgen jiten, p. 382.


	16. KKSS, p. 453.


	17. Nishio, et al,, Yōkyoku, kyōgen, p. 309.
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LIST OF CHARACTERS


	A

	Adachigahara 安達原

	ageuta 上歌

	ai アイ・間

	ai kyōgen 間狂言

	Aizen myōō 愛染明王

	ajiroguruma 網代車

	Akamatsu Mitsusuke 赤松満祐

	Akashi 明石

	aki 秋・飽き

	Akikonomu 秋好

	Amaterasu 天照

	Amida 阿弥陀

	An Lushan 安禄山

	Ancheng 安成

	Antoku 安徳

	Aoi 葵

	Aoi no ue 葵上

	Aritōshi 蟻通

	Ariwara no Narihira 在原業平

	Asagao 朝顔

	asaji 浅茅

	Ashikaga Yoshihisa 足利義尚

	Ashikaga Yoshimasa 足利義政

	Ashikaga Yoshimi 足利義視

	Ashikaga Yoshimitsu 足利義満

	Ashikaga Yoshinori 足利義教

	Atsumori 敦盛

	Awa no naishi 阿波の内侍

	aware あはれ

	Azuchi-Momoyama 安土桃山

	Azuma 東







	B

	bajiao 芭蕉

	bakufu 幕府

	Bashō 芭蕉

	Benzaiten 弁財天

	“Bijin no insui wo suu” 吸美人婬水

	biwa hōshi 琵琶法師

	biwa 琵琶

	Bo Juyi 白居易

	bōgyū sonjin 忘牛存人

	bokugyū 牧牛

	bon soku shō 凡即聖

	bonnō soku bodai 煩悩即菩提

	Boshi wenji (Hakushi monjū) 白氏文集

	Bunshō 文正

	byōbu 屏風

	byōbu-geki 屏風劇







	C

	Chang hen ge 長恨歌

	Chang hen ge zhuan 長恨歌傳

	Chang-an 長安

	Chen Hong 陳鴻

	Chen Yuyi 陳与義

	Cheng 鄭

	Chikamoto nikki 親元日記

	chiri 散り・塵

	Chōgonka jo 長恨歌序

	chōkaitei 澄海体

	chōshinkafū 寵深花風

	chūjō 中将

	chūnomai 中ノ舞

	
Page 261 →chūnoriji 中ノリ地







	D

	Daijō-in 大乗院

	Dainagon no tsubone 大納言の局

	Dainichi nyorai 大日如来

	Danchōshū 断腸集

	Danchōshū no nukigaki 断腸集之抜書

	Dan-no-ura 壇ノ浦

	Dewa 出羽

	Dōjōji 道成寺

	dono 殿

	dōtei shūgetsu 洞庭秋月

	Du Fu 杜甫

	Duofu 多福







	E

	Edo 江戸

	Eguchi 江口

	ehō 依法

	Eizon 叡尊

	Emai (Enman’i) 円満井

	emaki 絵巻

	En no Gyōja 役行者

	en 縁 (karmic link)

	en 艶 (erotic charm)

	engo 縁語

	enjaku 円寂

	enkan kōzō 円環構造

	Enma 閻魔

	enpo kihan 遠浦帰帆







	F

	“Fajingsi” 法鏡寺

	Fudō myōō 不動明王

	Fugen 普賢

	Fuji 藤

	Fujisaki Yuki 藤崎由紀

	Fujito 藤戸

	Fujiwara 藤原

	Fujiwara no Atsutada 藤原敦忠

	Fujiwara no Ietaka 藤原家隆

	Fujiwara no Kamatari 藤原鎌足

	Fujiwara no Katsumi 藤原かつみ

	Fujiwara no Sekio 藤原関雄

	Fujiwara no Takafusa 藤原隆房

	Fujiwara no Teika 藤原定家

	Fukai 深井

	Fūshi kaden 風姿花伝







	G

	Gaotangfu 高唐賦

	Gaozu 高祖

	ge no ei 下ノ詠

	Genji monogatari 源氏物語

	Genji ōzuna 源氏大綱

	Genpei 源平

	Genpei jōsuiki 源平盛衰記

	genzai nō 現在能

	genzaimono 現在物

	Gijo (Ginyo) 祇女

	Ginkakuji 銀閣寺

	Giō 祇王

	go 碁

	Go’on 五音

	Go’on sangyokushū 五音三曲集

	Go’ongyoku jōjō 五音曲条々

	gobandate 五番立

	Go-Daigo 後醍醐

	Goi 五位

	Gojō 五条

	gokō 御幸

	Gonnokami 権守

	gōsaifū 強細風

	Gosenshū 後撰集

	Go-Shirakawa 後白河

	gōsofū 強麁風

	Gotō Shōko 後藤祥子

	Go-Toba 後鳥羽

	goyō eshi 御用絵師

	gozan 五山

	Guifei 貴妃
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	Gusai (Kyūsei) 救済

	Gyokuen Bonpō 玉畹梵芳

	gyoson sekishō 漁村夕照







	H

	Hada 秦

	Hada no Kōkatsu 秦河勝

	Hajitomi 半蔀

	hakama 袴

	Hakkei 八景

	Hanagatami 花筺

	Hanjo 班女

	hanomai 破ノ舞

	han-yūgenron 汎幽玄論

	Harima 播磨

	harin 破輪

	Hase 初瀬

	hassō 八相

	Hatsuse 初瀬

	Heian 平安

	Heike monogatari 平家物語

	heisa rakugan 平沙落雁

	Heizei 平城

	Hekijae 辟邪絵

	hen 恨

	Henjō 遍昭・遍照

	henpon gengen 返本還源

	hie 冷え

	Higaki 檜垣

	Higashiyama 東山

	Higekuro 髭黒

	Higo 肥後

	Hikaru Genji ichibu renga yoriai no koto 光源氏一部連歌寄合之事

	Hikone byōbu 彦根屏風

	Hino Tomiko 日野富子

	hito matsu onna 人待つ女

	hōben 方便

	hōgo 法語

	hongaku 本覚

	hongaku shisō 本覚思想

	hongakuron 本覚論

	honji suijaku 本地垂迹

	honka-dori 本歌取り

	honzetsu 本説

	hōō 法皇・法王

	Hosokawa 細川

	Hossō 法相

	Hotaru 蛍

	Huang Tingjian 黄庭堅

	Huhai xinwen 湖海新聞

	Huiyuan 慧遠

	Hyakuman 百万

	Hyakunin isshu 百人一首







	I

	i 意

	Ichijō Kaneyoshi 一条兼良

	Ichijō-in 一乗院

	ichū no kei 意中の景

	ichū no kei, keichū no i 意中之景、景中之意

	ifū 意風

	Ikegami Yasuo 池上康夫

	ikiryō 生き霊

	Ikkyū Sōjun 一休宗純

	Ikuta 生田

	Inari 稲荷

	Inuō Dōami 犬王道阿弥

	iro 色

	Iroha sakusha chūmon いろは作者注文

	isaku 異作

	Ise 伊勢

	Ise monogatari 伊勢物語

	Ise monogatari chikenshō 伊勢物語知顕抄

	Ise monogatari emaki 伊勢物語絵巻

	Ishikawa 石川

	issei 一声 (musical)

	issei 一セイ (vocal)

	isshin hokkai 一真法界

	
Page 263 →Itō Hiroyuki 伊藤博之

	Itō Masayoshi 伊藤正義

	Iwado 岩戸

	Izanagi 伊弉諾

	Izanami 伊弉冉

	Izutsu 井筒







	J

	jain no mōshū 邪婬の盲執

	Jakkō-in 寂光院

	Jianzhai 簡斎

	Jigoku zōshi 地獄草子

	Jika denshō 自家伝抄

	jiki no gohenji 直の御返事

	jikkai 十界

	Jinen koji 自然居士

	jingyū 尋牛

	jinshi 進士

	Jinson 尋尊

	Jizang 吉蔵

	Jizō 地蔵

	jo 序

	Jōkyō 貞享

	jonomai 序ノ舞

	Jūgyūzu 十牛図

	jūrin 住輪

	jurin 寿輪







	K

	kabu 歌舞

	kabu genzai nō 歌舞現在能

	Kabu zuinōki 歌舞髄脳記

	kadō 歌道

	Kaidan-in 戒壇院

	Kaiyuan 開元

	kakeai 掛合

	kakekotoba 掛詞

	kakeri カケリ

	Kakinomoto no Hitomaro 柿本人麿

	Kakitsubata 杜若

	Kakuichi 覚一

	Kakyō 花鏡

	Kamakura 鎌倉

	kami 神

	kamigakari 上掛

	Kamigamo 上賀茂

	Kamo 賀茂

	Kamo Mioya Jinja 賀茂御祖神社

	Kamo no Chōmei 鴨長明

	Kamo Wakeikazuchi Jinja 賀茂別雷神社

	Kamogawa 鴨川・加茂川・賀茂川

	Kan’ami 観阿弥

	Kangiten 歓喜天

	“Kanjō no maki” 潅頂の巻

	kankafū 閑花風

	Kankiji 歓喜寺

	kannagi 巫

	Kannon 観音

	Kano no Suke Munemochi 狩野介宗茂

	Kanshō 寛正

	Kantan 邯鄲

	Kanze Hisao 観世寿夫

	Kanze Motoakira 観世元章

	Kanze Nagatoshi 観世長俊

	Kanzeon 観世音

	Kasa sotoba 笠卒塔婆

	Kashiwazaki 柏崎

	Kasuga 春日

	katai okina 乞丐翁

	katami 形見

	kataorido 片折戸

	katari 語リ

	Katsura 桂

	Kawachi 河内

	Kayō sakusha 歌謡作者

	Kayoi Komachi 通小町

	Kazuraki 葛城

	kazuramono 鬘物

	Kegon 華厳

	kei 景
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	Keiran shūyōshū 渓嵐拾葉集

	kengyū 見牛

	kenpū 見風

	kenseki 見跡

	Kenreimon-in 建礼門院

	Ki no Aritsune 紀有常

	Ki no Tsurayuki 紀貫之

	kigyū kika 騎牛帰家

	kijin 鬼神

	Kinai 機内

	Kinkakuji 金閣寺

	kinki shoga 琴棋書画

	Kinoshita Yoshimi 樹下好美

	Kinshuku 琴叔

	Kintōshō 金島抄

	Kinuta 砧

	kiō 鬼王

	“Kiritsubo” 桐壺

	Kiso Yoshinaka 木曾義仲

	Kitayama 北山

	Kiyotsune 清経

	Kōbe 神戸

	Kōfukuji 興福寺

	Kogō 小督

	Koi no omoni 恋重荷

	Kojiki 古事記

	kōken 後見

	Kokinshū 古今集

	Kōkitokuō 高貴徳王

	Komparu 金春

	Komparu Zenchiku 金春禅竹

	Komparu Zenpō 金春禅鳳

	Konkō myō saishōō kyō 金光明最勝王経

	kongōkai 金剛界

	kontai 金胎

	kōshōfū 広精風

	kōten bosetsu 江天暮雪

	koto 琴

	Koyama Hiroshi 小山弘志

	ku 句

	kū 空

	Kubo 久保

	kuden 口伝

	Kūkai 空海

	Kumagai 熊谷

	Kuoan Shiyuan 廓庵師遠

	kuri クリ

	kūrin 空輪

	Kurumaya-bon 車屋本

	kuse クセ

	kusemai 曲舞

	Kyōgaku 経覚

	kyōgen kigo 狂言綺語

	Kyōto 京都

	Kyūi 九位

	Kyūshū 九州







	L

	Li Gonglin 李公麟

	Li 李 (Madame)

	Li 驪 (Mt.)

	Liezi 列子







	M

	maejite 前ジテ

	Maigetsushō 毎月抄

	makurakotoba 枕詞

	Man’yōshū 万葉集

	Mao 毛

	Marishiten 摩利支天

	masaki 真拆

	Matsukaze 松風

	Matsumushi 松虫

	Matsuo Bashō 松尾芭蕉

	Matsuoka Shinpei 松岡心平

	Mawei 馬嵬

	Meiji 明治

	Meishukushū 明宿集

	michi 道

	michiyuki 道行
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	Mikawa 三河

	mikkai yamai 三日病

	Minamoto 源

	Minamoto no Nakakuni 源仲国

	Minamoto no Sanetomo 源実朝

	Minamoto no Tōru 源融

	Minamoto no Toshiyori 源俊頼

	Minamoto no Yoritomo 源頼朝

	Minamoto no Yoshitsune 源義経

	Ming Huang 明皇

	Ming 明

	Mioya 御祖

	Misumi Yōichi 三角洋一

	mitate 見立て

	Miwa 三輪

	Miyata Kazumi 宮田和美

	miyuki 御幸

	Mojie 摩詰

	“Momiji no ga” 紅葉賀

	mondō 問答

	monogurui 物狂い

	monosugoki ものすごき

	Morihisa 盛久

	Motomasa 元雅

	Motomezuka 求塚

	Motoshige 元重

	Motoyoshi 元能

	mugen nō 夢幻能

	mujō 無常

	Murasaki Shikibu 紫式部

	Murasame 村雨

	Murata Shukō 村田珠光

	Muro 室

	Muromachi 室町

	musō no geki 無相の劇

	Mutsu 陸奥

	Mutsura 六浦

	Myōbu 命婦

	Myōhō renge kyō 妙法蓮華経

	Myōjō 明静

	myōkafū 妙花風

	myōō 明王







	N

	Nagahara Keiji 永原慶二

	Nagashima Tadashi 永島忠侈

	Nagato 長門

	Naitō Saemon 内藤左衛門

	nakairi 中入り

	Nakakuni 仲国

	Nanbokuchō 南北朝

	Nankō Sōgen 南江宋沅

	nanori 名ノリ

	nanoribue 名ノリ笛

	Nara 奈良

	nihō 二法

	Nihon shoki 日本書記

	Nihyakujūban utai mokuroku 二百十番謡目録

	Nijō no Kisaki 二条の后

	Nikyoku santai ningyō zu 二曲三体人形図

	ningyū gubō 人牛倶忘

	Nishimura Satoshi 西村聡

	Nishino Haruo 西野春雄

	nitten suishu 入鄽垂手

	nō/noh 能

	nochijite 後ジテ

	nochizure 後ヅレ

	Nōhon sakusha chūmon 能本作者註文

	Nokiba no ume 軒端梅

	Nomori 野守

	Nonomiya 野宮

	noriji ノリ地

	nyonin jōbutsu 女人成仏

	nyotai 女体







	O

	Obasute 姨捨

	Ogura 小倉

	
Page 266 →Ohara gokō 大原御幸

	Oharano hanami 小原野花見

	Okada Mitsuko 岡田三津子

	Okamura Rinkō 岡村倫行

	okina 翁

	Okudaira Shunroku 奥平俊六

	Omote Akira 表章

	On’ami 音阿弥

	Ōnin 応仁

	Ōninki 応仁記

	Ono 小野

	oriku 折句

	Ōsaka 大阪

	Oshio 小塩

	Owari 尾張







	P

	Peng Yuangong 彭元功

	Penglai 蓬莱







	R

	rakkitei 拉鬼体

	Reizei 冷泉

	Reizei-ryū Ise monogatari shō 冷泉流伊勢物語抄

	renga 連歌

	riken no ken 離見の見

	rikidōfū 力動風

	Rikugi 六義

	rin 輪

	riseitei 理世体

	Ritsu 律

	rōei 朗詠

	rokudō 六道

	Rokugyūzu 六牛図

	Rokujō no miyasudokoro 六条御息所

	rokurin ichiro 六輪一露

	Rokurin ichiro hichū 六輪一露秘注

	Rokurin kanjō hiki 六輪灌頂秘記

	rongi ロンギ

	Rosetsu 驢雪

	rōtai 老体







	S

	Sado 佐渡

	Saga 嵯峨

	Sagano 嵯峨野

	sageuta 下歌

	Saichō 最澄

	saidōfū 砕動風

	Saigyō 西行

	Saigyōzakura 西行桜

	Saimon shingetsu zu 柴門新月図

	Sakagami 逆髪

	Sakahoko 逆矛

	sakaki 榊

	“Sakaki” 賢木

	san kifujin 三貴婦人

	Sanari Kentarō 佐成謙太郎

	Sanbō kōjin 三宝荒神

	Sandō 三道

	sandoku 三毒

	Sanemori 実盛

	Sangoki 三五記

	Sanjūshi ka kotogaki 三十四箇事書

	Sanlun 三論

	Sannō 山王

	sanshi seiran 山市晴嵐

	sansui suibokuga 山水水墨画

	sansuiga 山水画

	santai 三体

	Sarugaku dangi 申楽談儀

	sarugaku 申楽・猿楽

	sashi サシ

	satori 悟り

	Sei Shōnagon 清少納言

	Seiryōden 清涼殿

	Sekidera Komachi 関寺小町

	Semi 瀬見

	Semimaru 蝉丸

	Senbon 千本

	Senju 千手

	
Page 267 →“Senju no mae” 千手の前

	Senjūshō 撰集抄

	Senkin bakuden 千金莫伝

	senmonfū 浅文風

	Sesshū 雪舟

	Seta 瀬田

	shamisen 三味線

	Shi jing 詩経

	shidai 次第

	Shidō yōshō 至道要抄

	shigajiku 詩画軸

	Shigehira 重衡

	shigure 時雨

	Shikadō 至花道

	shiki 色

	shiki soku ze kū, kū soku ze shiki 色即是空、空則是色

	shimogakari 下掛

	Shimogamo 下鴨

	Shin chokusenshū 新勅撰集

	shin 心

	shinboku 神木

	shinden-zukuri 寝殿造り

	Shingon 真言

	Shinkei 心敬

	Shinkokinshū 新古今集

	Shinobu 信夫

	shintai 真諦

	Shintō 神道

	shinzoku ittai 真俗一諦

	Shiogama 塩釜

	shirabyōshi 白拍子

	Shirakawa 白河

	Shiren yuxie 詩人玉屑

	Shirō 四郎

	shita sudare 下簾

	shite シテ

	shitennō 四天王

	shizu 賤

	shizu ga ya 賤が屋

	Shizuka 静

	Shōchō 正長

	shōdan 小段

	shōgi 将棋

	shōgun 将軍

	shōhō 正報

	shohō jissō 諸法実相

	shōji soku nehan 生死即涅槃

	shōkafū 正花風

	Shōkei 祥啓

	Shōki 鍾馗

	Shōkokuji 相国寺

	Shokushi naishinnō 式子内親王

	Shōrin 祥琳

	Shōshō hakkei 瀟湘八景

	shōshō yau 瀟湘夜雨

	Shōtetsu 正徹

	Shōtetsu monogatari 正徹物語

	Shōtoku 聖徳

	Shūbun 周文

	Shūi gusō 拾遺愚草

	Shūishū 拾遺集

	shujō 衆生

	Shunkan 俊寛

	shuramono 修羅物

	shurin 竪輪

	soenfū 麁鉛風

	Sōfuren 想夫恋

	Sōgi 宗祇

	sōmoku jōbutsu 草木成仏

	sōmoku kokudo shikkai jōbutsu 草木国土悉皆成仏

	Song 宋

	Song Di 宋廸

	Song Yu 宋玉

	Sotoba Komachi 卒塔婆小町

	Su Shi 蘇軾

	Sugawara no Michizane 菅原道真

	sugoroku 双六

	Suma 須磨

	Suma Genji 須磨源氏
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	Sumidagawa 隅田川

	Suminoe 住江

	Sumiyoshi 住吉

	Sumizome zakura 墨染桜

	Suō 周防

	Suwa 諏訪







	T

	Tadanori 忠度

	Tadasu 糺

	Taira 平

	Taira no Atsumori 平敦盛

	Taira no Kanemori 平兼盛

	Taira no Kiyomori 平清盛

	Taira no Shigehira 平重衡

	Taisan pukun 泰山府君

	taizōkai 胎蔵界

	Takaiko 高子

	Takakura 高倉

	Takasago 高砂

	Takeda dayū 竹田太夫

	Takeda Motoharu 武田元治

	Takemoto Mikio 竹本幹夫

	Takimatsuri 滝祭

	Tamakazura 玉鬘

	Tanaka Nariyuki 田中成行

	Tang 唐

	Tang yi shi 唐逸史

	Tanikō 谷行

	Tatsuta 竜田

	Tatsutahime 龍田姫

	Tayūgen 太夫元

	Tegoshi 手越

	Teika 定家

	Teika jittei 定家十体

	Teikakazura 定家葛

	ten-chi-jin 天地人

	Tendai 天台

	Tenjin 天神

	Tennōji 天王寺

	Tian zhong ji 天中記

	Tō no Chūjō 頭中将

	Tōboku 東北

	tōin 頭韻

	tokoyo 常世

	Tokue Gensei 徳江元正

	Tokugawa 徳川

	tokugyū 得牛

	tokusei 徳政

	Tomonaga 朝長

	Tōnomine 多武峰

	torii 鳥居

	Tōru 融

	tsuchi ikki 土一揆

	tsūkan 都管

	tsure ツレ

	tsuridono 釣殿







	U

	uchito 内外

	Ugetsu monogatari 雨月物語

	Ugetsu 雨月

	Ujinobu 氏信

	Ukifune 浮舟

	ukina 憂き名・浮き名

	Ukon 右近

	urami 恨み

	uta 歌

	utagaruta 歌ガルタ

	Utaishō 謡抄

	Utaura 歌占

	Utō 善知鳥







	W

	wabicha 侘茶

	Waka chikenshū 和歌知顕集

	waka 和歌 (poetry)

	waka ワカ (shōdan)

	Wakamiya 若宮

	Wakan rōeishū 和漢朗詠集

	Wakeikazuchi 別雷
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	Wakita Haruko 脇田晴子

	wakizure ワキヅレ

	wakō dōjin 和光同塵

	Wang Donglan 王冬蘭

	Wang Wei 王維

	Wei Qingzhi 魏慶之

	Wu (Mt.) 巫

	Wu Dao-zi 呉道子

	Wude 武徳







	X

	Xian 西安

	Xiang 襄

	Xiang Yu 項羽

	Xiangyan 香厳

	Xiaosui 小水

	Xiaoxiang bajing 瀟湘八景

	Xu Hao 虚耗

	Xuanzong 玄宗







	Y

	Yamabe no Akahito 山部赤人

	Yamaki Yuri 山木ユリ

	Yamana 山名

	Yamashiro 山城

	Yamato 大和

	Yan Yuan 顔淵

	Yang Guifei 楊貴妃

	Yasuda Ayao 安田章生

	Yatsuhashi 八橋

	yin-yang 陰陽

	yōen 妖艶

	Yōkihi 楊貴妃

	Yokomichi Mario 横道萬里雄

	yoriai 寄合

	Yoroboshi 弱法師

	Yoshida Kanemasa 吉田兼将

	Yoshimine no Yoshikata 良岑義方

	Yoshino 吉野

	Yoshinoyama 吉野山

	Yu 虞

	Yuan Xian 原憲

	Yufei (Gyokuhi) 玉妃

	yūfū 用風

	Yūgaku shūdō fūken 遊楽習道風見

	Yūgao 夕顔

	yūgen 幽玄

	Yūgen sanrin 幽玄三輪

	Yūgyō yanagi 遊行柳

	Yuimakitsu 維摩詰

	yukari 縁

	yume 夢

	Yūonshō 遊音抄

	Yuya 遊屋・熊野・湯屋・ 湯谷

	Yūzaki 結崎







	Z

	zattai 雑体

	Zegai 善界

	Zen 禅

	zen’aku funi 善悪不二

	Zenchiku 禅竹

	Zhanran 湛然

	Zhenguan 貞観

	Zhong Kui 鍾馗

	Zhongnan 終南

	Zhuangzi 荘子

	Zoku kojidan 続古事談

	zokutai 俗諦

	zōrin 像輪
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	Ise monogatari chikenshū, 164

	Ise monogatari emaki, 78i, 83

	isshin hokkai, defined, 88n54

	Itō Hiroyuki, 63, 66

	Itō Masayoshi, 14, 21, 62, 63, 64, 65, 66, 71, 107, 148, 204, 206, 207, 228, 239, 253, 255, 256, 257n6; categories of attributional confidence of, 251

	Izutsu, 9, 10, 12, 66, 71, 80, 108, 164, 225, 238; structural similarity to Nonomiya, 206, 227–28
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	Jika denshō, 249; and its list of Zenchiku’s plays, 252

	Jikokuten (Dhr.tarās.t.ra), 122, 123i

	Jinson, 4, 13, 70, 198, 236, 243, 244

	Jizang, 22

	Joyce, James, 62

	
Page 283 →Juchin (Zeami’s wife), 242

	Jūgyūzu (Ten Oxherding Pictures) 45; series attributed to Shūbun, 38–42i; stages of, enumerated, 88n35; and Zenchiku’s rokurin ichiro system, 37, 45, 57

	Jūnijirō, 241
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	Kabu zuinōki (treatise, Zenchiku), 10, 11, 12, 18, 48, 53, 54, 94, 103, 152, 157, 164, 183, 243, 249; assertion of the identity of noh and kadō in, 94; Genji monogatari in, 198; lack of author attribution in, 26n21

	Kabu zuinōki, draft version of: and attribution of Nonomiya to Zenchiku, 228–29; and its implications for attribution of Zenchiku’s plays, 250–51; and Ohara gokō, 185, 187, 191; waka in, 229; and Yōkihi, 168

	Kakinomoto no Hitomaro. See Hitomaro

	Kakitsubata, 20, 21, 56, 75, 77–85, 84i, 103, 107, 144, 164, 205, 213, 223, 237; and Bashō, 84–85, 199; Buddhist ideas and images in, 80, 82–83; color in, 73, 80–81, 82, 83; divine status of Narihira in, 80; enlightenment in, 82–83; eroticism in, 80, 83; humble dwellings in, 190; and Ise monogatari, 79; and Meishukushū, 79–80; plot summary, 77; shiki-kū (Form-Emptiness) in, 86; and Teika, 106; transgressive love in, 93; visual representations of Ise monogatari in, 83

	Kakyō (treatise, Zeami), 46, 242

	kaleidoscopic allusion, 61–62; in Oshio, 150

	Kamo, 10, 129–36, 134i, 152, 159, 160, 185, 223, 237; divinity, images of, 129, 130, 133, 136, 137; landscape in, 132, 136; non-duality in, 131, 132, 136; syncretism, Shinto-Buddhist, in, 133

	Kamo no Chōmei, 132

	Kan’ami, 8, 198; noh plays of, word music in, 114

	Kangiten (Gaṇeśa, Vināyaka), 110–11, 113; in Teika, 98

	kanjō, defined, 185

	Kannon (Avalokiteśvara), 110–11

	Kantan, Taoist ideas in, 69

	Kanze Hisao, 18, 20, 110; on the circular style, 126n41

	Kanze Motoakira, 249

	Kanze Nagatoshi, 249

	Kanze troupe, 7, 8, 13, 111, 236, 241

	Kashiwazaki, 164, 168

	katai okina; in Meishukushū, 79; and the noh actor, 159

	Kayoi Komachi, 110

	Kazuraki, 106

	Kazuraki, goddess of, 105, 106

	kazuramono noh plays, 9

	keichū no i (intention within the image). See ichū no kei

	kenpū (what the audience sees). See ichū no kei

	Kenreimon-in, 164, 165, 189; divine status of, 186–87, 190, 192; as an embodiment of Zenchiku’s feminine ideal, 186; and ukina (the sullied name), 191

	Kenreimon-in, Empress, 12

	kenshō jōbutsu (see one’s own nature, become a Buddha), 22

	Ki no Aritsune, daughter of, 68, 164; identified with the Izutsu woman, 91n119

	Ki no Tsurayuki. See Tsurayuki

	kijin (demons and gods), 122

	Kinoshita Yoshimi, 119, 181–82, 204 Kintōsho (Zeami), 36

	Kinuta, 9, 10, 66, 156, 238; contrasted with Ohara gokō, 192

	Kiritsubo, as a predecessor for Kogō, 177; compared to Yang Guifei, 168

	Kiyomori, 175, 186

	Kiyotsune, 9, 174, 198

	Klein, Susan, 82

	Kōfukuji temple (Nara), 4, 241; clerics of, and their patronage of Zenchiku, 5, 13, 19, 70, 178, 211, 238, 241

	Kogō, 12, 153, 154, 163, 164, 165, 186, 190, 237; contrasted with Senju, 182; 
Page 284 →and Heike monogatari, 174–76; humble dwellings in, 177–78; male shite in, 194n21; plot summary, 175; and Yōkihi, parallels between, 174

	Kogō: and Kiritsubo, as “fallen women,” 177–78; reimagined as Yang Guifei, 176–77

	Koi no omoni, 238

	Kojiki, 53, 141

	Kokinshū, 20, 79, 103, 137, 139; preface to, 155

	Komparu Gonnokami, 7, 13

	Komparu troupe, 7, 13, 64, 241; dispute with Kongō troupe, 243, 245n7

	Komparu Yasaburō (Zenchiku’s father), 241

	Komparu Zenchiku. See Zenchiku

	Kongō troupe, dispute with Komparu troupe, 243, 245n7

	Kūkai, 22

	Kuoan Shiyuan, 37

	Kuroda Toshio, 24

	Kyakuraika, Zeami on Zenchiku in, 242

	Kyōgaku, 13, 236, 243

	kyōgen, in Bashō, 69, 70–71, 71–72; in Oshio, 149; in Shōki, 117, 121; in Tamakazura, 202; in Teika, 97; in Ugetsu, 156

	Kyūi (Nine Levels), 11, 18, 94, 157, 168, 183, 250; enumerated, 26n22
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	landscape: in Bashō, 65, 66, 68, 77, 83, 86; and emotion, in Zenchiku’s noh plays, 32, 35, 216; in Kamo, 132, 137; in Nonomiya, 210, 215; political aspects of, in Kamo, 136; and sōmoku jōbutsu, in Zenchiku’s noh plays, 29–35; in Tamakazura, 201; in Tatsuta, 137, 138, 142; in Ugetsu, 153, 155

	landscape painting: and its relationship to noh, 36, 73, 74; role of, in the development of noh, 85

	Levertov, Denise, 231

	Liezi (Taoist text), as source material for Bashō, 68, 69, 71, 72

	Lotus Sutra, 29, 61, 62, 63, 74, 79, 97, 108, 115, 137; and the “burning house” parable, in Nonomiya, 224–25; “Devadatta” chapter of, 23; in Meishukushū, 76
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	Maigetsushō (treatise, attrib. Fujiwara no Teika), 11, 122

	Man’yōshū, 199, 205

	mask: okina, 244; worn for Bashō, 91n108

	Matsukaze, 12, 108, 152, 174, 190; as the origin of the circular style, 126n40

	Matsumushi, 20, 218, 223

	Matsuoka Shinpei, 14, 20, 27n37, 102, 107, 112, 223, 239

	McKinnon, Richard, 46 Meishukushū, 18, 95; esoteric Buddhism in, 76; and the identity of noh and waka, 236; okina in, 159, 160, 236; revealed identity in, 143

	Minamoto no Sanetomo, 207

	Minamoto no Tōru, 145; and Ashikaga

	Yoshimasa, in Oshio, 148

	Minamoto no Toshiyori, 208

	Misumi Yōichi, 204

	Miwa, 64

	Miyake Akiko, 20, 251, 254, 255

	Miyamasu, 10

	Miyata Kazumi, 204, 205

	Mojie. See Wang Wei

	monochrome ink landscape paintings. See sansuiga

	Morihisa, 11

	Motomasa, 8, 10–12, 13, 21, 228, 236, 237, 241, 242; as a bridge between Zeami and Zenchiku, 10; as the pioneer of unhappy endings, 109

	Motomezuka, 168

	Motoshige (Zeami’s nephew). See On’ami

	Motoyoshi (Zeami’s son) 8, 228, 238, 241

	Mt. Wu, goddess of, 112–13

	mugen noh, 197–231

	Murata Shukō, 5, 178

	music, role of: in Kogō, 175, 178; in Senju, 179
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	Nagashima Seiji (photographs), 130, 134

	Nagashima Tadashi (photographs), 58, 84, 96, 130, 167, 188, 221, 226

	Nankō Sōgen, 14, 18, 183, 239, 243

	Narihira: affair with Empress Takaiko, 148; and aristocratic women, in Zenchiku’s noh plays, 191; compared to Teika in Teika 103–4; divine status of, in Kakitsubata, 77, 79–80; and “expedient means,” 83; in Kakitsubata, 85; and love, 93, 181, 182, 225; in Meishukushū, 18, 21, 79–80, 95; and the Nijō Consort, 103; as an okina in Ise monogatari, 144–145; as an okina in Oshio, 146; in Oshio, 147, 149, 150, 160; in the secret Ise commentaries, 182; and Senju, 183; Zeami’s understanding of, contrasted with Zenchiku’s, 80; and Zenchiku, parallels between, in Oshio, 148; in Zenchiku’s noh plays, 18, 21, 77, 86; in Zenchiku’s thought, 141, 144

	Narihira (poet), 115

	Nearman, Mark, 46, 239

	Nihon shoki, 53, 141

	Nihyakujūban utai mokuroku, 249

	Nikyoku santai ningyō zu, 47i, 49, 50, 56, 121

	Nine Levels. See Kyūi

	Nishikigi, 242

	Nishimura Satoshi, 204

	Nishino Haruo, 83, 251, 255; categories of attributional confidence, 255–56

	noh, 1, 2, 5, 7; cited in other noh plays, 106, 225; efforts to legitimize, 52–54; and its audiences, 198, 199; and landscape painting, 36, 52–57, 73, 74, 85, 153; performers, appearance onstage, 47; and renga, 140; as source material for Zenchiku’s own, 140; visual dimension of acting in, 45, 46; visual representation in, 35–52. See also Zenchiku, noh plays of

	non-duality: in Bashō, 69; in Higashiyama culture, 184; images of, in Kamo, 131; in Kamo, 130, 136; in Nonomiya, 226; in the thought of Zenchiku, 21; in the treatises of Zenchiku, 22; in Zenchiku’s noh plays, 24, 132, 160, 231, 236

	non-sentient beings: divine nature of, in Tatsuta, 139, 141; portrayed as women, in Zenchiku’s noh plays, 29

	Nonomiya, 25, 32, 103, 149, 153, 159, 163, 185, 198, 209–30, 221i, 235, 237, 239; ambiguity in, 224, 226–27; and Aoi no ue, 225, 228; attribution of, 227–29; Buddhist ideas and images in, 224, 225, 226; changing critical assessments of, 230; final release of the shite in, debated, 226–27; and Genji monogatari, discrepancies between, 217, 223; language from Genji monogatari in, 215; plot summary, 210–17, 218–24; Rokujō, identified with landscape in, 213; Rokujō’s poem quoted in, 214; Shinto in, 224; similarity to Izutsu, 206, 227–28; similarity to Teika, 228; stage properties in, 224; and syncretism, Shinto-Buddhist, 214, 225; and Tamakazura, parallels between, 230, 231; and Teika’s influence, 205, 229–30

	Nōhon sakusha chūmon, 249

	Northern and Southern courts, 6

	Nureginu, 185

	nyonin jōbutsu (ability of women to attain buddahood), 23, 25, 236; linked to sōmoku jōbutsu, in Zenchiku’s noh plays, 23; in Zenchiku’s noh plays, 76; in Zenchiku’s noh treatises, 76
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	Obasute, 9, 66

	Ohara gokō, 12, 159, 163, 164, 169, 185, 186, 188, 188i, 192, 237; chapter in Heike monogatari, 185; compared to Kinuta, 192; compared to Senju, 182; divided views of landscape in, 33–35; in the draft version of Kabu zuinōki, 187, 189; echoes of Teika and 
Page 286 →transgressive love in, 191; eroticism in, 190; in Heike monogatari, summary, 186–87; and Kabu zuinōki, draft version of, as evidence for Zenchiku’s authorship, 191; and the “Kanjō no maki” of Heike monogatari, 185; plot summary, 186–87

	Ohara no hanami (Oshio), 13, 244

	Okada Mitsuko, 191

	okina, 22; as a divine figure, 18, 159; in the treatises of Zenchiku, enumerated, 143

	Okudaira Shunroku, 85

	Omote Akira, 121

	On’ami, 8, 13, 228, 241, 244; Zenchiku’s rivalry with, 236

	oneness disclosed, 15

	Ōnin War, 3, 5, 6, 13, 14, 111, 235, 244

	Ōninki, 111

	Ortolani, Benito, 152

	Oshio (Oharano hanami) 10, 19, 129, 159, 160, 223, 237; class consciousness in, 147, 148; and Ise monogatari, 144–152; Narihira in, 182; plot summary, 144– 52; possible autobiographical moment in, 148; as a possible commission for the Wakamiya festival, 144; transgressive love in, 93

	Ōuchi Norihiro, 243
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	painting: identified with noh, 153; identified with poetry, 73; and its role in Bashō, 77; and noh, 52–57

	Pinnington, Noel, 8, 25n10, 239

	plants and trees, enlightenment of. See sōmoku jōbutsu, 23

	poetry: as divine, in the thought of Zenchiku, 157; identified with painting, 73

	poetry, Old English, 114

	Pound, Ezra, 1, 2
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	rakkitei (demon-quelling style, one of the Teika jittei), 12, 121, 122, 157

	reality and non-reality, in Bashō, 68–73

	reconciliation of opposites: in Ugetsu, 158; in Zenchiku’s noh plays, 160

	renga, 2, 5, 13, 71, 121, 139, 218, 243, 256; influence on Zenchiku’s late style, 149; manuals, as intermediaries between Genji monogatari and noh, 197, 218, 223; in noh, 140; in Tatsuta, 140; in Ugetsu, 154; in Zenchiku’s noh plays, 154

	Renju gappeki shū, 223

	revealed identity, 21–25; defined, 21–22; in Meishukushū, 143; and the noh plays and treatises of Zenchiku, 236; in Teika, 106, 113, 115; in Zenchiku’s dramaturgy, 7; in Zenchiku’s noh plays, 98, 110, 122, 124, 143; in Zenchiku’s treatises, 143

	rikidōfū style, 121, 122; Zeami’s rejection of, 238

	Rikugi (treatise, Zeami) 9, 94, 241

	rokudō (Six Paths of existence) narrative: detailed, 195n42; in Heike monogatari, 186; in Ohara gokō, 187, 190

	Rokujō no miyasudokoro, 163, 164, 209–10; emotions of, reflected in landscape in Nonomiya, 213, 216; poem by, quoted in Nonomiya, 214; and transgressive love, 225 Rokurin ichiro hichū (commentary, Zenchiku), 17i, 18, 27n40, 37, 43i, 44i, 48, 51, 56, 119, 156, 244; Genji monogatari in, 198

	Rokurin ichiro no ki (treatise, Zenchiku), 13, 14, 18, 183, 242, 243, 244

	Rokurin ichiro no kichū (commentary, Zenchiku), 18, 243

	rokurin ichiro (six circles and one dewdrop) system, 15–19, 16i, 17i, 22, 43i, 44i, 48, 57, 136, 152, 238; and the Jūgyūzu, 37–38, 45; in Teika, 99; visual aspects of, 37

	Rokurin kanjō hiki (treatise, Zenchiku), 51
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	saidōfū, 121

	Saigyō, 94, 153, 154, 155, 183

	
Page 287 →Saigyō shōnin danshō, 241 Saigyōzakura, 21, 94, 164; as the inaugural sōmoku jōbutsu play, 29; as a sōmoku jōbutsu play, 28n54; spirit of a non-sentient being in, 67

	Sakahoko, 139

	Śākyamuni, 76

	Sanari Kentarō, 106

	Sandō (treatise, Zenchiku), 163, 248

	Sanemori, 168, 198

	Sangoki (treatise falsely attributed to Teika) 94, 95, 169, 189, 229, 250

	Sanjūshi ka kotogaki, 63

	Sanryūsho (secret Kokinshū preface commentary), 20

	sansuiga, (sansui suibokuga), 5, 35 santai (Three Modes), 46

	Śāriputra, 76

	sarugaku, 7, 52, 53, 54, 144, 178, 197, 236, 242, 245

	Sarugaku dangi (treatise, Zeami), 13, 238, 241, 248

	Sarugaku engi, 245

	Sarugaku kōshōki, 245

	Saussure, Ferdinand de, 115

	screen-drama (byōbu-geki), 85

	Sekidera Komachi, 9

	Semimaru, 164

	Senju, 12, 114, 163, 165, 178–85, 237; compared to Kogō, 182; compared to Ohara gokō, 182; compared to Yōkihi, 182; conclusion of, 185; as a courtesan-turned-bodhisattva play, 184; and Heike monogatari, 182; and Ise monogatari, 180–83; and its predecessor, Eguchi, 183; plot summary, 179–80; and the “Senju no mae” section of Heike monogatari, compared, 179–80; in the writings of Zenchiku, 183

	Senju Kannon (Sahasrabhuja, Avalokiteśvara), 183–85

	Senjūshō, 154

	Sesar, Carl, 166; on Yōkihi, 170–71

	Sesshū, 5

	Shi jing, 53

	Shidō yōshō (treatise, Zenchiku), 18, 124, 244; and Zenchiku’s pan-yūgenism, 113

	shigajiku, 57, 73; union of text and image in, 54

	Shigehira (Kasa sotoba), 179

	Shigehira, modeled on the elegant lover Narihira, 181–82

	Shigehira (historical figure), 178

	Shigyoku (priest, associate of Zenchiku’s), 15, 239, 242

	Shikadō (treatise, Zeami), 46

	shiki-kū (Form-Emptiness), in Kakitsubata, 86

	Shin chokusen wakashū, in Teika, 99

	Shingon Buddhism, 18, 22

	Shinkei, 5, 178; and the hie aesthetic, 74, 75, 113

	Shinkokinshū, 94, 100, 132, 138, 139

	Shinto, 15, 18, 24; in Nonomiya, 224; in Zenchiku’s noh plays, 129

	shinzoku ittai (absolute and relative become one), 52

	Shirahige, 185

	Shiren yuxie (critical commentary on Chinese poetry), 47

	Shirō (Zeami’s brother), 8

	shite: as already enlightened, in Bashō, 63, 64; denied enlightenment, in Zenchiku’s noh plays, 9, 19; divided subjectivity of, in Teika, 98, 99–100, 104, 106, 107; final release of, debated, in Nonomiya, 226; role of, in noh, 30; role of, in Oshio, 147; role of, in Ugetsu, 157; role of, in Yōkihi, 171; role of, in Zenchiku’s noh plays, 107, 109–10, 199, 237

	Shizuka, 163

	shohō jissō, 24, 25, 29, 66, 73, 236

	Shōkei, portraits of Zhong Kui, 119

	Shōki, 114, 116–24, 218, 242; ambivalence toward Zhong Kui in, 124; and the demonic, 115; and the godlike status of the demon Zhong Kui, 93, 122; plot summary, 116–19; Zeami’s influence on, 119, 121

	Shokushi, Princess, 100; compared with other aristocratic women in Zenchiku’s oeuvre, 103; and the grotesque, 20; identified with the 
Page 288 →Kazuraki deity, in Teika, 106; putative affair with Teika, 98, 104; and transgressive love, 112, 225

	Shōtetsu, 94, 124, 241, 243

	Shūbun, 5, 45; veiled style of, compared to Zenchiku, 56, 57

	Shūgyoku tokka, 241, 242

	Shūi gusō, 20, 94, 105, 205, 229; in Teika, 102

	Shūishū, 101

	Shunkan, 11

	Shunzei, 94

	shuramono, 179

	Single Dewdrop. See rokurin ichiro system

	Sōgi, 5

	Sōin (Zenchiku’s son), 13, 242, 244

	sōmoku jōbutsu (enlightenment of plants and trees), 22–23, 25, 28, 29, 61, 63, 75, 82, 108, 164, 199, 236; in Bashō, 61, 63–64, 75–77; and landscape, in Zenchiku’s noh plays, 29–35; linked to nyonin jōbutsu, in Zenchiku’s noh plays, 23; in Teika, 108

	Sotoba Komachi: and non-duality, 184; sound, role of, in Nonomiya, 217, 218, 223

	stage properties: in Nonomiya, 219, 224; in Teika, 97; in Yōkihi, 166; in Zenchiku’s noh plays, 25

	Su Shi, 65, 66, 73

	Sugawara no Michizane, 140, 182 suibokuga, 56, 74; in Bashō, 83

	Suma Genji, 198

	Sumidagawa, 11, 109, 163, 164

	Sumiyoshi deity (the bodhisattva Kōkitokuō), 156, 157

	śūnyatā (J. kū, emptiness), 83

	syncretism, Shinto-Buddhist: in Kamo, 133; in Nonomiya, 211, 214, 225; in premodern Japan, 24, 25; in Zenchiku’s noh plays, 159; in Zenchiku’s thought, 143
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	Tadanori, 9, 94, 174, 198

	Tafuku-an, 13, 14

	Taihaku Shingen, 57, 59, 60

	Taira no Kanemori, 104, 175

	Taira no Kiyomori. See Kiyomori

	Taira no Shigehira. See Shigehira

	Taisan pukun, 104

	Takaiko, Empress (Nijō no kisaki, the Nijō Empress), 77; affair with Narihira, 148

	Takakura, Emperor, 174, 175, 186

	Takasago, 94, 242; influence of, on Ugetsu, 156

	Takeda Motoharu, 122

	Takemoto Mikio, 218

	Tamakazura, 20, 99, 114, 152, 163, 164, 164, 198, 230, 237; atypically happy ending, 203; changing critical assessments of, 230; discrepancies between Genji monogatari and Zenchiku’s noh play, 201, 203–5; and Genji monogatari, discrepancies between, 231; Hyakunin isshu in, 207–9; kyōgen in, 202; and Nonomiya, ambiguity in, 197–234; and Nonomiya, parallels between, 230, 231; plot summary, 201–3; structural similarity to Ukifune, 205, 206, 228; tentative chronological placement advanced, 206; transgressive love in, 206; word music in, 206–7

	Tamakazura, chapters, in Genji monogatari, summary of, 199–201

	tamakazura vine, 205, 206

	Tanaka Nariyuki, 111

	Tango monogurui, 242

	Tanikō, 97

	Taoism, 15, 18; in Zenchiku’s noh plays, 68, 69, 71, 166

	Tatsuta, 10, 129, 152, 159, 172, 223, 237; images of divinity in, 138; plot summary, 137–43; as a possible commission piece for the Tatsuta shrine, 143

	Tatsutahime, 75

	Teika, 20, 21, 32, 63, 86, 96i, 109, 111, 151, 154, 159, 163, 165, 185, 199, 204, 205, 213, 223, 225, 229, 237, 239; circular structure of, 98, 108–10; compared to Kakitsubata, 106; compared to Ohara 
Page 289 →gokō, 191; and the dismantling of yūgen, 102; divided subjectivity of the shite in, 98, 99, 104, 106, 107, 181; and Fujiwara no Teika, 93, 95, 113, 122, 124; and the grotesque, 20, 102, 112–15; Hyakunin isshu in, 99, 100, 101; modern psychological reading of, 107; plot summary, 95–97; poetic allusion in, 98–108; revealed identity in, 98, 106, 110, 113, 115; shite denied enlightenment in, 97, 109; similarity to Nonomiya, 228; transgressive love in, 93, 110, 112, 124, 206, 235; waka in, 98–106; word music in, 113–115

	Teika, in Teika, compared to Narihira, 103–4

	Teika, treatment of, in Teika, 93, 95, 113

	Teika (poet): and the demon-quelling (rakkitei) style, 121; early work of, recalled in Oshio, 152; frequent quotes from, in Zenchiku’s treatises, 229; influence of, on Nonomiya, 229, 230; influence of, on Zenchiku, 213; putative affair with Princess Shokushi, 98, 104; quoted in Nonomiya, 205; quoted in Teika, 101; and Zenchiku’s treatises, 93, 94, 95, 113

	Teika jittei, 11, 12, 18, 94, 157, 189, 250

	Teika vines, as a metaphor for attachment, 93, 97, 106, 112, 113

	Teika’s Ten Styles. See Teika jittei

	Ten Oxherding Pictures. See Jūgyūzu, 37

	Ten Styles. See Teika jittei

	Tendai Buddhism, 21, 23

	theater of revelation, 64, 66, 165, 169, 237; in Bashō, 64, 66; and revealed identity, 237; used to characterize Zenchiku’s dramaturgy, 10; and Yōkihi, 169–74; in Zenchiku’s noh plays, 165

	theater of transformation, used to characterize Zeami’s dramaturgy, 10

	Thornhill, Arthur, 12, 184, 239

	Three Modes, defined 26n13, 26

	Tianzhong ji, 116, 121

	Tokiwa Gishin, 27n35

	Tokue Gensei, 204, 205

	Tokuko, Empress, 175

	Tomoe, 226

	Tomonaga, 11, 168, 242

	Tōru, 12

	transgressive love, in Tamakazura, 206; in Teika, 206; in Zenchiku’s noh plays, 191, 204, 206

	Tsukikusa, 243

	Tsurayuki, 94, 155, 156, 157







	- U -

	Ugetsu, 10, 19, 32, 36, 129, 152–59, 237; plot summary, 153–59; reconciliation of opposites in, 155; rusticism in, 190; unity of poetry and dance in, 157

	Ukifune, 152, 163, 242; shōdan of, compared to Tamakazura’s, 205–6, 228

	ukina (the sullied name), in Ohara gokō, 191

	Ukon, 202, 209, 230

	Utaishō (noh commentary), 62, 65, 66

	Utaura, 11

	Utō, 36
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	Varley, H. Paul, 56

	Vimalakîrti (J. Yuimakitsu), 85

	Vināyaka, 112

	visual dimension of acting, in noh, 46–52

	visual representation, and noh, 86
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	waka: attempts to identify noh with the prestige of, 52–54, 57; attempts to identify painting with the prestige of, 52–53; identified with dance, 153; in Kakitsubata, 77, 79, 81; in Kamo, 131; in the noh plays of Zeami, 94; in Ohara gokō, 191; in Oshio, 148, 149, 151; in Tatsuta, 137, 138, 139, 140, 141; in Teika, 98–109, 113, 114; in the treatises of Zenchiku, 18, 94, 168; in Ugetsu, 153; in Zenchiku’s noh plays, 20, 21, 75, 77, 79, 81, 85, 236

	
Page 290 →Waka chikenshū (commentary on Ise monogatari), 79

	Wakan rōeishū, 153, 155
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Extended Description for Figure 1
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The set of six circular diagrams arranged vertically and each circle has a distinct internal feature. The first circle is empty with no internal marking. The second circle has a single vertical line passing through its center which divides it into two equal parts. The third circle has a shorter vertical line starting from the bottom center toward the middle but it does not reach the top. The fourth circle is filled with a dense irregular pattern that looks like scattered dots or particles. The fifth circle shows a symmetrical design where multiple lines intersect and radiate outward from the center to form a starburst or wheel like pattern. The sixth circle is empty similar to the first with no internal marking. The sequence shows a progression or variation in design where the circles move from simple form to more complex form and then return to simplicity.
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