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Japanese Language and Culture
A Catechism on Japanese Noh Drama
by R. A. Oldaker 


1. Why is Noh important?
Noh is important because it is the oldest form of theater inJapan. It flourished in Japan in the 1300’s and 1400’s. It greatly influenced later Kabuki plays. Noh drama is still performed in Japan today. It has had a great impact on Western writers, such as William Butler Yeats, Ezra Pound, and Ernest Fenollosa.

2. How did Noh orginate?
Noh developed from and is the culmination of two combined art forms. First, Noh developed out of lively, mimetic, country folk dances that were accompanied by sarugaku (monkey music). These dances existed several centuries before Noh came into existence. Noh also developed out of the religious pagentry that was seen at certain temples during festival (matsuri) times. These pageants were called dengaku (field music) and began in the 1200’s. The Noh plays of the 1300’s and 1400’s contain earlier traces of Buddhist Scriptures and Japanese poetry (like the uta, a 31-syllable poem).

3. Who were the greatest Noh writers?
The two greatest Noh writers were a father and a son known as Kanami and Zeami (Kanami Kiyotsugu and Zeami Motokiyo). Kanami was born in 1333 and died in 1384. His son Zeami was born in 1363 and died in 1443. They refined the Noh plays and made them into court dramas. These dramas received the official support of the Shogun Yoshimitsu Ashikaga (1368-94), the generalissimo who built the famous temple of the Golden Pavilion (Kinkaku Ji) in Kyoto. 

Historical Periods of Japan
1. Yamamoto Period (A.D. 300-645) The Soga Clan ruled. 
2. Nara Period ( A.D. 710-784) The Fujiwara Clan ruled. It was during this time that the Record of Ancient Matters (Kojiki) and the Chronicle of Japan (Nihon Shoki) were published.
3. Heian Period (A.D. 794-1185) This was the heyday of the Fujiwara Clan. The great novel Genji Monogatari was written in the 1000’s. In the late 1100’s, the great war between the Taira (Heike) and Minamoto (Genji) Clans took place.
4. Kamakura Period (A.D. 1185-1333) The Mongols tried to take Japan over two times during this period.
5. Ashigaka (or Muromachi) Period (A. D. 1338-1573). The great Onin War between the Japanese clans takes place. Francis Xavier, the first missionary to Japan, arrives in Japan at Kagoshima.
6. Azuchi-Momoyama Period (A.D. 1568-1600). Nobunaga and Hideyoshi Toyotomi were the two great rulers during this time.
7. Tokugawa (or Edo) Period (A.D. 1600-1868). Osaka Castle is captured during this period. The Christians of Shimabara rebel in the 1600’s. Japan closes itself to the world but is reopened by Commodore Perry in the 1800’s. The haiku form of poetry is developed by Basho Matsuo. Five schools of Noh drama were licensed by the shogun for the entertainment of the samurai warriors during this period (although Noh began in the 1300’s).
8. Meiji Period (A.D. 1868-1912) The modernization of Japan begins.
9. Taisho Period (A.D. 1912-1926)
10. Showa Period (A.D. 1926-1989)
11. The reigning emperor is Akihito (1989-present).
4. How many Noh dramas are there?
There are around 250 Noh plays.

5. What kinds of Noh plays are there?
Noh plays are classified into five groups according to subject matter: plays about gods (shin), man (nin), woman (nyo), madness (kyo), and demons (ki). The stylized singing that accompanies the dramas is called yokyoku.

One play from each category (for a total of five plays forming a cycle) was traditionally performed in one afternoon, interspersed with with short, comic farces (kyoogen) that were very realistic and ribald.

The first play of a cycle was always a god-play (kami-noo or waki-noo, noo = noh) about the gods and was essentially a religious play. The second play of a cycle was about men and is referred to as a warrior play (shura-mono). Often the tales told were about the great Genji (Minamoto) and Heike (Taira) clans, which battled each other in the 1100’s. The third play of a cycle was about women and was called a wig play (kazura-mono). This play is very beautiful and elegant and has often been called the most typical of all Noh plays. The fourth play of a cycle was either a madwoman piece (kyoojo-mono) or a living-person piece (genzai-mono). In a madwoman piece, a woman usually falls victim to the poisonous passion of jealousy, unrequited love, grief over the loss of a loved one, or the loss and fading of beauty. A living-person piece deals with some hero who is still alive (at the time of the writing of the Noh). Some of the heros in the Noh plays (such as Benkei of Benkei on the Bridge <Hashi Benkei> or the Soga brothers in The Soga Brothers Attack by Night <Yo-Uchi Soga>) reappear in the later Kabuki plays of the 1600’s. The fifth and final play of a cycle is the demon play, usually called an auspicious play (kiri-noo). It deals with demons, ghosts, elves, goblins, and other supernatural beings. There are, however, a few congratulatory plays in this category that celebrate some important event. 

Summary of a cycle of plays:
1. god play (kami-noh, waki-noh), a religious play
2. warrior play (shura-mono), a man’s play
3. wig play (kazura-mono), an elegant woman’s play
4. madwoman play (kyoojo-mono) or living-person play (genzai-mono), about love, jealousy, envy, bravery or courage
5. auspicious play (kiri-mono) about demons, or a congratulatory play about an important event shin-nin-nyo-kyo-ki (gods-men-women-madness-demons)
Between these plays, the kyoogen were performed. These were brief interludes that were humorous both in a verbal and clownish way, containing puns and slapstick. The Japanese people see no incongruity between serious plays and comical farces being mixed, seeing tragedy and then comedy and then going back to a tragedy. 

6. What are Noh dramas like?
They are very different from Western plays. The movements and gestures in Noh plays are very stylistic. In other words, they are very formal, and there is little action or movement. The actors relate through song and chant stories that happened long ago, but they take on the personas of the characters they are talking about. The audience already knows the outcome of the plays, so there is no reliance on suspense or plot development. Rather, the emphasis is on the refined expression of emotion. The actions of characters are described as past memories or are performed in the present by spirits. The acting itself looks much like a very slow but stately dance. The actors wear masks but the actor’s voices do not resonate through the masks as well as, say, ancient Greek Greek masks permitted. Like in Greek drama, there is a chorus of people in the play that chant responses and make commentaries on the action or speak for certain characters. The plays contain puns, poetry, Buddhist Scripture, famous quotations, and frequent allusions to historical events and geography indirectly related to the subject of the play itself. The plays represent high literary style. The stage is small, raised, and covered by a ceremonial roof (similar to what one sees above sumo wrestling rings). There are no stage properties and very few props. There is usually a pine tree painted on the back wall of the stage. Musicians sits on the stage to the left and rear. They play only flutes and drums. They enter and leave through a small door at the right rear of the stage. There is a long runway extending from the left side of the theater (where a curtain is) and going to the left side of the stage. Actors walk in solemn procession along this runway to the main stage(hashigakari) when making their entrance. The audience can see them slowly walking whenever their is a lull in the on-stage action. These slow anticipatory entrances provide some dramatic tension, especially when the actors stomp dramatically and resoundingly upon the unpainted wooden floor. Although the stage settings are bare, the costumes and masks of the actors are elaborate, gorgeous, and costly. Sometimes the actors are assisted by inconspicuous prop men who are dressed entirely in black and, while visible to the audience, are trained in such a way as not to draw attention to themselves. Actors in Noh vary their dancing and singing in accordance with the mood of the audience, something not actually done in Western drama. The members of an audience are usually given printed texts in Japanese so that they can follow the recitations on stage. One of the most delightful techniques used in Noh plays is the use of pivot words, words that are ambiguous, having more than one meaning, and which are used to switch from one topic to an entirely different topic. 

7. What would be an example of a god-play in a typical Noh cycle?
The play called Haku Rakuten (written by Zeami) is a good example of a kami-noh (a god play). The title is actually the Japanese name of a famous Chinese poet (Po Chü-i, who lived A.D. 722-847). Although Chinese and Japanese are unrelated languages, the Chinese exerted great influence on Japan in terms of religion, art, music, literature, architecture, and even its writing system. There was a time in Japanese history when Chinese poetry threatened to destroy native forms of Japanese poetry. This play--Haku Rakuten--is about this tension. In the play, the Chinese poet visits Japan with the intention of spreading Chinese poetry (although in real life, Haku Rakuten never actually visited Japan). In Act One, the poet first meets some fisherman along the coast including an old fisherman who seems to know a lot about Chinese and Japanese poetry. Haku Rakuten is surprised that they all know his name and could recognize his face. The fishermen explain that Haku Rakuten is famous in Japan and that they knew it must have been him when they saw his boat coming across the sea. The old fisherman asks Haku Rakuen how people entertain themselves in China, and he responds that they make poetry. The old fisherman says that the Chinese make their poems and songs out of the Scriptures in India but that the Japanese make their songs and odes out of the Chinese ones (based on Indian texts) and out of native poetry, a blending actually of three cultures. Haku Rakuten demonstrates the beauty of Chinese poetry by describing the scenery around him. The old fisherman then translates that into beautiful Japanese verse, a skill that greatly surprises Haku Rakuten. He asks how an old fisherman can do that. The fisherman and the chorus tell Haku Rakumen that all living things in Japan can make poetry and song, even the birds, insects, and frogs. The old fisherman shows Haku Rakuten that he can dance as well. In Act Two, the old fisherman is transformed into Sumiyoshi no Kami, the Japanese god of poetry. He does the Sea Green Dance, danced to the beating of the waves of the sea. The other gods of Japan appear (but not on stage) and begin to dance with the Japanese god of poetry. This dancing stirs up a wind and forces the Chinese boat and Haku Rakuten to return to China. 

8. What would be an example of a warrior play or man’s play in Noh drama?
An example of the shura-mono (warrior piece) would be the short, one-act play Atsumori at Ikuta., written by Zemboo Motoyasu (1453-1532). Atsumori was a handsome young warrior who tragically died at the battle of Ichi-no-Tani in the year1184. His true story is told in the famous Japanese chronicle Heike monogatari (The Tale of Heike). Every Japanese person knows about the battles between the Heike (or Taira) clan and the Minamoto (or Genji) clan. The Minamoto clan wiped out the Heike clan over a period of sixty-five years. The play, however, is a fictional account of Atsumori’s young son who was born after his father had died in that famous battle. In the play, a famous priest named Hoonen, the founder of the Joodo or Pure Land sect of Buddhism finds a box under a fir tree and discovers a one-year old baby in it. The baby is Atsumori’s son. The priest has compassion on the baby and takes it home with him to the Temple of Kurodani on the outskirts of Kyoto. One day, when Hoonen tells an audience about the young boy, a woman knows that the boy is Atsumori’s son and lets the priest know. The young boy, once he finds out who his father really was, wants to know his father and prays to the gods that he may be able to see his father’s face even if it is in a dream. The boy falls asleep and hears a voice instructing him to go to the woods of Ikuta if he wants to see his father’s face. One of the priests takes the boy, who is now over ten years old, to the woods of Ikuta. At Ikuta, the ghost of Atsumori, still dressed in his warrior’s uniform, is bewailing the fact that he is a ghost and was not reincarnated. He is doomed to live an existence in the realm of the shades, a realm ruled over by the god Yama. Atsumori will not be reincarnated until he gives up his longings for Earth since he still loves his son. When the warrior ghost tells the priest and the boy that he is Atsumori, the boy runs with tears of joy to the ghost and plucks at his sleeve. The ghost is sad to see his beautiful son dressed in a black, tattered coat. The ghost explains to his son that the boy’s prayers were heard and Yama, god of hell, allowed him to see his son just this once but never again. Atsumori also tells how he fell in battle, which is the longest part of this one-act play. Atsumori is ashamed that his son must know that he died defeated in battle. A messenger from the god Yama comes then to tell Atsumori that his time is up and must return to the land of ghosts. Atsumori asks his son to pray for him after he returns to the shades. Weeping, Atusmori drops the child’s hand and fades away. None of the action is acted out in this play. All of it is simply narrated though song and chant while the actors stand next to one another and use gestures. 

9. What would be an example of a female wig play in a Noh cycle?
One example of a female wig play would be Hatsuyuki (Early Snow) written by Zemboo. The title refers to a large, domesticated white bird owned by a noble Japanese lady, the daughter of a Shintoo abbot at the Shrine of Izumo. (By the way, the Izumo Shrine is the oldest in Japan and is located twenty-five miles west of Matsue in Shimane prefecture.) The lady has owned the bird for one year. Her servant, a girl by the name of Evening Mist, discovers that the bird is missing from its cave and informs her mistress. The noble lady bursts into tears and says she had a midnight dream which was a harbinger of the bird’s fate. While the lady cries, the chorus explains to the audience in chant and dance how much the bird meant to the noble lady. The chorus suggests that the lady pray to Amida Buddha so that the bird, if it is dead, can enter into paradise. The noble lady gathers all the other noble ladies together and they pray for seven days behind barred doors. They chant praises to Buddha and beat on gongs. Suddenly, the bird’s soul appears as a white fleck in the sky. It looks as if it were a beautiful cloud. The bird flys to the noble lady, lovingly hovers over her, and dances for her. The bird says that it was drawn to her by the merits of her prayers and songs. Then the bird is translated into the Buddhist paradise where it shall never be harmed. The chorus sings a final song about how the bird flutters but a little while and then disappears, but they know not where. 

10. What would be an example of madwoman play in a typical Noh cycle? 
A good example of a madwoman play (kyoojo-mono) would be Aoi no Uye (Princess Hollyhock), written by Zenchiku in the 1400’s. In order to understand the play, you have to know some background, background found in Lady Murasaki’s famous 54-chapter novel Tale of Genji, which was written in the 1000’s, some four hundred years before the Noh play. This novel provides the stories for many other Noh plays as well. Princess Hollyhock (Aoi no Uye), the prime minister’s daughter, was married to Prince Genji when he was twelve years old although they lived in separate palaces after the marriage ceremony. Genji was not faithful to his wife, Princess Hollyhock. He loved two other women, one after the other. When he was sixteen, he fell in love with Rokujoo, the widow of the Emperor’s brother. She was eight years older than he was. His second mistress was the lady Yuugao. Genji and Yuugao were sleeping together one night in a deserted mansion outside of the city when a spirit appeared at their bedside. It said to Genji, “I have found you! What stranger is this that lies beside you? What treachery is this that you flaunt before my eyes?” Then the apparition seemed to pull the girl from the bed. Before dawn, Yuugao, Genji’s second mistress, was died. The spirit or living phantom that angrily appeared that night was the embodiment of Rokujoo’s pitiful jealousy. It was this spirit, the spirit of Genji’s first mistress, that killed Yuugao. After this incident, Genji began seeing his real wife again, Princess Aoi (Hollyhock) but did not give up seeing his first mistress Rokujoo. The women knew each other and hated each other. One day, at the Kamo Festival, the two women accidentally met each other on a narrow road in their carriages. Princess Aoi (Hollyhock) could not get around the blockage in the road, so she ordered her servants to drag Rokujoo’s carriage to one side. This angered Rokujoo very much. A fight broke out between the servants of Princess Hollyhock and Rokujoo. Princess Aoi’s side won and Rokujoo’s carriage was broken. Therefore, Princess Hollyhock pushed ahead and attended the festival. Aoi returned to her father’s house after the festival and she was in a good mood. Soon afterwards, however, Princess Aoi no Uye (Hollyhock) fell sick. We get the feeling that Rokujoo is behind the sickness and wants to kill Princess Hollyhock just as she had killed Genji’s second mistress. It is at this point that the Noh play begins. 

At the beginning of the play, a courtier explains that Princess Aoi is sick and that no abbot or priest has been able to heal her. Therefore, the courtier has called upon a miko (a witch or sorceress) of Teruhi to beat a drum, pluck a bow-string, and to chant magical spells so that Princess Aoi can get better. The living phantom of Rokujoo appears at the back of the stage and says that it has left Rokujoo’s body. The phantom of Rokujoo relates, in a wonderful monologue full of puns, how that she is bent on vengeance for what happened on the road to the Kamo Festival. She also refers to the time that she killed Genji’s second mistress Yuugao. Rokujoo’s spirit is drawn into the room by the sound of the bow-string. The miko (witch) sees in a vision a fine lady riding in a broken coach and clutching the shafts of another coach from which the oxen have been unyoked. Then she sees a second coach in which a pregnant woman is sitting and weeping. The miko asks if the spirit could be this woman? Rokujoo admits that it is she. She then talks about how she is fading in the world of apparent reality and has come to clear her hate. She says, “I am full of hatred. I must strike. I must strike.” The witch tries to persuade Rokujoo not to strike Princess Aoi like peasant women do, but Rokjoo is not convinced and strikes the princess. The princess moans while the chorus voices the hope that she will recover from this terrible sickness. Rokujoo says that her hate is so great that she cannot be reincarnated into the woman she once was. (“There is no way back to what I was.”) In the most astonishing and dramatic part of the play, Rokujoo hides her face in her robes and, when she looks up, she is transformed into a female demon (hannya) with horns. (She changes masks and is now wearing a deigan devil mask.) Princess Aoi grows worse. The courtier instructs a messenger to get the Little Saint of Yokawa. The saint does not want to go with the messenger because she is practicing austerities in preparation for a trip abroad. She doesn’t relent until she understands that the messenger is from the royal court and that Princess Aoi is sick. When the saint arrives, she chants incantations while shaking the red beads of her rosary. She invokes the five major gods of Shingon Buddhism and continues to chants a special spell of the god Fudoo (consisting of corrupt Sanskrit syllables mixed with meaningless magical sounds). When the phantom of Rokujoo hears the spell, she drops the mallet she is holding and becomes afraid. She says, “Never again will I come as an angry ghost.” Bodhisattvas (semi-divine mediators between men and Buddha) descend as shapes of Pity and Sufferance. Rokujoo is then able to cast the bonds from off her soul and walks in Buddha’s way. 

11. What would be an example of a living-person play (genzai-mono) in a Noh cycle?
One of the most famous living-person plays is Hashi-Benkei (Benkei on the Bridge), written in the 1400’s by Hiyoshi Sa-ami Yasukiyo. Benkei, a large, fierce monk who is also a great warrior, lives near the Western Pagoda in Kyoto. From 1:00-3:00 a.m. every morning, he has been going to the Gojoo Temple to worship. One night, he tells his follower that he will go again, but the follower tells him that there is a boy of twelve or thirteen guarding the Gojoo Bridge and slashing anyone who tries to cross the bridge. The follower suggests that the boy may be supernatural because, every time the boy is surrounded, he simply disappears. The follower doesn’t want Benkei to make his pilgrimage or court this peril. Benkei, being a great swordsman, is not afraid of the story and decides he will fight it even if it is an arrogant elf. The person who is on the bridge is actually Ushiwaka (Minamoto Yoshitsune), the boy leader of the Genji clan. Benkei puts on his armor and travels to the Gojoo Bridge. He sees a figure on the bridge, but it looks like a woman to him. As Benkei passes, Ushiwaka sports with Benkei by kicking the button of Benkei’s halberd (a weapon that is a spear and axe combined). This makes Benkei mad and he says, “Ah, fool, I will teach you a lesson!” He pulls his sword from its scabbard and begins to fight Ushiwaka. Blows are parried back and forth and the fighting goes on forever. Benkei is shocked that a young boy can fight so strongly and bravely. He tries to hit the boy with his halberd, but the boy swiftly dives to the left. They keep knocking each other down. They fight a “thousand, thousand bouts” Then the halberd falls from Benkei’s weary hands and he cries out, “Oh, marvelous youth!” He wants to know who the boy is, and the boy reveals to him that he is Minamoto Ushiwaka, Yoshitomo’s son. Benkei tells Minamoto Ushiwaka that he is a priest. He then surrenders himself and begs for mercy. Because Ushiwaka is of noble lineage and rank, Benkei tells him that he will glady serve him as his retainer. Benkei makes vows of homage to Ushiwaka and lays his halberd across his shoulder and together both of them go on their way to the Palace of Kujoo, the home of Ushiwaka.
12. What would an example of an auspicious play (kiri-noo) in a typical Noh cycle?
An example of an auspicious play would be either a demon play or a play celebrating the deed of a hero, like Ushiwaka (later Minamoto Yoshitsune of the Genji clan). An example of the latter would be Eboshi-Ori (The Hatmaker) by Miyamasu of the 1500’s. Although the Genji clan eventually won their battles against the Taira (Heike) clan, in this play the Taira (Heike) clan happens to be temporarily on top of things and it is Ushiwaka who is suffering. He escapes from the Temple of Kurama and meets two gold merchants who are journeying up-country. He asks to go with them and, since he has fallen on bad times, he enters their service. They walk as far as the Mirror Inn and decide to rest. A messenger who is looking for Ushiwaka in order to return him to his home thinks he sees Ushiwaka. The messenger decides to go home and fetch help in case there are people helping Ushiwaka and, of course, the messenger cannot by himself force Ushiwaka to return. Ushiwaka hears the messenger speaking and decides to disguise himself. He cut his hair and goes into a hatshop to buy an eboshi, a tall and conspicuous hat. Hats at that time identified clans and the regions of the country. The hatmaker doesn’t want to make a hat late at night but Ushiwaka persuades the hatmaker to make him one as he is in a hurry and cannot wait. Ushiwaka wants an eboshi of the third size, one folded to the left. The hatmaker says he cannot do that because that style of hat was worn by the Minamoto clan and the country is now controlled by the Taira clan. The young man says he has a good reason for asking for that style of eboshi. The hatmaker thinks about it and says that, seeing how young the man is, he doesn’t see, after all, what harm it could do. Therefore, he makes the hat and tells Ushiwaka that wearing the hat can bring good luck. He tells of a dashing Minamoto warrior named Hachimantaroo (“Firstborn of the gods”) Yoshi-iye who who won a battle and was summoned to the Emperor’s palace. Before the warrior went to see the emperor, he had an eboshi made that also folded to the left. When the warrior came before the throne, he was made into a lord by the emperor and given lands. Therefore, the hat brought him luck. The hatmaker tells Ushiwaka to remember the story. Ushiwaka takes the hat and decks it with ribbons of three colors. The hatmaker thinks that Ushiwaka looks great in the hat. As payment for the hat, Ushiwaka gives the hatmaker a beautiful sword. The hatmaker is taken aback because the sword is worth much more than the hat. Overjoyed with the noble payment of the sword, the hatmaker shows it to his wife. His wife recognizes the sword. She never told her husband that she was the sister of another great warrior who fell at the battle of Utsumi and that she was a messenger who carried that sword as a good luck charm from Ushiwaka’s father to his mother when Ushiwaka was born. The hatmaker is astounded that he has lived with his wife all these years and never knew who she was related to. Knowing that the sword belongs to Lord Ushiwaka, the hatmaker and his wife return the sword to him. They are saddened to see a boy of such a noble name walking barefoot with merchants and having nothing but the clothes on his back. Ushiwaka takes the sword and promises to remember their kindness if he is ever reincarnated into the world again. Ushiwaka and the gold merchants continue their journey and come to the Inn of Akasaka in Kyooto where they take lodging. The innkeeper knows the merchants and warns them to be on their guard because he has heard that a gang of robbers has gotten wind of their coming and has sworn to attack them that very night. The gold merchants are worried and don’t know what to do, but Ushiwaka assures them that he can protect them since even fifty mounted men can not stand against one stout soldier. He tells the merchants to arm themselves and he will go out to meet the robbers. The brigands attack the inn like white waves crashing against the rocks. One brigand reports back to his leader, Kumasaka, telling him that many in the inn were slain and wounded. Kumasaka asks how that can be since he thought only the two gold merchants were inside. The robber tells Kumasaka that, when a torch was thrown in to see how many people were in the dark inn, he saw a lad of twelve or thirteen years old slashing about with a short sword, a lad who was as nimble as a butterfly or bird. Two of the robbers--the Surihari brothers--were the first to enter the inn but the boy Ushiwaka whisked their heads from their necks with his sword. Ushiwaka also killed one hundred horsemen. One of the leaders of the robbers--Tekase--thought no good would come of the night attack seeing how so many were already killed, so he and seventy others fled. The torchbearers also entered the inn and the first torch was slashed to pieces; the second torch was stamped out; the third torch was thrown back out and went out. Kumasaka took that as a bad omen because the first torch represents the soul of an army; the second torch is the wheel of Fate, and the third torch is life itself. When all three are out, there is no hope left for the night’s robbery. The messenger robber says that, if what Kumasaka says is true, then even gods could not redeem their plight. Kumasaka then gives a word of retreat. However, he quickly has second thoughts. He realizes that he can not withdraw without bringing shame on himself. He calls his men to follow him and to attack. They all rise their war cry and leap to the assault. Ushiwaka sees them coming and asks Hachiman, the god of war, to help him. Sixty-three year old Kumasaka says that this will be his last night assault and he takes out his long sword, which measures five feet, three inches. He leaps fearlessly forward like a great bird pouncing on his prey. Ushiwaka also dashes forward and, with his sword, executes all kinds of skillful manoeuvers(like the ten-side cut, the eight-side sweep, the body wheel, the wind roll, the blade drop, the Hanyuu turn, and many others). The short sword of Ushiwaka and the long sword of Kumasaka clash, but the long sword is no match for the short one. Since Kumasaka can get no advantage, he decides he will strangle the boy with his big hands and rushes wildly forward. Ushiwaka dodges him and, as old Kumasaka passes, the belt sword of Ushiwaka cut clear through the body of Kumasaka. The play ends with the chorus chanting, “And Kumasaka that had been one man...lay cloven in twain.”

13. Is it possible to read the Noh plays in English, or are they only available in Japanese? 
Yes, besides the early translations of Ezra Pound and Ernest Fenollosa in 1915 and reprinted in 1959, there are the excellent translations of Arthur Waley of 1921 and 1957, those of A. L. Sadler of 1928, and those of Donald Keene of 1955. It is always good to compare translations with each other as well as with the original as you can gain greater insight into the meaning of the more difficult literary passages. I cannot recommend the Fenollosa translation, however, as he seems to have misunderstood some of the Noh plays and read into them complications and confusions which do not exist in the plays. He takes too many liberties with the text and even changes the gender of some of the characters.
