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A Note from the Artistic Director, by Richard Emmert

It is four years since Theatre Nohgaku’s
first rehearsal week in August 2000, and our
second year as an official company. A major
characteristic of TN is that due to our mem-
bers being spread out through North America
and Japan we cannot be, at least for the time
being, a full-time rehearsing, performing and
touring company. What is full time for at least
some of us is figuring out the logistics of the
possible, of when and how to bring our mem-
bers together to do significant work. 1 am
happy to report that in this second year of our

Composing the Music

for Crazy Jane,
by David Crandall

In early March 2004, and again in early
September, Rick Emmert spent a week or so
in Seattle to work with me on the music for
the main dance of Crazy Jane, a dance drama
| had originally written for Western musical
instruments in 1983. Our task was to create a
new score for traditional noh instruments. Al-
though I’ve known Rick for 25 years, this was
really the first time we had sat down and col-
laborated in this way. It was a fascinating and
exciting experience.

As a composer, my first problem was that
| knew what | wanted, but had no way to no-
tateit in aform that atraditional Japanese mu-
sician could read. Because Rick is an accom-
plished performer on al of the noh instru-
ments (the nohkan flute and the three types of
drums), and can also read Western musical
notation, he was the perfect collaborator for
me.

Our initial work focused on the flute.
Rick had sent me an article about the con-
struction of the nohkan that included a tran-
scription of the fingerings into approximate
notes on a Western five-lline staff. | say
“approximate” because the nohkan is fitted
with an internal sleeve that distorts the over-
tones one would otherwise expect from a flute

official existence and despite the limitations
of being all over the globe, we are seeing an
increase in our activities.

A quick run-down of those activities be-
gins with mention of this newdetter. Gary
Mathews as editor is building In the Noh into
what will be not only a means to introduce
Theatre Nohgaku but an important source of
information about noh. Meanwhile, Managing
Director John Oglevee has been in charge of

(Continued on page 8)

David Crandall and Richard Emmert discuss Crazy Jane
with the audience after a work-in-progress performance,
Bloomshurg, PA, August 2003. Photo by Marlin \agner.

that has a straight bore. This causes it to pro-
duce notes that are dlightly sharp or flat
(quartertones, etc.) compared with a tempered
Western scale, so that any melody written in

(Continued on page 10)
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More Reflections

In thisissue we continue a series
on Theatre Nohgaku’s performance in
collaboration with the Noh Training

&:_ i

Phot o by Eika Tai.

of Kurozuka

Project and Theatre of Y ugen celebrat-
ing NTP’s 10th anniversary in
Bloomsburg, PA on August 7, 2004.

Noh Theatre Lights a Fire in Bloomsburg, Pennsylvania, by Samuel L. Leiter

“Torchlight noh,” “firelight noh,” and
similar expressions are used in English to
trandlate takigi noh, an ancient Japanese
tradition of performing noh theatre in an
outdoor setting at night by firelight. This
practice was revived in postwar Japan, not
only in traditional shrine settings, but in
various popular venues such as parks, and
one can now witness takigi noh at over
200 places. The idea has spread abroad,
and takigi noh has even been seen in New
York’s Central Park. On August 7, 2004,
| was delighted to have the chance to see
such a performance in far more humble
surroundings, a public park in the small
college town of Bloomsburg, Pennsyl-
vania, where for the past decade, the re-
doubtable American noh expert Richard
Emmert and master noh actor Akira Ma-
tsui have been giving intensive annua
summer workshops in noh as part of their
Noh Training Project. The occasion, in
fact, was in celebration of NTP’s tenth
anniversary, and the participants included
both Western students of Emmert and
Matsui and an ensemble of professional
noh musicians, al in collaboration with
Theatre Nohgaku and Theatre of Y ugen.

Nearly 300 spectators gathered on the
grass before the Bloomsburg Town Park
Band Shell, sitting on blankets and lawn
chairs, as dusk fell and the performance
got under way. Rain had threatened dur-
ing the day, and the air grew increasingly
chilly during the performance, with many
in the audience gradually donning swest-
ers and jackets or wrapping themselves in
woolen blankets.

Strange as the proceedings must have
seemed to the uninitiated, almost every-
one in the audience remained throughout

to witness a program that began with
maibayashi: excerpts from Takasago,
Hagoromo, and Kantan were performed.
Maibayashi are performancesin which a
major dance section from a noh play is
given by the principal performer (shite),
who wears a forma black kimono
(montsuki) and divided trousers
(hakama), and is accompanied by a full
noh orchestra. The shite for Takasago
was Emmert himself, while those for the
other pieces were Miyoshi Kato and
David Crandal. All were impressive.
The chorus (jiutai), chanting in Japanese,
was composed mainly of non-Japanese
performers, but the effect was little dif-
ferent than if everyone on stage had been
a native-born Japanese. The perform-
ances, and those that followed, testified
to the remarkable growth of noh studies
among Westerners in the postwar years,
although one can trace the serious study
of noh performance by Americans, such
as Ernest Fenollosa and Edward Morse,
back to the 1880s.

Following the maibayashi numbers
was a charming performance in English
of the kybgen play Shimizu, featuring
Jubilith Moore and Lluis Valls of San
Francisco’s Theatre of Y Ogen. This com-
pany has been specidizing in kybgen
performed in English for many years,
and the performance testified to the ac-
tors’ thorough training in and under-
standing of the kybgen genre. Whatever
initial disconnect there was at seeing this
traditional form done in English by non-
Japanese actors instantly evaporated as
the comic tale got under way of a ras-
cally servant’s attempt to fool his master
into thinking him a demon.

With darkness having settled in, a
torchlighting ceremony was held as par-
ticipants lit a number of stanchions con-
taining flammable material, into which
fuel was fed throughout the remaining
part of the program. Despite the aid of
electric lighting on nearby poles, the
flickering flames cast a spell over the ac-
tors and audience and helped dispel the
effects of the cool night air.

The climax of the evening came with
a performance of Kurozuka (also known
as Adachigahara), a play well known in
kabuki as well where it is associated with
the Omodokaya line of actors. This is a
good piece for a summer night, as its
revelation of creepy goings on can give
audiences a much-needed chill. On this
particular evening, the air was chilly
enough without external aid. Akira Ma-
tsui played an old woman to whose hut in
Adachi a group of traveling Buddhist
priests comes in search of a night’s lodg-
ings. Their request is granted so long as
no one looks into her private room. Some-
one in the priest’s party, a comical
kybgen character, can’t resist the tempta-
tion to pry, which reveals to him a room
full of human bones and corpses. Before
the party can flee, the angry woman—
now in her true guise as a murderous de-
mon—returns and seeks to overcome the
priests, but she succumbs to the power of
their incantations.

Matsui’s raging demon, with hislong
red wig flying about in fits of rage, was
powerfully performed. Perhaps most in-
teresting, however, given the circum-
stances, was the ai-kyégen interlude, fea-

(Continued on page 3)
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turing the kydgen character (played by the
excellent Elizabeth Dowd), in English.
Despite being performed by kybgen ac-
tors, such interludes in noh plays are al-
most never given for laughsin Japan. I’m
not fully certain that laughter was in-
tended here, but laughter there was, in
abundance, surely because of the contrast
between a program in which the severely
serious noh sequences were given only in
archaic Japanese (which even Japanese
people can often not follow) and the col-
loquial English interpolation that con-
cerned an all-too-human response to a
horrific experience. It was the perfect fil-
lip to an exceptional evening that really lit
my fire.

(Samuel L. Leiter is Distinguished Profes-
sor and Chair, Department of Theater,
Brooklyn College, CUNY, and The
Graduate Center, CUNY.)

Akira Matsui rehearsing Kurozuka, Tokyo, June 2004. Phot o by
John Oglevee.

Reflections on Bloomsburg,Summer 2004, by Akira Matsui

For those who plan performances
outside, the weather is always a major
factor of concern. Even if one finds a
good location and begins early to build a
stage and make other preparations, a sud-
den change in weather conditions can
cause an unfortunate cancellation. Our
performance this past summer in Blooms-
burg was one where down the stretch we
appeared to be losing out to the weather.

Since it was the 10th anniversary
celebration summer of the Noh Training
Project, there were a number of returnees
from past NTP summer workshops. As
the final performances approached, one
could sense the increased intensity in
training and rehearsal. This was aso the
second summer in which Kama sensei
was teaching the hayashi drums and that
was a mgjor factor in leading to higher
goals in regards to the participants’ grasp
of and skillsin noh. We had two perform-
ances scheduled: the student recital on
Friday night in the Alvina Krause Theater
to feature a variety of dance and instru-
mental selections, and the outdoor torch-
light noh on Saturday night to feature the
noh play Kurozuka. For this first full noh

performance of NTP, | was to take the
lead role of the shite with Rick Emmert
as the head of the chorus. Mishima Gen-
taro sensei (taiko) and others from Japan
came to join Kama sensei as the hayashi
instrumentalists. As the final perform-
ances approached, even at the end of
long days of practice | could hear from
my room the echoes of drum calls and
chant as individuals and small groups
practiced late into the night in the dorms
we were al staying in. This buildup to
the final performances was unlike any-
thing that had happened in past years of
NTP’s three-week workshop.

All that was left was praying for the
weather to hold. Rain in the afternoon of
the day before the outdoor performance
left the audience area damp, and those of
us planning to perform, having already
staked so much on the performance,
were feeling a high degree of anxiety.

Then on the day of the performance,
just a couple of hours before the start of
the festivities, our worst fears seemed to
be borne out as the rains came. But just
when it seemed we might have to move
the performance inside, and perhaps

thanks to the good energy that had been
flowing through the participants all week,
quite miraculously the rain stopped, the
skies cleared and we suddenly had a very
beautiful night which served as the back-
drop for the torchlight performance.

This highly successful result is some-
thing that | am sure al the participants
hope is not a one-time occurrence, but
will lead to future performances as well.
For that to happen of course, | can only
wish that those who have participated in
past sessions will seriously consider com-
ing again next summer. Of course, every-
one must take into account individua
considerations, but more than anything,
continuing to work and train is the only
way to improve. My greatest wish is that
the next time we do a full noh, I will be
working back stage and an NTP returnee
will be taking the shiterole.

(AkiraMatsui is amaster of the Kita
school of noh actors, and Noh Training
Project Guest Master Teacher.)
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Reflections on Bloomsburg, Summer 2004, by Mitsuo Kama.

The summer in Bloomsburg is one
beautifully refreshing day after another.
In the morning the Susquehanna River is
shrouded in mist; and with the even line
of mountains in the background it makes
a scene of dreamlike beauty. As the sun
comes up the mist gradually vanishes,
giving way to the vivid greens of the
mountains and the trees lining the streets
of the town. A pleasant breeze pervades
the scene.

In this idyllic setting, NTP held its
tenth annual summer workshop this past
summer. Three weeks of intensive train-
ing culminated in a takigi-noh perform-
ance of Kurozuka (the Black Mound) on
Saturday, August 7, held at the Blooms-
burg Town Park near the Susquehanna
River. At around five o’clock in the after-
noon, shortly before we were to begin, it
started to rain. For a while we were wor-
ried that the performance might have to
be cancelled or moved indoors, but fortu-
nately, the rain soon stopped and every-
thing went off as planned. | can still see
the exquisite coloring of the glistening
wet lawn where the audience was to be
seated. It was a beautiful sight.

The amount of effort that everyone
put into the performance of Kurozuka was
truly impressive. Memorizing the chants,
the dances and the other stage actions,
practicing the costuming repeatedly, and
even making the stage props, al took a
tremendous amount of hard work. And
then on top of everything the play was a
success. I’m sure that the memory of all
that hard work and the happy conclusion
will stay with everyone for a long time to
come.

On the day before, Friday, August 6,
we held our final recital a the Alvina
Krause Theatre, which was aso a rousing
success. It was a great achievement how
the participants managed in three weeks
to learn the difficult language of the
chants, as well as the dances and even
some of the instrumental music. Both eve-
nings together made a worthy commemo-
ration of the Noh Training Project’s Tenth
Anniversary.

The art form that we call noh, unique
to Japan, is a tradition that has continued
for 600 years. It is a synthesis of various
elements including dance, chant, dramatic
actions and instrumental music, which

Mitsuo Kama performing on kotsuzumi during the
Noh Training Project’s 10th anniversary celebra-
tion, Bloomsburg, Pa., August 2004. Photo by
Marlin Wagner.

(Mitsuo Kamais a master of the Ko
kotsuzumi and Kadono otsuzumi schools
of noh drummers, and Otsuzumi/
kotsuzumi Instructor of the Noh Train-
ing Project.)

have been fused together into a unique
theatrical and musical form.

The dances and the music of noh are
particularly unique. If | were to describe
them | would say they follow a
“stomping” rhythm. The flow of the
rhythm has the feel of “stomping” or
“tramping” as opposed to “leaping” or
“jumping.” This, in my opinion, is funda-
mental to noh.

For over 1500 years, the land that we
now call Japan (though for a long time it
was not a unified country) has depended
on agriculture for its subsistence. In addi-
tion to being the keystone in the admini-
stration of government, the production of
rice has been the main way of life of the
people. The important activities involved
in rice production—stamping the rice
fields level for plowing, planting the
seeds, harvesting—all involve a slow
ponderous type of movement, which is
probably the basis of much of Japanese
culture. There is a world of difference
between this and, say, in Europe where
the daily activities of hunting and gather-
ing necessitated more quick nimble run-
ning movements which are manifest in
the arts of those countries.

The world has become a smaler
place. Nowadays a mere fifteen hours will
suffice to travel from New York to To-
kyo. Also, though this has been the case
in America for a long time, in the past
twenty years the number of foreign peo-
ple residing in Japan has increased enor-
mously. The need for interaction with
people of other countries will doubtlessly
continue to increase. As we come more
and more in contact with cultures differ-
ent from our own, the need to understand
those cultures will also increase apace.

Although for many non-Japanese,
noh, a product of a culture vastly different
from their own, may be a means to under-
standing the culture of Japan, | think that
apart from that, noh possesses a very high
cultural value and it deserves to be stud-
ied for its own sake. | would like to see
more and more people participate in the
Noh Training Project, to draw from noh
the good it has to offer and then to apply
what they’ve learned to their various
fields of expertise. That is bound to be a
great help in the further development of
American and Japanese culture.
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Noh Coverage Was '‘Disgrace’

[The following letter was originally
published in the Boomsburg, Pa. Press-
Enterprise, August 17, 2004. Reprinted by
permission of the author.]

L etter to the Editor,

“A World Class Event”: A happening
worthy of world attention, top rate.

Here’s an example:

Picture if you will, a park on a sum-
mer evening. The night was cool, just af-
ter arain. In the center of the park, aband
shell, lovingly transformed. A stage has
been erected, a silk backdrop flutters
dlightly in the breeze. Off to the left of the
stage, a bamboo bridge, lined with scrub
pine leads to a black curtain, with neat
tents beyond. A fountain gusts musically
in the distance, lending an oceanic hum to
the soundscape.

After a few brief words of welcome
by the dapper emcee, the performance
begins. The musicians enter first, carrying
three odd and ancient drums and a small
wooden flute. Next comes a chorus of
performers in crisp kimonos. The actors
are international, from Japan, from Amer-
ica, a stunning Irish lass with bright blue
hair.

Presented this night is an ancient art
form. An art form rarely, if ever, seen
outside of its native Japan. The perform-
ance begins slowly, rhythmically. The
movements are controlled, precise.
Three short traditional pieces in Japa-
nese, and then a comic piece in English,
the last performed by Theatre of
Y ugen—a troupe on tour from far away
San Francisco. The audience is mesmer-
ized, and then laughing merrily.

By now, darkness is gently falling.
It istime for the main event. Torches are
lit around the stage with pomp and cere-
mony. Again the musicians and actors
enter the stage. Set pieces are brought on
with great reverence. The story isatradi-
tional moral tale, a warning of what
comes of being overly curious, and not
heeding the request of one’s hostess. We
al know this story, it isin our collective
unconscious, we don’t need to under-
stand the language.

The Kimono worn by the lead actor
in this piece are even more elaborate, he
wears masks that in the firelight eerily
seem to change expression.

The performance is stunning. The
evening leaves the audience enchanted,
nearly breathless from the journey back
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intime.

Where, you ask, is this world class
event? Venice? The South of France?
Berlin?

Here’s another clue: This astonishing
performance, although well attended by
the citizens of the town, goes unremarked
and unreported in the local newspaper.

Ah hal you say, It could only be
Bloomsburg, PA, and the paper that
dropped the ball, the Press Enterprise!

For those who missed the once-in-a
lifetime presentation of the Noh Training
Project’s 10th anniversary public per-
formance in the park Aug. 7, words or
even pictures can’t do justice to the mag-
nificence of this event. Elizabeth Dowd,
Richard Emmert, members of Theatre
Nohgaku, the phenomenal special guest
artists from Japan, and the Bloomsburg
Theatre Ensemble are to be commended
and warmly thanked for the rarest of gifts
they bestowed on Bloomsburg. That the
national media was not in attendance is a
shame. That the local paper missed the
boat—a disgrace.

Ruthmay Hicks
Bloomsburg

The Glint of Gold and Shifts of Fashion and Costume Use: The Case of
the Surihaku, by Monica Bethe

In the late 16th and early 17th centu-
ries Japan was transformed from aland of
warring principalities into a unified, or-
derly bureaucratic state. In the process,
Noh shifted from being popular entertain-
ment for all classes to being the ceremo-
nial underpinnings of the new govern-
ment, with its leaders providing patron-
age, connoisseurship, and amateur practi-
tioners. The costumes worn on stage re-
flected this shift: while earlier they in-
cluded everyday street wear and as a re-
sult followed the prevailing fashions, later
they continued to use the types of gar-
ments common in the late 16th century,
formalizing their patterns, codifying their
use, and developing them into garments
produced solely for the stage. While in
the opening years of the 17th century,

known as the Keicho (1596-1615) and
Genna (1615-1624) eras, one might find
people wearing similar garments on and
off stage, this would not be the case by
the end of the century. As an example, |
would like to focus on the gold or silver-
leaf imprinted garment known today as
the surihaku.

On the modern noh stage, surihaku
are worn amost exclusively as under
robes for women’s roles. Most have
stenciled repeat patterns on a white, red,
or possibly light blue ground, while
some have divided grounds of two col-
ors. Common patterns include blossoms
and flower sprays, waves and running
water, and geometrical shapes including
lattices of diamonds, hexagons (“tortoise
shell”), keyfrets, and overlapping circles,

as wel as zigzags (“lightening” or
“mountain paths”) and triangles (“scales,”
indicating the serpent-nature of a jealous
woman). Although surihaku are a com-
mon component of many costume ensem-
bles, in most draping styles very little of
the surihaku is visible. Under afull-length
robe one sees only the collar. In the wai st-
wrap (koshimaki) draping, where the
outer nuihaku garment is dipped off the
shoulders and folded down at the waist,
the whole upper portion of the surihaku is
exposed, while in the one-sleeve-off
(nugisage) draping used for women in a
deranged state and women doing manual
labor, the right sleeve and right upper
body of the surihaku can be seen. A suri-

(Continued on page 6)
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(Continued from page 5)

haku garment intended to be worn in a
waist-wrap combination may have gold-
leaf imprinting only on the upper, ex-
posed portion.

Extant garments and paintings from
the latter half of the 16th century, how-
ever, suggest that at the time the surihaku
could be worn as an outer garment, in-
deed that it was one of great elegance and
luxury. Perhaps the oldest surihaku con-
sidered to be a noh costume is one with a
purplish red ground (dyed with sappan)
stenciled with an intricate gold pattern of
grape vines and poem papers (shikishi),
owned by the Tokyo National Museum
and dated to the late 16th century. The
small dimensions and long sleeve pockets
of this furisode-style surihaku mark it asa
child’s robe. Its varied free-flowing pat-
tern differs in essence from the typical
repeats arising from the way surihaku
fabric is produced.

To create the surihaku textile, silk
cloth (earlier examples tend to be a fine
plainweave known as nerinuki, while Edo
examples are mostly satin or figured
satin) is stretched out on a board. A pre-
cut stencil, measuring (usually) the width
of the cloth and in a length that is easy to
handle, is placed on the silk and then an
adhesive is brushed through the cutout
holes. Using pin marks for registration to
match the pattern elements, the stencil is
then lifted up and set down farther along
the cloth and more adhesive applied. Be-
fore the adhesive dries, finely pounded
gold leaf is placed on the cloth and
pressed in place. After the adhesive is to-
tally dried, the excess gold is brushed off,
leaving a gold pattern on the cloth.

Considering that such patternized
repetition is built into the production
process, the Tokyo Nationa Museum
surihaku is remarkable for having mini-
mal obvious repetition. The back view of
the garment shows an overal design
where grape leaves line the hem and a
grapevine climbs diagonaly from the
lower left hem to theright hip level. Inter-
mixed with the grape vines, poem-paper
squares follow the diagona trajectory and
then zig-zag up across the back. These
strong diagonals are rounded out by circu-
lar grape vines that follow the curve of
the sleeves and encircle the poem papers
at the upper back. To create this varied

design that plays with diagonals, nega-
tive space and flowing curves, a wide
variety of stencil units were prepared
and then freely flipped upside down or in
mirror view so as to give the effect of
free-hand drawing. The obvious luxury
of the garment suggests this surihaku
was probably used for child roles por-
traying nobility, for dancing child roles,
such asin Kantan, or for ayoung actor’s
performance of a Heike warrior. In the
latter case the surihaku would show
through from under a diaphanous chdken
and the right sleeve would be exposed.

A picture of how such a garment
would have been worn in everyday life
by a young man of the time can be seen
in the portrait of the youth Chosatsu
dated to 1596. He wears a red surihaku
with a design of gold clouds under a
deeveless matched suit (kamishimo).
The pattern on the surihaku is a small
repeat, but the red ground is similar to
the surihaku with grape vines and poem
papers. A similar small repeat of gold
clouds on a reddish ground can be found
in the waist portion of the outer garment
in the portrait of the daughter of Toku-
gawa leyasu. A number of figures de-
picted on the early 17th-century folding
screen of Famous Sites (Meisho zu-€) by
an unidentified Kano-School artist also
wear red-ground garments decorated pri-
marily with gold patterns applied using
surihaku technique. Some of the gar-
ments shown on the screen include em-
broidery, which categorizes them either
as nui-iri surihaku (surihaku with em-
broidery) or nuihaku (embroidered and
gold-patterned garment, another type of
noh costume). Often the garments are
draped over the head (kazuki) and al-
lowed to hang loose.

The extent to which surihaku gar-
ments, particularly ones with gold on a
reddish ground, remained popular
through the early years of the 17th cen-
tury is apparent in paintings of noh per-
formances. The National Noh Theater
owns a set of noh paintings, the Ko noh
kyégen no zu, dated to the early 17th
century, that shows staged performances
with audiences watching. Recently an-
other set of 10 paintings, the Noh kybégen
kangen ki, similar enough to the National
Noh Theater set to be considered to be
by the same artist, were put up for auc-
tion. Dark red cloth imprinted with gold

appears in two thirds (ten out of fifteen)
of the paintings that comprise the former
set, and three out of ten paintings in other
set. Among these gold-patterned red gar-
ments, several incorporate supplementary
patterns in another color, suggesting their
surihaku decoration is supplemented by
embroidery or tie-dye. In addition, two
paintings include carrying cloths
(furoshiki) made with surihaku technique.
Limiting the discussion to garments pat-
terned exclusively in gold on ared ground
that appear unquestionably to be suri-
haku, one finds a female figure in the
kybgen Higeyagura, a man in the audi-
ence watching the kybgen Kongara
(Tsurigitsune), and the shite (jealous
woman) in Doj6ji.

The femae figure in Higeyagura
wears her surihaku as a main, outer robe,
falling loosely from head to foot and
bound with a sash a the waist. The
sleeves have been bound up with acord to
enable her to wield the lance with which
she hopes to cut the beard of the husband
(the man on theright). The gold design on
her surihaku has large, scattered flower
roundels surrounded by short horizontal
lines. This pattern, like that on the suri-
haku with grapes and shikishi, plays dense
gold areas off against blank areas of nega-
tive space.

The man watching Tsurigitsune sits
among other young men being served to-
bacco by a youth. He wears the dark red-
ground surihaku draped over a loosely
bound black kosode with arabesques. It is
unclear whether the red-ground garment
is full length or three-quarter length, like
a jacket, because only the deeves of the
garment show. It isimprinted in gold with
an abstract wave pattern (seigaiha) made
up of staggered rows of concentric arcs.

The shite in D§jji (fig. 1)kneels un-
der the bell, hands raised to its rim, in a
pose that begins the second act of the noh.
The figure wears two surihaku: one white
with a lattice of silver concentric squares
above, and the other with a two-color
ground (black above, red below). The lat-
ter is folded down at the waist in waist-
wrap style (koshimaki) to give the effect
of its being a skirt, and has a gold-wave
pattern spreading over the black deeves
and a gold-triangle lattice (“scales’) on
the red ground of the skirts. Modern prac-

(Continued on page 7)
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tice, dating back to at least the mid-Edo
period, uses a nuihakuwith black or dark-
blue ground and embroidered roundels for
the lower waist-wrap garment and a suri-
hakuwith triangles for the upper garment.
Not only has the placement of the trian-
gles (indicating the shite’s jealous nature)
moved from lower to upper garment, but
also the combination of two garments of
idertical type is avoided.

Among the audience watching D&j6ji

sits a woman shrouded from head down
in a red kosodedecorated in flower ara-
besques done in gold-leaf imprint
(surihaku technique) and a dark color
(embroidery?). She lifts her |eft sleeve to
cover her mouth, as if gasping at the
revelation before her of jealousy incar-
nate, while an older woman pointing to
the stage turns to her as if to utter a
waming to al young maidens with ex-
cessive love on their mind. By repesting
the color scheme on stage in an audience
figure, the artist has drawn the viewer

haku may be used to mean surihaku,its
primary implication is “undergarment.” In
fact, at present these two meanings are
almost synonymous, since surihaku are
generally undergarments, though there are
also plain, undecorated haku underga
ments. It is, therefore, not certain what
meaning the early 17th-century Komparu
actor, Yasuteru (1549-1621), placed on
the word hakuwhen he mentioned in his
Secret  Writings (Komparu Yasuteru
Hidenshg that, “for plays like Teikaand
Fujito, thehakushould be subdued.” Still,
a dtricture to use a “subdued” haku suy-
gests the possiblitiy of a “garish” haku
and therefore of rather elaborate decora-
tion. In other words, it is probably not
wrong to interpret Komparu Y asuteru’s
statement as referring tcsarihaku.

Again, the amateur actor who taught
noh to many of the leading daimyd of the
time, Shimotsuma Shdshin (1551-1616),
mentions the word haku twice, but both
references are difficult to interpret. For
example, in his footnote to a program
next to the entry for the woman’s play
Tamakazurahe seems to be detailing the
shite’s waist-wrap costume when he notes
that it had as a lower garment a nuihaku
incorporating a dyed pattern, and as an
upper garment a white haku with small
colored patterns. It is, however, unclear if
gold or silver stencil patterns were incor-
porated into the upper garment.

Leaving aside the ambiguous written
documentation, the preservation of some
beautiful examples of surihakualong with
the pictorial evidence suggests that the
surihakuwas fashionable both on and off
stage in the early years of the 17th cen-
tury, though similar evidence points to a
decline in its popularity by mid century.
Changes in the use of the stage garment
may well have lagged behind, but by the
end of the century, even on stage, the
surihakuhad been established exclusively
as an undergarment. Furthermore, mid to
late 17th-century paintings of noh per-
formances including an audience, such as
one of Funa Benkel (¢.1660; Indianapolis
Museum of Art) and one of Enndzu bydbu
Naniwa (late 17th c.; Museum of Noh
Artifacts, Sasayama), show no evidence
of the audience wearirgurihaku
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