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The principal figure in the devclopment of the N was Seami (or
Zeanmi ) Motokiyo (1363-1443). He was the author of most of the
N6 plays which are still performed, including three of the four given
tn this volume. In addition to the plays, he wrote a number of critical
works on the No in which he described the aesthetic principles
underlying his art. The language he used, perhaps necessarily <o, is at
times obscure, and offers special problems in trandation. This was
duc in part to the influcnce of Zen Buddhism, with its emphasis on
intuitive understanding: this Zen influence is particularly apparent
m the first selection given here. The word yheen, with which the
second selection 1s concerned, had a primary meaning of “mystery”
and, howcver used, generally retains something of the sense of a
mysterions power. Seami gave to this word the meaning of the chief

aesthetic principle of the No.

THE ONE MIND LINKING ALL POWERS

Sometimes spectators of the N¢é say that the moments of “no action”
are the most enjoyable. This is one of the actor’s secret arts. Dancing
and singing, movements on the stage, and the diffcrent types of
miming are al acts performed by the body, Moments of “no action”
occur in between. When we esamine why such moments without ac-
tion are enjoyable, we find that it is due to the underlying spiritual
strength of the actor which unremittingly holds the attention. He
does not relax the tension when the dancing or singing comes to an
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end or at intervals between the dialogue and the dgifferent types ot
miming, but maintains an unwavering inner strength. Thisfccling
of inner strength will faintly revealitself and bring enjoyment.
However, it isundesirable for the actor to permit this inner strength
to become obvious to the audicnce. If it is obvious, it becomes an act,
and is no longer “no action.” The actions before andafter aninterval
of “noaction” must be linked hy entering the state of mindlessness
in whnicntheactor conceals even from himscll his own mient. The
ability to move audiences depends, thus, on linking allthe artistic
powers with one mind.

“Lifc and death, past and present—
Marioncttes on a toy stage.
Whenthe strings are broken,
Behold the broken picces!™ !

This is amctaphor describing human life as it transmigrates be-
twecn lifc and dcath. Marionettes on a stage appear to move in
various ways, but in fact it is not thcy who really move-they arc
manipulated by strings. Whenthese strings are broken, the mario-
nettcs fall and arc dashed to pieces. In the art of the Natoo, the dif-
ferent types of miming are artificial things. What holds the parts
together is the mind. This mind must not be discloscd to the audi-
ence. If it isscen, it is just as if a mnrioncttc’s strings were visible.
The mind must be made the strings which hold together al the
powers of the art. If this is done the actor’s talent will endure. This
effort must not be confined to the times when the actor is appcar-
ing on the stage. day or night, wherever he may be, whatever he may
be doing, he should not forget it, but should make it his constant
guide, uniting al his powers. If he persistently strives to perfect this,
his talent will steadily grow. This article is the most secret of the
secret teachings.

1 Poem by an unknown Zen master. The last two lines may mean, “Whenlife comes
to an endthe illusions of this world also break into picccs.”
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ON ATTAINING THE STAGE OF YUGEN

Yiigen is considered to be the mark of supreme attainment in all th
arts _and accomplishments. In the art of the Né in particular thC
fnanlfcsm(ion of yhigen is of the first importance. When gen
in the N6 is displayed, it is gencrally apparent to t};c cye mi’}”_ge."
thft one thing which audiences most admire, but actors {vl,u; )oslt )
yiigen arc few and far between. This is because they do‘ not kr‘lovjc'ss
true meaning and so do not reach that stage. "
lr.1 what kind of place is the stage of )';igcn to be found? Let
begin by cxamining the various classes of people on the b'ls.is (;f tES
appearance that they made in socicty. May we not sa of( ;hc :
tiers whose behavior is distinguished and whose 1:: earan COlf"_
surpasses that of other men, that they are at the smg[:: of f?c a:
From this we may sce that the essence of yigen is true l)c;ni)t gmd
gentleness. Tranquillity and elegance make for yigen in pcrysc?:al
?jvnp;i:;;:c:;‘zn:llc{):r?c way, the yeigen of discourse lies in a grace of
! and : plete mastery of the speech of the nobility and
the gentry so that even the most casual utterance will be graceful
A musical performance may be said to possess yrigen wghc 1}11
m'clody flows beautifully and sounds smooth and sensitive. A 3:1:1 .
will possess Xzigen when the discipline has been thoroughl .mast c;
arlld the audience is delighted by the performer’s mov;nc)r:ts ansr:)
his serene appearance. Acting possesses yi#gen when the pcrf;)rm1 .
of the Three Roles? is beautiful. If the characterization calls ft .
display of anger or for the representation of a devil, the action may
be somewhat forceful, but as long as the actor ncvcr,loscs sight ; fm;l\y
Etct;::,tcyc ofht.hc cffcctl amci1 bears in mind always the correft b:lax:c:
n his mental and physical actions and

ments of his body and feet,? his appearance will ll);t‘:(:cbncatjhtt':f Tovc_
it may be called the “yiigen of a devil.” ol et

2 Seami C(HlSldClCd ‘lIC llllCC Bas P
h 1c RO‘CS to bC l]IOSC Of tllC Ol crson tllC woman
d v ’

3 SCIHI‘I C'SCW were discusses lllC lClﬂ(lOll bCl\VCCII Wlla( th actor exXpresses wi ll IIIS l)()d
S t y
Illd W,III IIC knOW but dOCS no Ovcllly cxpres At lils! an actor who has st dIC w
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All these aspects of yiigen must be kept in mind and made a part
of the actor’s body, so that whatever part he may be playing ytgen
will never be absent. Whether the character he portrays be of high
or low birth, man or woman, priest, peasant, rustic, beggar, or out-

cast, he should think of cach of them as crowned with a wreath

of flowers.[Although their positions in society differ, the fact that

they can _all appreciate the beauty of flowers makes flowers of all

of thcm.:’]'l'hcir particular flower is shown by their outward appear-

ance. An actor, through the use of his intethigence, makes his pres-

entation scem beautiful. 1t 1s his intelligence which permits him o

grasp the above principles; to learn poetry so as to impart yrugen
to his discoursc; and to study the most elegant costuming so A3 to
give yugen to his bearing. Though the characterization varies ac-
cording to the different parts, the actor should realize that the ability

to appear beautiful is the sced of yzgen. It is all too apt to happen

that an actor, believing that once he has mastered the characteriza-

tion of the different parts he has attained the highest stage of excel-
lence, forgets his appearance and is thercfore unable to cnter the
realm of yugen. Unless, however, he enters that rcalm he will not
attain to the highest achievements, and will therefore not become a

great master. That is why there are so {ew masters. The actor must

consider yrigen as the most im

perfect his understanding of it.
The “highest achicvements™ of which 1 have spoken are beauty of
ost careful attention must be given to the

appearance resented. When the form 1s beautiful, whether in danc-
P
ype of characterization, it may be called a

portant aspect of his art, and study to

form and manncr. The m

ing, singing, of in any t
“highest achievement.” When the form is ugly, the performance

a master docs not know any more than what he has learned and what he expresses,
but as he himself acquires mastery there are things which he comes to understand
beyond what he has been taught, and which he suggests rather than expresses. The
relation between the movements of the body and feet refers to a theory of Seamn’s that
if the body and the {cet move in the same manner the effect will be crude, Thus, in an

agitated passage when the {cet are stamping wildly, the movements of the body should

be gende or 2 disorderly effect will be produced which will mar the spectator's €nioy-

ment.
4 That is, their love of beauty makes them beautiful, irrespective of their station.
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will be inferior. Theactor shouldrealize that yigenisattained when

all different forms of visual and aural expression are beautiful, 1t is
when the actor himsel{ has worked out these principles and made
himself their master that he may be said to have entered the realm
of yigen. If he fuils tO work out these principles for himself, he
will not master them, and however much he m n'y aspire to attain
ytigen, he will never in al his life do so.

TRANSLATI D BY RYUSAKU TSUNODA AND DONALD KEENE

A Main Siage (Butar)

B Rear Stage (.ltoza)
C Bridge ([Hashigakarr)

D Curtain (Maku)

E Mirror Room (Kagami-no-ma)

F Shite’s pit1ar (Shite-bashira)
G Tacing Pillar (Metsuke-bashira)
HWaki'spitiar (Waki-bashira)

I Flute Pillar (Fue-bashira)

] Stage Attendant’'s Pillar (Koken-bashira)
K Name-Saying sent (Nanoriza)

L Kydgen's Sent (Kyogen-za)

M Chorus (Ji-utar)

N Drummer ( Taiko-kata)

O Drummers (Tsuzumi-kata)

P Flute Player (Fue-kata)

Q Pine Trees ( Matsu-no-ki)

R 11urry Do o r (Kirido-guchi)

SSteps to Audience (Shirasu-bashigo)

1 34 Shite: the protagonist, who usually makes two appearanccs, often the sccond ume as a

ghost.
)ﬁé Waki: the deuteragonist, oftenan itincrnnt monk.
Tsure: a companion of either the shite or waki.




