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Drodzy Czytelnicy.

Niniejszy zeszyt Silva laponicarum poswiecony jest w catosci
problematyce teatru japonskiego. Przekazujemy do Waszych rak
jedno ttumaczenie oraz jeden artykut. W zeszycie tym podjeliSmy
takze pierwszg prébe publikacji zawartosci graficznej w obecnym
formacie naszego periodyku.

Woczesne lato tego roku przyniosto kolejne zmiany w strukturze
kolegium redakcyjnego periodyku. W ich wyniku Silva laponicarum
ma obecnie redaktora naczelnego. Nie zmienia sie natomiast sktad
osobowy kolegium.

Mito nam powiadomi¢, iz kolegium redakcyjne kwartalnika Silva
laponicarum wraz z zarzadem Polskim Stowarzyszeniem Badan
Japonistycznych (PSBJ) ustalito, ze jeszcze w tym roku
kalendarzowym, przy wsparciu Fundacji im. Takashimy, ostatni,
zimowy zeszyt ukaze sie jako zeszyt specjalny periodyku pod
patronatem PSBJ. Artykuty w zeszycie specjalnym bedg w catosci
recenzowane przez samodzielnych pracownikow oSrodkéw
japonistycznych w Polsce. Czekamy na zgtoszenia prac do
tegorocznego oraz kolejnych zeszytéow specjalnych.

Kolegium redakcyjne E-mail: silvajp@amu.edu.pl

Poznan-Warszawa-Kuki, czerwiec 2008



Dear Readers,

This fascicle of Silva laponicarum is entirely devoted to Japanese
theatre. It contains one translation and one article. It is also in this
fascicle that we have made our first attempt at publishing graphic
images within the current format of our periodical.

This year’s early summer brought subsequent changes in the
editorial board. In result, Silva laponicarum finally has an editor-in-
chief. There are no other changes regarding the members of the
board.

It is our pleasure to announce that the Silva editorial board and the
board of Polish Association of Japanese Studies (PSBJ) agreed to
issue a special winter edition of Silva laponicarum starting from this
year under the patronage of PSBJ. The special edition will be issued
with the support of The Takashima Foundation. All articles will be
rewieved by full-time professors of Japanese studies departments in
Poland. We await your contributions to this and following special
editions of our periodical.

The editorial board E-mail: silvajp@amu.edu.pl

Poznan-Warsaw-Kuki, June 2008
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Shinodazuma
(Lisica 7 Shinody)

Thumaczenie/translation/EH R : Monika Tsuda

Od tlumacza

W listopadzie w roku 2004 gosciem poznanskiego Festiwalu Maski,
organizowanego przez Teatr Polski, byta grupa teatralna Saruhachiza z
japonskiej wyspy Sado. Zatozycielem grupy jest Ken Nishihashi, z
wyksztatcenia teatrolog, wieloletni praktyk, od 1970 roku zajmujacy si¢
animacjq lalek bunraku. Ken Nishihashi wytwarza lalki wlasnorgcznie,
podobnie jak wigkszos¢ rekwizytéw potrzebnych do spektaklu.

Miatam przyjemnos¢ obejrze¢ spektakl prowadzony przez Kena w Tokio,
podczas pobytu na stypendium doktoranckim Mombusho, w roku 2002.
Poruszylo mnie stonowane pickno przedstawienia i jego prostota, typowa
dla spektakli bun’ya ningyo. Wtedy wpadtam na pomyst zaproszenia
artystow do Polski. Nie wiedziatam jeszcze, ze marzenie to urzeczywistni
si¢ niedtugo pdznie;j.

Grupa Saruhachiza wystawita w Poznaniu spektakl Lisica z Shinody
(Shinodazuma), sztuk¢ napisang w XVIII wieku, grang na Sado od 1984
roku. Jest to historia nawigzujaca do japonskich dawnych wierzen,
wynikajacych ze strachu i szacunku przed natura, ktora mieszkancy wysp
usitowali przez wieki ujarzmia¢ i oswaja¢, na przyklad poprzez
ubodstwianie pewnych zjawisk przyrodniczych, groznych zwierzat czy
wybitnych oséb. Tytutowa lisica, jak wiele zwierzat w nieoficjalnej
mitologii japonskiej, potrafi zmieni¢ wiasng postac. Jej synek, Abe no
Yasuna, stanie si¢ w przysztosci stynnym wrdzbita, dzigki otrzymanemu od
matki puzderku, pozwalajacemu mu na zrozumienie mowy zwierzat.
Wydaje sie, ze mitologizacja historii Abe no Yasuna, uwieczniona w
dramacie, $wietnie ilustruje jedna z cech szczegdlnych literatury, jaka jest
nadanie jednostkowemu bytowi charakteru uniwersalnego, stanowigcego
punkt odniesienia dla odbiorcow spoza danego obszaru kulturowego,
ktorzy moga w archetypowych sylwetkach bohateréw odnalez¢ siebie.
Istotnie, poznanskie przedstawienie zostalo bardzo przychylnie przyjete
przez publicznos¢, dla ktorej odmiennos¢ kulturowa nie stata si¢ barierg
uniemozliwiajacg odbior i wilasciwe zrozumienie spektaklu, ale raczej
decydowala o ubogaceniu i udziwnieniu skadinad prostych elementéw
fabuty, przyblizajac w ten sposob kulture, ktora zwykto si¢ uwazaé za
niezrozumiaty i daleka. Sadze, ze dla wlasciwego zrozumienia spektaklu
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ogromng rolg odegrat polski przektad sztuki. Widzowie mogli na biezaco
$ledzi¢ prezentowane wydarzenia, przezywajac je gltgboko dzigki tekstowi,
wyswietlanemu nad scena.

Po spektaklu studenci japonistyki UAM wzieli udziat w specjalnie dla nich
prowadzonych warsztatach teatralnych, gdzie mieli okazje obejrzeé
rekwizyty, dotkna¢ lalek, porozmawia¢ z animatorami. Ciekawos¢, zabawa,
nauka — okazato si¢, ze to, co w cztowieku ludzkie, zdecydowanie
wykracza poza wszelkie bariery kulturowe czy historyczne. Spotkanie
artystow japonskich z mtodymi ludzmi zostato uczczone uroczysta kolacja,
na ktérej goscie mogli skosztowac polskiej tradycyjnej kuchni i spedzié
czas rozmawiajac ze studentami o ich zainteresowaniach 1 zyciu.
Wydarzenie to stato sie¢ mozliwe dzigki pomocy Fundacji Japonskie;j,
Urzedu Miasta Poznania oraz wielu o0sdb, szczegdlnie prof. Esterze
Zeromskiej, ktorym sktadam serdeczne podziekowania, przekazujac Silva
Japonicarum polskie tlumaczenie przedstawionych w ramach festiwalu
fragmentdw spektaklu.
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LISICA Z SHINODA (Shinodazuma)

Rozstanie Kuzunohy z dzieckiem
Sztuka teatralna nieznanego autora pochodzaca z 1774 roku, napisana dla
teatru joruri

Osoby dramatu

YASUNA czlonek rodu Abe, nadwornych astrologow cesarskich, ktéry
zyje w ukryciu, pom$ciwszy mord swojego ojca

KUZUNOHA zona Yasuny, ktdra jest lisicq
DOJI maly synek Yasuny i Kuzunohy
NIANIA

MYSLIWY

Scena 1

W naszym ludzkim swiecie fortuna kotem sie toczy,
Mozni upadajq, a tym, ktorzy sie spotkali, przeznaczone jest rozstanie.

Yasuna, straciwszy ojca, pomscit jego Smier¢,
a poniewaz musiaf unika¢ ludzkich spojrzen
i nie mogt wrocic¢ do swojej wioski,
wraz z Zonq ukryl sie nieopodal mrocznego
lasu Shinoda, gdzie zyl w niedostatku.

Tak mijaly lata.
Teraz Yasuna ma syna, juz siedmioletniego.
Na imie mu Doji.
Rodzice bezgranicznie go kochajq.
Ten miody chiopiec, kiedy dorosnie, bedzie stynnym Abe no Seimei,
czlowiekiem o nadzwyczajnych umiejetnosciach.
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Yasuna Zyje z uprawy ziemi.

Dzis takze, jak co dnia, wychodzi w pole,
kiedy jego syn, jeszcze nie ubrany,
wybiega za nim.
Powstrzymuje go jednak matka.

KUZUNOHA Co poczniemy, jezeli si¢ zazigbisz
na tym chtodnym jesiennym wietrze?

Petnym czutosci gestem okrywa syna kimonem, przewiqzuje w pasie. Nie
ma na Swiecie nic drozszego niz wlasne dziecko.

Scena 2

Pelne trudow jest zycie,
lecz Kuzunoha, niepomna na przeciwnosci,
od rana do wieczora
dnie spedza przy warsztacie,
zalezna od ludzkiej zyczliwosci,
Jjak delikatny orlik szukajqcy oparcia w lodydze bambusa, tka na
bambusowych krosnach
raz po raz rozplqtujqc nié
- rytm pracy nie pozwala
na mysl o matzonku.
Jak piekna to tkanina!
Az trudno pomyslec,
Ze nie utkala jej kobieta,
lecz lisica z lasu Shinoda.

Przed siedmioma laty
Yasuna uratowat jej zycie.
By podziekowa¢é mu za ten dar,
przybrata ludzkq postac.
A teraz teskno wieje jesienny wiatr,
sowy huczq w gateziach sosen,
a lisy,
jak powiadajq,
kryjq sie miedzy kwiatami dzikich chryzantem.
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Oto gdy tak pracuje,
dostrzega chryzantemy
rosnqce za bambusowym ogrodzeniem,
chryzantemy, jakze pieknie pachnqce
- poruszona ich woniq i pieknem
zapomina sie catkiem
i zupetnie niechcqcy
wraca do swej prawdziwej postaci.
Doji, Spiqcy wowczas smacznie,
budzi sie teraz i szuka matki
- patrzy jej w twarz.

DOJI Co to takiego?! Jakie to straszne!

Matka zbyt pozno spostrzega sie,
przybiera ludzkq postac.

KUZUNOHA Ach, c6z to takiego strasznego?
DOJI Matko, twoja twarz zmienita si¢, boj¢ si¢
- powiada i przestraszony zastyga bez ruchu

NIANIA Céz to si¢ dzieje,
czy Zle si¢ czujesz?

KUZUNOHA Nic, nic takiego,

Spat sobie smacznie, a gdy si¢ obudzil, zaczal mnie szukaé, wigc
powiedzialam, by do mnie przyszedt. Wowczas zaczat mowi¢ dziwne
rzeczy - ze straszna mu wlasna matka. Prosze, pociesz go szybko.

- przynagla nianie,
ktora bierze dziecko na rece

i odchodzi w glqb domu.

Ach, jakze przykry to widok,
matka czyniqca sobie wyrzuty...
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KUZUNOHA Narodzitam si¢ jako zwierzg, zyjace

w ukryciu, w leSnym gaszczu.

Dzigki zyczliwosci ludzi przezytam wiele lat

w ludzkim $wiecie.

Jakze nieroztropnie postapitam teraz

upajajac si¢ wonig i pigknem kwiatow,

pozwalajac by mate dziecko

odkryto ma lustrzang postaé

jakze to nierozsadne!

Oto nadszed! kres losu, ktory nas do siebie zblizyt.

Czy powinnam powiedzie¢ o mojej prawdziwej postaci me¢zowi? Miatam
nadziej¢, ze wychowam swoje dziecko do czasu, kiedy bedzie miato
dziesie¢ lat, a tymczasem — jakie trudno to znie$¢ — muszg¢ wroci¢ do
swojego $wiata. Ach, jakiez to smutne, jakze Zatosny moj los!

Tak ptacze niepewna czy czekaé na powrdt me¢za Yasuny, czy tez moze
odej$¢ podczas jego nieobecnosci. — Byloby to okrutne

zostawi¢ go tak ,

nie pozegnawszy si¢ z nim najpierw,

nie mowiac mu, dokad idzie...

Ale oto nadchodzi Niania z dzieckiem na reku.
NIANIA Znowu zasnat.
KUZUNOHA Och, podejdz blizej
— powiada i przytulajqc dziecko mowi:
- Aaa, biedactwo!
Nic bardziej wzruszajqcego
nad widok matki
przytulajqcej swoje dziecko
do drzqcej piersi
tulqcej je do snu

w swoich
ramionach
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Na szczescie dziecko zasnelo.
Nadszedf czas pozegnania.

KUZUNOHA Nie, nie, jezeli odejde teraz

zaskocze tym za bardzo meza mego, Yasung.

Napisze do niego, rozrobie tusz

i zostawi¢ mu tych kilka stow:

»Jest mi niezmiernie wstyd, ale musz¢ wyznac, ze tak naprawde jestem
lisica z lasu Shinoda.

Dawno temu uratowale$§ mi zycie i z wdzigcznosci

od tamtej pory, przyjawszy ludzka postac, zwigzatam si¢ z toba i zyliSmy
razem przez siedem lat

az do czasu, kiedy to wlasnie nasz syn ujrzal mnie w nieludzkiej postaci —
teraz i Tobie

nie moge si¢ pokazac,

wigc musze odejs$é, cho¢ z ciezkim sercem.

Tylko ci, ktorzy nic nie wiedza o §wiecie

mogg przypuszczaé, ze moze byé inaczej.

Na koniec prosze¢ Cie: dbaj o nasze dziecko,

wychowaj je dobrze

i w ten sposob ulzyj cierpieniu

mej zwierzecej duszy”.

O, jakze to okrutne!
Jak smutno robi sie na mysl
o chiopczyku obudzonym w nocy,
ktory z placzem szuka swojej mamy.
Nic tylko plakaé,
Tulqc do serca petnego zalu,
mate dziecko.

Juz, juz, trzeba sie uspokoic¢
- myslqc tak matka glaszcze po glowie swojego syna.

KUZUNOHA Ach, biedne dziecko.

Spi tak spokojnie i nawet mu sie nie $ni, ze musze odejsé...
Céz mi po powrocie do mojego prawdziwego domu,

nie usmierzy on bolu i tegsknoty za moim synkiem.

Jakze smutno na mysl o rozstaniu matki z dzieckiem!
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Tak placzqc wciqz, pada na podloge.
Ale przeciez nie moze postqpic inaczej.
Przyczepia list do pasa Dojiego
[ na papierze rozpietym w drzwiach
komponuje wiersz:

Jesli zatesknisz,
Szukaj mnie w lesie Shinoda
Wsrod lisci kuzu
- twa Kuzunoha.

Tak napisawszy,
wiedzqc Ze nie ma zbyt wiele czasu,
z mocnym postanowieniem, ale i ze tzami w oczach
odchodzi powoli — jakze smutny to widok.

Tymczasem po chwili dziecko,
ktore dotqd spato spokojnym snem,
budzi sie,
rozglada dookola,
lecz wokot nie ma nikogo.

DOJI Mamo! Mamo!

Szuka swej mamy to tu, to tam...
Gdziez sie podziala?
- Zdumiewa sie chlopczyk.

DOJI Nie ma nawet mojej niani?
Dokad odeszta moja mama,
porzuciwszy mnie tak?

Ach, od teraz bedg zawsze cig shuchat.
Nie bedg psocit, obiecuj¢. Ach, mamo!

- méwiqc tak sqdzi, Ze nie odeszia,
ze straszy go tylko.

Jakze zalosny jest widok dziecka
bezsilnego, ktore wpada w ztos¢.

24
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NIANIA Coz to si¢ dzieje?!

- Zdziwiona niania pyta
i wskazuje na ojca, Yasune, ktory wraca z pola

YASUNA Doji, dlaczego placzesz?
DOJI Ojcze, nigdzie nie ma mamy!
- powiada z placzem.
YASUNA do Niani:
Nianiu, cdz tu si¢ dzieje?
NIANIA o niczym nie wiem, panie.

Yasuna, zadziwiony, spostrzega wiersz
Spisany na papierze w drzwiach.

YASUNA & KUZUNOHA
Jesli zatgsknisz,
Znajdz mnie w lesie Shinoda
Wsrod lisci kuzu
- twa Kuzunoha.

Czyta zadziwiony. Nagle dostrzega list za pasem syna. Czyta pismo.
YASUNA Co6z to takiego?

YASUNA & KUZUNOHA

Tak naprawde jestem lisica z lasow Shinoda.

Dawno temu uratowale$ mi zycie i z wdzigcznosci

od tamtej pory, przyjawszy ludzka postac, zwigzatam si¢ z toba i zyliSmy
razem przez siedem lat

az do czasu, kiedy to wiasnie nasz syn ujrzal mnie w nieludzkiej postaci —
wigc musze odejs$é, choc z ciezkim sercem.

Na koniec, prosz¢ Cig,

dbaj o nasze dziecko”...
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Nie moze sie nadziwi¢ Yasuna
Czyta list i czyta
1 ptacze gorzko

YASUNA Jakze to tak, by¢ nie moze by lis z lasow Shimoda, ktéremu
uratowalem zycie, z wdzieczosci stat si¢ pigkng kobieta, by moje zycie
ratowac -

tyle poswigcenia, tyle mitosci!

Mozesz by¢ zwierzeciem, ale nic nie cofnie tych mitych lat spgdzonych
razem, nic nas nie roztaczy!

Pomysl tez o dziecku, nie mozesz tak odejsc,

Zostawiajac naszego syna.

Ach jakiez to smutne! Czyz uda si¢ uniknad

tego zatosnego losu?

DOJI Och, ojcze, juz stonce zaszto
a mama nie wraca, prosz¢, zabierz mnie
do niej, gdziekolwiek jest

- blaga, a przez te prosby
placzq i ojciec, i niania.

YASUNA powstrzymujqc sie od tkania:

- Juz wszystko rozumiem. Nianiu, muszg¢ co$ postanowié. Tej nocy udam
si¢ do laséw Shinoda,

by przyprowadzi¢ matke do domu,

by dziecko mogto spotkac si¢ z matka.

Prosz¢ popilnuj mojego syna do czasu mego powrotu.

Ojciec musi poj$¢ po mame, nie ptacz juz Doji.

Nie moge zabrac ci¢ ze soba.

Pobaw si¢ z nianig.

DOJI Och, ojcze, jezeli idziesz na spotkanie z mama, zabierz mnie ze soba
— prosi i ptacze.

YASUNA jest zasmucony
- Skoro tak, zabiore ci¢ ze soba. Znajedziemy mamg. Chodz do mnie synku

- powiada i pod ostonq nocy wyrusza z dzieckiem w kierunku lasu Shinoda.
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Scena 3

Tymczasem matka Dojiego
idzie samotnie pogrqzona w smutku,
a cierpienia Swiata zwierzqt
poglebia ludzki zal po stracie ukochanych

KUZUNOHA Nadchodzi noc,

niepokoi serce mojego biednego dziecka
ktore zapewne czuje zal do matki i placze.
Biedactwo.

Sciezek, ktorymi idzie
prawie nie widzi przez lzy
- zatrzymuje sie na chwile biedna lisica.
W wilgotnych od rosy jesiennych trawach
rozlega sie cykanie Swierszczy.
Porywisty wiatr szarpie lis¢mi
i husta skrzypiqcymi galeziami
ploszqc ptaki z mokrych pol ryzowych

KUZUNOHA Co to?! To cztowiek!
Nie, to tylko starch na wréble.

A juz myslatam, ze moze mysliwy.

Jakze strwozona jest Kuzunoha.

W koncu udaje jej sie dotrze¢ do rodzinnego lasu Shinoda.

KUZUNOHA To dom mdj,

lecz tu wlasnie mys$liwi
zastawiaja na lisy sidta,

teraz tez zostawili przynety rézne.

O jakze silna natura jej zwierzeca

- Kuzunoha przez chwile zapomina o swoich ludzkich uczuciach

i wraca do dawnej postaci.
Drzy cata, zachecona przynetq,
Odrzuca stomiany kapelusz i oto

spod kimona wida¢ lisice.

30



s = B

ZZiZhbnE LD LIE, BEOEFNRELERY, bW FOH
TEED, HLAEE

Fo iz, mBEEZLEDOERY T

BWORLE 72 ) O A,

WEELIEIIETED
DR LA 1D
RCRA T, B DA,
AR &

ERL0920, BbRbELEELT
T<HEIBIIZ, Rabnd

MHLDTAIE, bbb,

L H450E, KaniE, FRICTZEL

HOFE, IR NIPNICRDEZESOL X,
BEXSOEIIHKALFLZLEZLE, RS EXT
SbHEBL TZ, SLTEY LONTEFOEE

ZThnrE R, BLAsD
N LOLERDD % b
H LN TRH AN

DMSIENE0 R, KoXo7LY
TR LIS, DBIHELRLIESE N,

Z 2T, WAD
WobLHNITEL, IR
x oz
BIEXD,

ITH, FEOLIFLE, LIZZHL

FOPARDZELELEIT-oT-EEN

FODEEBY DD, EXFANIRE

HEbiZz~ LEALEADREDL EIZT

SNHLEY EEBMEETT, B s/ Mo

WEIE, NETERITZEBEBLICHT L 720 TIEWLIZ
31



Jakze opisa¢
te zwinne ruchy!

Mysliwi, mimo staran, nie mogq
dorowna¢ przebieglosciq przebieglym lisom.

Lisica wabi stodko
na miejsce mysliwego,
by w swoje sidla sam wpadi,
po czym ucieka w tancu dzikim i radosnym

KUZUNOHA Mym domem jest las Shinoda
- cieszy si¢ i umyka.
Scena 4

Tymczasem Abe-no Yasuna z dzieckiem na reku
dociera do lasu Shimoda
Spoglada dookota
szukajqc lisiej nory.

Nie ma nikogo, kto by go poprowadzit.
Stychaé tylko cykanie swierszczy z dalekich pol
i szum lisci kuzu w jesiennym wietrze
rozwiewajqcym ziarenka zalu.

YASUNA Gdziez jest matka mojego dziecka?
Oto twoj syn, o ktorym zapomniatas,

Steskniony jest za toba i peten niepokoju,

tak wigc przyj$¢ musielismy,

by spotkac¢ si¢ tu z toba, by jedno cho¢ spotkanie
tesknote usmierzyto

DOJI Ach ojcze, jak straszne jest to miejsce,
jak dtugo czeka¢ mamy? Mowiles, ze spotkamy
si¢ z mama, wez mnie do niej,

och mamo, mamo moja!
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YASUNA jest bezsilny na prozno wola, szuka,
pomalu traci wiare i tylko plakaé mu pozostalo.

- Nie mam innego wyjscia, wiem, jestes zwierzgciem,

lecz proszg pokaz si¢ cho¢ na chwilg, nie badz tak uparta. C6z poczaé, nie
dam sobie rady, najlepiej bedzie jezeli odbiore zycie dziecku,

a potem sobie, skoncze z tym szalonym $wiatem...

Céz poczac, Doji, twa matka nie nalezy juz do tego $wiata, wigc 1 ojciec
teraz odejdzie by spotkac si¢ z nia, czy ty rowniez gotow jestes na $mierc?

DOJI Ach, jezeli tylko tak moge zobaczy¢ si¢ z mama, wez i moje zycie.

Yasuna — poruszony - jest jednak bezsilny, wyciqga miecz, obnaza go i
zamierza sie, kiedy z tylu nagle pojawia sie lis zanoszqcy sie ptaczem.

DOJI Ach, jak si¢ boje!

YASUNA Nie boj sie. To matka twoja, Doji,
Cho¢ postac ta przeraza. Pokaz mu siebie, prosze w ludzkiej postaci.

Wowczas to w jednej chwili,
przejrzawszy sie w mrocznej tafli wody,
lisica przemienia sie w kobiete.
DOJI Mamo!
- krzyczy Doji i podbiega do niej.

Matka takze podchodzi i tulqc go do siebie powiada:

KUZUNOHA Coz to sig stato, ze do lasu przyszliscie, méwze szybko. Ten
$wiat jest peten ztudy, jak martwi mnie, ze wy takze omamieni jestescie

— i fzami sie zalewa.
YASUNA Los nas potaczyl i tak czas mijat, wi¢z umacniajac.
Cokolwiek by si¢ nie dziato, nie mozesz od nas odejs¢.
Unieszczg$liwisz dziecko. Wroémy razem do domu, poczekaj az synek

nasz podros$nie i dziesie¢ lat mie¢ bedzie...
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KUZUNOHA placzqc powiada:

W takim razie zostane

przy was az do czasu, gdy syn nasz skonczy lat dziesig¢, ale jednak...
w ludzkiej postaci wroci¢ do domu

i raz jeszcze zamieszkaé tam

- nie moge.

Wspomnienia pozostana,

wigc wroccie wy czym predze;j.
Choc¢ jedna rzecz na koniec powiem:
to dziecko jest niezwykle,

i gdy doros$nie poprowadzi

$wiat ten 1 wielkim bedzie

- powiada i wyciqga male zlote pudetko.

Wez te szkatutke, to czarodziejska
szkatutka z patacu krola smokow
a ten kto, ja posiada, posiadzie
wieczng madros¢ ziemi i niebios

Po czym wyciqga szkietko ISniqce jak krysztal gorski i mowi:

Szkietko to posiada

czarodziejskg moc.

Gdy przytozysz ucho do tej szklanej kuli, zrozumiesz mowe ptakow i
innych zwierzat.

To wszystko co mam w darze.

A teraz idzcie predko.

YASUNA Rozumiem twe powody,
wigc jedno rzec ci mogg:

spokojna badz

o dziecko,

na wielkiego cztowieka je wychowam,
a ono uwolni ci¢ od cierpienia,

a zatem chodz tu synku.

Odbiera dziecko i przytula je.
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DOIJI Nie, nie, nie chce do ojca. Cheg zostaé
Z mama

— wyrywa sie Yasunie, lecz ten trzyma go mocno i odchodzi. Z dali stycha¢
placz dziecka:

- Mamo, mamo!
Matka takze przez chwile wstuchana jest w placz dziecka.

KUZUNOHA Czas na mnie. Drogie dziecko,
to nasze pozegnanie...

Glos zegnajqcy gosci milknie

1 kobieca sylwetka znika

Widaé tylko lisa, ktory skacze zwawo w gore,
wyglada kogos w dali, spoglada w niebo,

to znow rozglada sie i cierpi,

cierpi jak nikt na swiecie
z powodu zZatosnego rozstania

- jak smutny to widok.
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Estera Zeromska
The No Stage - Between Sacrum and Profanum1

Crossing the threshold of today’s theatre hall with an auditorium and full of
majesty, unchanging né stage (no butai RE#E ), one reaches the boundary
between sacrum and profanum, enters the micro-cosmos, and a universum
of Zen emptiness 22 (kii).” From time to time amazing figures in fairy-like
costumes appear telling us mysterious stories — tragic (16 HE) or funny
ones (kyogen J£5). They move like animated sculptures, but after some
time they disappear leaving behind an ineffaceable streak, which pierces
through human heart and space. They again go back to the state of magical
emptiness.

A roofed no stage amazes us with its ideal proportions and unique,
irregular shape that had been achieved after many alterations. Not veiled
with the curtain, it shines with light of golden cypress boards. Looking at
the big pine tree (matsubame) painted on the rear wall, one has an
irresistible feeling that it was dragged to this modern building by force as
its natural place is under the blue sky — in a garden, near a temple (Shinto
or Buddhist), surrounded by the fields and forests where it had been
growing over the centuries. Fortunately, many no stages from that time are
still used all over Japan. Sometimes the new ones are built.

The History of the Stage and the Building of N6 Theatre
For many centuries no plays were performed outside on variously prepared
stages, which developed together with the audience’s changing needs,

' The article is a fragment of the book Japonski teatr klasyczny: korzenie i metamorfozy, t. 1: No,
kyogen, which is going to be published by Wydawnictwo Trio.

? Based on Engeki Hyakka Daijiten T8 F R ZEHL, 2 FLA: 1983v. 1, p. 373; Zeami Motokiyo,
Sarugaku dangi, in: Zeami Motokiyo, On the Art of the No Drama, p. 223-224; Nishino Haruo /4
H7 K1, Hata Hisashi Y K, No, kyogen jiten HEFES 4, p. 275, 339-341; Benito Ortolani,
The Japanese Theatre. From Shamanistic Ritual to Montemporary Pluralism, p. 144-146; Keene,
Donald, No and Bunraku, Two Forms of Japaneese Theatre, Columbia University Press, New
York 1990, p. 74-76; Soeda Hiroshi, The Noh Stage. In: “Concerned Theatre Japan”, vol. 1-
4/1971, p. 18-27; Kawatake Toshio, Japan on Stage, p. 41-49, 68; NHK Nihon no Denté Geiné H
AROIEHEZERE, Nihon Hosd Shuppan Kydkai A A% iR I# 4%, Tokyd 2005, p. 58-59; Toida
Michizo /7 H1E =, Kobayashi Yasuharu /NRERTE (ed.), Nogaku Handobukku RESS N> K7
v 7, Sanshodo =44 %, Tokyd 2002, p. 26-29; Yamasaki Yiichiro [LIRH —iK, No, Kyogen
nandemo shitsumonbako HEXE S 72 A CH B4, Hinoki-shoten /5, Tokyd 2003, p. 25-30,
127-128.
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evolving §radua11y from a ritualistic form to a theatrical one. Until the turn
of the 14" century, a wooden square or rectangular stands had been in use.
Performances were shown directly before a god. Sometimes a bugaku %%
I stage or a selected piece of the land were used. On a square, mud floor
(shibafu 2 7£), which was about half a metre high, up till today né plays
have been taken place during the festivals ommatsuri 145" in Nara.
Local organisation of space and its symbolism — having its roots in the
ritual — are reflected in the final shape of no stage. Its outlines appeared at
the end of the Muromachi period (1333-1573). The oldest preserved no
stage (1568) at Itsukushima jinja J&% /S Shinto shrine on the island of
Miyajima Ji& /5 or = /5 still remembers those times. It was erected on the
seashore on the stilts, which at high tide disappear under the water. In this
way a kind of moat is formed separating the performers from the spectators,
and the structure itself, jutting about a metre out of the depths of the sea,
looks the most splendid. Among the unique features of this stage there are:
a roof of the hashigakari ¥&%% 7> V) passageway and floorboards laid
crosswise to the boards of the atoza 12 J# (Pic. 1-4, 11-4).

Not much younger is the no stage founded around 1595 by Toyotomi
Hideyoshi & . 75 & (1536-1598), presently designated the national
treasure. It was moved to its present place, vis a vis a Buddhist temple of
Nishi Honganji P8 AFE=F in Kyoto, in 1626. During the play the most
important guests, e.g. a shogun and his officials, were seated in a shrine
that was beautifully decorated with golden paintings. Thanks to such
location they remained on the same level as the actors. Below, directly on
the ground, there were the seats for other spectators. Hashigakari is linked
to the main stage at a considerably smaller angle than in the case of the
stage at Itsukushima Jinja.

After numerous modifications the 76 stage took its final form in the middle
of Edo period. Looking at the stage, it is possible to notice constructional
solutions typical for the shrine architecture of Shinto and stages used for
performances of kagura #1235, bugaku 55, dengaku H%S, and ennen JE
A, In the 2nd half of the 19th century, when the samurai class — which for
a long time guaranteed a financial support for no theatre — was abolished, it
became popular to organise spectacles on the stages in the actors* private
houses, which were used for rehersals (keiko butai T& 5 %% ). It resulted

3 Bugaku — a court musical-dancing performance formed with various dances of continental
background (e.g. China, Manchuria, Korea, India, Indonesia), which were coming to Japan
gradually in the 7th century.
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in the necessity to reduce the size of the stage and introduce some
modifications. This, in turn, contributed to erecting nogakudo HEXS%HL, or
theatre buildings based on the modern, Western architecture. Inside them
one could find a roofed no stage and European-like armchairs for the
audience dressed in suits and Paris gowns.

N
(2)

—/

N =L T T AT

Picture 1.
No stage (a front view). Picture by Kornel Drzewinski.

On the Side of Sacrum — Constructional Elements and Their Language
NO stage is a masterpiece. It forms the space which reflects the cosmic
order, the essence of human existence being the inherent part of eternity. It
is a magical place, where the present intersperses with the past and the
future simultaneously. Unlike kabuki H#E{ stages or those erected in the
Western world theatres, it never changes — impeccably beautiful and pure,
empty and at the same time full of invisible shapes, colours, scents,
thoughts, passions personified merely by the power of our imagination,
which seem to emanate even when the spectacle is over. It is erected about
one metre above the auditorium floor, alluding in this way, among other

42



things, to the old dengaku stages. They were either built on the stilts and
thus towering over the rice fields, or constructed on a mud floor and
shaped into a high stand (shibafu).

5 ; 12d
12c 4 @
e WS Vel
e [elels
. .
8lolo o
""""""""""""""""""""""" W =

An outline of the no stage projection together with the backstage and
auditorium. Picture by Kornel Drzewinski.

1. The main stage (honbutai A% 1); the names of the squares:
la. joza ¥ (or: nanori-za 4 5 V) JE),
1b. wakisho i 1L,
lc. sumif4,
1d. daishomae FR/INAl,
le. shonaka IE7,
If. shosaki 1E5G,
lg. fuezamae 15 /T,
1h. jiutaimae WEEHI (or: jigashira HIFH),
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li. wakizamae i JFERT.
2. The roof shielding the main stage (yane EiR).
3. The four pillars hashira +:

3a. the main actor’s (shite 37 pillar (shitebashira > 7 F%),

3b. the eye-fastening pillar (metsukebashira B f-1+L),

3c. the supporting actor's (waki i) pillar (wakibashira i#+E),

3d. the flute pillar (fuebashira T5FE).
4. The rear stage (atoza):

4a. the place for a musician playing a big hand drum (6tsuzumi K%),

4b. the place for a musician playing a small hand drum (kotsuzumiza />
B,

4c. the place for a musician playing a flute (fueza i ),

4d. the place for a musician playing a faiko drum (taikoza Ku%JE),

4e. the place for a prompter (kokenza 1% 7.FE),

4f. the side entrance (kiridoguchi £ 77 11).
5. The wooden wall (kagamiita $iK) with a painted pine tree (matsubame
P H).
6. a.-h. the side stage (wakiza [i4/£) where the chorus is seated (jiutaiza
Al A )

i. the forgotten entrance (wasureguchi 54U 11)
7. The passageway (hashigakari).

7a. The actor’s place aikyogen 3£ (aiza [, or: kyogenza I£ 5 ).
8. The mirror room (kagami no ma %< D [H)).
9. The main entrance for actors and instrumentalists (makuguchi %% 11)
shielded with a curtain (agemaku 45\ %%).
10. The dressing room (gakuya %5)=).
11. The three-stage stairs (kizahashi [).
12. The strip of gravel (shirasu HJN):

12a. the first small (young) pine tree (ichi no matsu — D),

12b. the second small (young) pine tree (ni no matsu DKL),

12c. the third small (young) pine tree (san no matsu — D),

12d. the small (young) pine tree (with no particular name),

12e. the small (young) pine tree (with no particular name).
13. The auditorium:

13a. the central sector (shomen 1E ),

13b. the middle sector (nakashomen H 1ETH),
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13c. the side sector (wakishomen Ji IE ).

The no stage, which is made entirely from Japanese cypress wood (hinoki
f&), is constituted with a few significant elements (Pic. I, II): the main
stage (honbutai; 1), from the rear left side of the stage a running
passageway (hashigakari; 7), the rear stage (afoza 4), the side stage
(wakiza; 6) and a small door (kiridoguchi; 4f) on the right. In the
background there is a wooden wall, which in a mirror-like way is to reflect
the whole world kagamiita (mirror wall; 5) decorated with a painted old
pine tree (matsubame). The floor, with precisely laid boards, as seen in the
picture, raises about one metre above the ground. From the front, in the
middle of the main stage (honbutai), there is a three-stage staircase
(kizahashi; 11). The roof which shields the main stage is supported with
pillars. There is a mirror room (kagamino ma; 8) shielded with a curtain
(agemaku; 9) and dressing rooms (gakuya; 11-10) for performers i.e. the
main actor (shite), the supporting actor (waki), the orchestra (hayashi Vi
) and the choir (jiutai #5%) which the audience cannot see.

The Main Stage, the Pillars and the Staircase

The main stage (honbutai; 1-1, 11-1) has the shape of a square whose side is
over five metres long. It is marked by four pillars supporting the wide-
reaching roof above it (I-2), which reminds us about the fact that in the
past performances took place always in the open air. It is this fragment of
no space where crucial scenes of the drama take place. Exactly here the
characters from this world and from beyond this world confront each other
in a dialogue. Under the main stage seven big, empty, clay jugs are usually
put. In the same way as the wooden floor which has a special reverberation,
they function as resonators and substantially improve the acoustics.
Altogether there are thirteen such vessels (there are three more under atoza
and the passageway), but it often happens that their number can differ
depending on a stage. Nowadays, in modern buildings of no theatre the
latest technological solutions are introduced.

The movements of the actors on the main stage are regulated by the
established rules which aim at providing the main actor with enough
comfort and safety. Wearing a mask he has a very limited vision. The
crucial thing is the division of the stage into nine identical squares having
various “technical” names: joza (a common place; or: nanoriza — the place
where the main actor introduces himself [to the audience]; 11-1a), wakisho
(II-1b), sumi (the corner; 1I-1¢), daishomae (before [the place between]
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kotsuzumi and otsuzumi'; 1I-1d), shonaka (or: shochii; the centre; Il-1e),
shosaki (,the front middle”; 1I-1f), fuezamae (before the place for the
flutist; 11-1g), jiutaimae (before the place for the choir; or: jigashira — ,the
front of the choir®; 1I-1h), wakizamae (before the place for the supporting
actor waki; 11-11).

The squares are not actually drawn on the floor. They exist only in the
consciousness and the memory of the actor’s body, who also knows what
kind of acting corresponds with a particular place. Apart from the practical
function, the division of the main stage into nine squares also has the
Buddhist connotations and emphasizes the unity of the theatrical micro-
cosmos of 76 so to speak. In Hindu astrology it also indicates nine planets
(kuyosei JUMERL; Skr. nava graha), where each one — treated also as a
heavenly entity, cosmic deity, spiritual power — is the object of cult and has
its own buddha or boddhisatva.’

The four pillars (hashira; 1-3a-d, [I-3a-d), each over five metres high, also
play an important role in scenic movements. They support the roof over the
main stage. For the actor in the mask they are his individual lodestars
showing the boundary he mustn’t cross, unless he wants to fall off the stage.
In a similar way, the staircase (kizahashi) marks the centre of the side of
the main stage. In this respect especially important is the eye-fastening
pillar (metsukebashira; 1-3b, 11-3b). The pillars also map out the places
where particular actors should stop and wait until they again come back to
the acting. The main actor waits near the pillar (shitebashira; 1-3a, 11-3a) at
the junction of the main stage, the supporting actor — near the waki pillar
(wakibashira; 1-3c, 11-3¢). Near the flute pillar (fuebashira; 1-3c, 11-3c),
however, on the rear stage there is a fixed place reserved for the musician
playing this instrument.

The Rear Stage, the Side Stage and Dressing Rooms.

On the rear stage (afoza; 1-4, 11-4) which borders the main stage, there are
fixed stands for the musicians playing a big hand drum (otsuzumi; 1-4a, 11-
4a), a small hand drum (kotsuzumiza; 1-4b, 11-4b), a flute (fueza; I-4c, 1I-
4c¢), taiko (taikoza; 1-4c 11-4d), and for the stage assistants koken (kokenza;

* The word daishé (big and small) is written with the characters, where the first one (dai-) is the
first element of the word odaiko (a big drum), and the socond one — the first element of the word
kodaiko (a small drum).

’ The nine planets are: Sun (Skr. Surya), ksigzyc (Skr. Candra), Mars (Skr. Mangala), Mercury
(Skr. Budha), Jupiter (Skr. Bryhaspati), Venus (Skr. Sukra) i Saturn (Skr. Sani), Rahu (Jp. Ragd,
Rafu) and Ketu (Jp. Keitd, K&tu), two mathematical points in space, where the ecliptics of Sun
and Moon cross.
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I-4e, 11-4e). The space identity of afoza is emphasized by the arrangement
of the floorboards, which are put perpendicularly to the boards on the main
stage and the side stage (wakiza).

Atoza is adjoined by a wooden, echo-absorbing mirror wall (kagamiita; 1-5,
II-5). It is decorated with the painting of a wide-stretching pine tree
(matsubame) — a constant element of a stage design, making us think of
Japanese Shintd gods (kami f#), who wandering between their heavenly
land and the earth, stop in the places which are closest to the sky such as
mountain peaks and tree-tops. The pine tree which can be seen on the wall
kagamiita commemorates, as mentioned above, the pine tree of revelation
(vogo no matsu 517 DY) — a famous pine tree growing on the grounds of
Kasuga Taisha % H &£k in Nara, which was the birth place of 16 theatre.
Long time ago a god revealed himself on it and, personified as an old man
okina %, performed a beautiful dance. In addition, matsubame always
reminds us about the fact that in the past the plays were performed in the
open air filled with the swoosh of trees. It is also the reminiscence of
decorating a temporary seat of a god (otabisho HIiKFIT) with pine tree
branches as it were. Up to this day during the onmatsuri #1543 V) festivals,
it has served as the background for né and other plays. The function of a
linking element between the spheres of cosmos as well as the symbolic
meaning of longevity ascribed to the pine tree considerably complement
the sense of many plays about gods, ghosts of the dead or the old age.
Furthermore, the bamboos gracing a small entrance (kiridoguchi) (a cut out
door hole; I-4f, 11-4f) also enrich the no scenes. They seem to be closed
within the walls of the building together with the swoosh of the groves.
They served as the background of no scenes and the epitome of faith in the
power of this man-friendly plant. Kiridoguchi entrance, used exclusively
for the choir (jiutai) and stage assistants, is discreetly located at the wall to
the right of the rear stage and thus hardly discernible for a spectator. That is
why it is sometimes called wasureguchi (“a forgotten entrance”; I-6i, 11-61).
It is about one metre high. For this reason one goes through it as if one
went through a small door nijiriguchi ¥ 1 in a teahouse (chaya A=),
lowering one’s head in a bow, thereby showing modesty. After the stage
assistants appear on the stage, they sit in the fixed seats reserved for them
(kokenza; 1-4e, 11-4e) on atoza. At the same time, choristers go onto the
wakiza (the side stage; 6), which adjoins the main stage on the right side.
There are reserved seats for them over there (jiutaiza; 11-6h). There can be
six, seven or, in special cases, even twelve of them. Actors and
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instrumentalists appear on the opposite side — on the passageway after the
curtain (agemaku) which shields the mirror room (kagami no ma) goes up.

The Passageway and the Mirror Room

The passageway hashigakari (1-7, 11-7) connects a mirror room (kagami no
ma) with the main stage, in relation to which it is placed on the left side at
an angle of 160 degrees. It is about five metres wide and about ten metres
long. Floor boards are usually placed along the passageway, but there are
stages with a crosswise order. One of these exceptions is the
aforementioned no stage at Itsukushima Jinja in Miyajima.

The passageway is secured with a balustrade which makes it easier for the
actor in a mask to walk through it. In some scenes the balustrade serves as
the element of a stage design, for example during a jump over the demon.
Most often, however, hashigakari is not important for the action and
walking on it symbolises crossing the border between the sphere of
profanum, including the mirror room (kagami no ma; 11- 8) and the sphere
of sacrum, or the main stage. On the passageway all the invisible gods or
ghosts become visible.

Along the hashigakari, on the strip of gravel shirasu, there are small young
pine trees (wakamatsu; 1-12a-e, 1I-12a-e). Just like the pillars, they
function as important landmarks for the actor who wears a mask. There are
three trees from the side of the audience. The one which is the closest to
honbutai is considered the first one (ichi no matsu; 12a), the middle tree is
the second one (ni no matsu; 12b), and the one on the left — the third one
(san no matsu; 12c). On the opposite side of the passageway sometimes
there are two rows of pine trees as well (with the gap between the first one
and the second one; the second and the third one).

The idea of hashigakari derived from the practical need of connecting the
stage with a makeshift dressing room nearby. Its location in comparison to
the man stage varied. It could be found on the right side, in the middle or
behind the main stage, as well as on both opposite sides, as in the case of
sometimes used bugaku stage; or on the left side, but at a different angle
than today. The actors dressed up before the performance in a dressing
room. Next, transformed into gods, ghosts or demons, they came towards
the stage near the shrine, among the wakamatsu trees growing along the
passageway. In such conditions there was an evident hiatus between the lay
area, where actors rehearsed, and the sphere of the play situated with its
front to the shrine and bearing the marks of the sacred.
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With the passing of time the way that was cleared by the actors changed
into the constant element of a stage design. In the 2™ half of the 15
century, in the Ashikaga Yoshimasa’s f& F| & B (1436-1490) days, a
passageway resembling hashigakari was used. It connected the dressing
room with the rear of the stage at a right angle, and the dressing room was
shielded with a curtain being raised manually, which with time developed
into the form of agemaku. Soon afterwards first attempts were made to fix
the curtain permanently on the left side. With the spectator’s comfort in
mind, the optimal place and an angle were searched for they were to
provide the audience with the perfect visibility, no matter where they
would sit. Finally, one can experience the magic of the moment when the
main actor, coming out of the mirror room (kagami no ma; I1-8), where he
put on his mask in front of the mirror, is no longer himself. Instead, after
the curtain agemaku is raised, he emerges as a god, a ghost, a demon, or as
a woman.

Although spectators cannot see it, the mirror room is one of the elements of
the stage. The actors who enter this room are already dressed in their
costumes, which they previously put on in the dressing room (gakuya; Pic.
II-10). Only the main actor appears in this room not ready yet to enter the
stage. He puts on his mask before a big mirror. He is no longer himself. By
walking through the passageway, which is indicated by the curtain
agemaku (Pic. 1-9, 1I-9), he is already the embodiment of the ,,now
visible* god, ghost, demon, or a woman.

The Curtain

The five-coloured (sometimes three-coloured) curtain agemaku (“a raised
curtain”; -9, 11-9) with wide, vertical stripes, shields the main entrance, the
so called makuguchi (“entrance with the curtain”). This is the entrance to
the passageway. It hangs on the rod. Its name refers to the way it was
raised (age-) and lowered by two stage assistants with two long bamboo
canes attached to both bottom corners. This way of pulling off the curtain
is called honmaku A %% (“complete raising the curtain”) and takes place
when the nd actor leaves the mirror room. In the case of the instrumentalist
(hayashikata) and actors (kyogen), the curtain is opened only partially on
the left side only by one person and than it is termed katamaku F %
(“partial raising the curtain”).

Agemaku is considered to be the reminiscence of the curtain which in the
past covered a makeshift dressing room, distanced from the stage. This
curtain in the no theatre maps out the significant order line between the

49



passageway and the mirror room, where the mystery of transforming the
actor into the character of the drama takes place. The mysteriousness is
even strengthened by the coloristic symbolism of agemaku — noticed after
the curtain is raised. The appearance of the actor acquires a mystical
significance. His disappearance, when the play is over, is not a simple
signal to raise up from the seat and leave the auditorium, but a material for
reflection upon the oneness of the real and unreal world. This mysterious
message emanates from each and every one of five colours always set in a
deliberate way and thus looking from the spectator’s perspective from the
left, its order is as follows: green, red, yellow, white, violet (sometimes in
the reverse order). These colours can be interpreted in the reference to the
seasons, cardinal directions, five elements which constitute the world
(wood, fire, earth, metal, water) or five feelings ascribed to them. In this
way the green colour evokes spring, the east, wood and contentment. Red
is the sign of summer, the south, fire and joyfulness. Yellow symbolizes the
heat, the centre, the earth, desire, and the white colour — autumn, the west,
metal, anger. Violet, or rather the black colour, which gives such a
coloristic effect, means winter, the north, water, sadness. One can have the
impression that in agemaku the whole universe is present.

On the Side of Profanum — the Audience

The strip of fine-grained gravel (shirasu; 1-12, 1I-12), built around the no
stage, separates the actor’s sphere from the spectator’s sphere and is the
reminiscence of sacred roots of this theatre. It is as if the remnant after the
rite ceremonies, during which kagura dancers okina or ennen were moving
within the purified by rite space (kamiza #%£), believed to be sacred and
whose boundary was strictly mapped out. Without it were the lay
participants of the ceremony. Shirasu influences the improvement of
acoustics and plays an important role in lightening the stage since it serves
as a natural floodlight using the sun light reflected from white, slate grey
gravel.

The auditorium conditions have changed alongside the development of the
stage. To much extent it depended on the location of the hashigakari (1-7,
II-7). They also emphasized the social hierarchy. All the alterations aimed
at the spectator’s comfort and perfect visibility.

In the beginning, the audience was surrounding the stage, but the space in
front was left empty as it was reserved for the gods. The seats in its vicinity
were considered the best ones and the shogun was sitting on the left
together with his wife on his right. Less honourable guests were seating on
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the left side, near the passageway. However, in the Edo period, when the
no stage looked as it looks today, the central seats were roofed inside the
shrine building. They were reserved for the shogun and his officials.
Beneath, on the level of the ground, there were seats reserved for low rank
persons. Ordinary people were crowded near the passageway, seating in a
Japanese style directly on the ground.

When the play was over, it was as if the ceremony had just been finalized.
Artists were not rewarded with a round of applause. Admiration was
expressed with cheering. Sometimes, especially after New Year’s
performances, the shogun’s or another honourable guest’s servant went up
the stairs (kizahashi; 1-11, 1I-11) not used today onto the stage to throw a
piece of his master’s precious garment around the main actor’s neck.
Afterwards, the actor with the garment disappeared in the dressing room.
Sometimes he could take the gift for ever, but because the garment was
usually marked with a particular clan coat of arms, he had to give it back to
the owner. Kizahashi then had a function similar to that of the passageway
hanamichi {£38 in the bourgeois theatre of kabuki from the 17th century,
where the actors went to receive the token of gratitude from the audience
after the spectacle.

Nowadays, within the walls of modern buildings one can see rows of
comfortable armchairs in the Western style. They replaced the stalls which
had enough room for up to five people. The people were sitting in a
Japanese style on the floor bedded with mats. The audience would get
warm with hibachi ‘X &k consuming traditional food and drinks. In modern
theatres, like before, the divisions into sectors are de rigueur. Still, the most
valued are the seats in the central sector (shomen; 11-13a), from where the
main stage (I-1, II-1), is clearly seen but not so much the passageway (I-7,
I1-7). The best place to see the stage is around the “side sector” (waki
shomen; 11-13¢). If you sit in the area of the “middle sector” (naka shomen;
II-13b) the eye-fastening pillar (metsukebashira; Pic.. 1-3b, 11-3b) faced by
all the armchairs of this sector may become a real obstacle.

The greatest pleasure of no, however, comes not from watching them
inside the halls with the air-conditioning, but from experiencing them at
takigi né FiHe performances. They usually staged during religious festivals
(matsuri) that take place outside, in natural environment. Among fragrant
pine trees, while sitting on the ground and enjoying food, we have a chance
to cherish the aesthetic impressions of the changes of the lightening on the
stage that accompany the movement of the Sun during the day. It is
especially beautiful when the dusk falls and the stage shines in the light of
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burning torches, and when with the overwhelming power the mysterious
depths of yiigen 4 ¥ reveal themselves before the audience.

52



STRESZCZENIA/ SUMMARIES / %5

Unknown Author

Shinodazuma
(Lisica 7 Shinody)
tlumaczenie/translation/&iR Monika Tsuda

In November 2004, one of the guests of the Theater Maski Festival,
organized by the Polish Theater, was the puppet theater Saruhachiza from
Sado island in Japan. The group was established by Ken Nishihashi, a
theater specialist, who have been animating puppets since 1970, and who
makes most of the puppets and the requisites by himself.

It was a great pleasure for me to watch the performance staged by Ken in
Tokyo in 2002 during my studies on a PhD scholarship offered by the
Japanese Ministry of Education. I was touched by the beauty and
simplicity of this bunyaningyo performance and decided to invite
Saruhachiza to Poland some day, but did not expect that this dream would
come true so soon.

Saruhachiza presented in Poznan a Shinodazuma (The Fox from Shinoda)
performance, which in fact was written in the 17th century, but on Sado has
been played since 1984. It is a story based on the old traditional beliefs,
originated from fear and respect for Nature, which the Japanese islanders
have been trying to subjugate and tame, by idealizing some natural
phenomena, dangerous animals or distinctive persons, and treating them as
divine. It is believed that the fox, a heroine of the drama, as many animals
in unofficial Japanese mythology, can change her posture. Her son, Abe no
Yasuna, a famous fortune-teller, known later as Abe no Seimei, has a
knowledge of all the secrets of the world thanks to the box, received from
his mother, which enables him to understand the language of the animals. It
is not really rare that a single individual story becomes immortal by being
presented in a literary work. Still, the story incorporates certain universal
features and the audience with different cultural background can easily
analyze the archetypical figures on the stage. Indeed, the performance in
Poznan was received with great applause, and the difference of the
Japanese culture did not seem to be a barrier preventing understanding of
the story by the Poles. Quite opposite, it was rather a stimuli for enriching
their experience and defamiliarizing, after all, uncomplicated elements of
the plot, bringing thereby the customs of different culutre that are said to
be distant and hard to understand, much closer. This was possible also
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thanks to the Polish translation of the story used in the performance on the
stage, which enabled the audience not only to observe the acting, but also
to participate in the spoken narrative.

After the play, the student of Japanese Department took part in a workshop,
prepared especially for them. During that time they became familiar with
the stage-properties, movments of the puppets, and had a talk with the
animators. Interestingly, thanks to the play and study, it again became
obvious that the esense of humanity exceeds the cultural and historical
barriers. The time spent by those young students with the Japanese artists
was finalized with a dinner, at which the guests had a chance to try Polish
traditional cousine and continue informal talks with students about their
interests.

I would like to publically ackonowledge that that event could not be
possible without the help and support of the Japan Foundation, The Poznan
City Office, and prof. Estera Zeromska, to whom I am deeply indebted.
With a great appreciation for both the actors and prof. Zeromska, I am
presenting to the Silva laponicarum the Polish translation of the parts of
the play Shinodazuma, which was performed during the Maski Festival.

Estera Zeromska
The No Stage - Between Sacrum and Profanum

The no stage strikes a spectator with its ideal proportions and unique,
irregular shape. Its form had been reached after many alterations but since
then has remained unchanged through many years. The contrast between
the stage and the auditorium reflects the boundary between sacrum and
profanum. The spectators can enter the universum of Zen emptiness and
experience the mystery of the no play.

The no stage, while constituting a unique phenomenon, is a clear and
cogent composition. The author hopes that its description will help the
reader understand the world of the no theatre.
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