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Though oot commonly mentoned, Kilchi Hirata was imjpor-
tant in the preparation of the book, Noh, or dccomplishment,
which Ezra Pound published in 1916, Letters from Profesior
Fenollom to Mr, Hirata berween 1899 and 1901 indicate that the
latter frequently visited Fenollosa at his house, primarily tor
the purpose of helping him understand the monthly pertormance
of noh plays given by the Umewaka school of noh acting. As
tranacribed or rewritten from Fenollosa's motes, the essay sections
of Nok, or dccomplishment refer to Mr. Hirata twice by name
and onoe as one of the “nadve scholars™ who helped Fenollosa
prepare “rtranslations of some fifty of the rexis.”! He accompanisd
the Fenellmas o the moh singing lessons described in Mg,
Fenolloga's imroduction o Epochs of Chinese and Jopanese
Arl® And, in a lecter which Professor Hojin Yano quotes in his
Firegide Chals aboul English Literature, he was asked by
Fenollosa in 1901 to “finish the noh book as soon as posable,
and get a copy of Ko with commentary,” (One may wonder what
happened o the rranslation of Kiso apparently being worked
on, a5 well as to the other thirty noh translatons which were
never published) This is the same Mr. Hirata who became
famous im his own right under the psendonym of Tokoboku, as
a critic and translator of many English worke. It is appropriate
that the cycle of influence should have made a complete turn:
it was also Mr, Hirata who translated Yeats play Ae the Hawk's
Well (so much influenced by the noh) into Japanese and, scoord-
ing to Professor Yano, saw it produced by Michio It in Tokyo
in 1930.%
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Hirata's name is thus, important in a consideration of these
tranalations, but we have no way of knowing to what cxtent.
In a given play we do not know how much or what part of the
final version is the work of Hirata, Fenollesa, or Pound, Mr.
Hisashi Furukawa makes this point in the frst of two articles
on “The Westerners' Studies of the Noh Flay,”™* In my own
research | have been able to bnd only part of ome play published
by Fenollosa himself," By comparing this with the version in
Noh, or dccomplishment, we can judge something of the changes
Found made in preparing the final version of this play. Yet
even here caution is necessary, for Pound may have had only
Fenollosa's motes, not the more published form Fenollosa pre-
pared for poblication. And in any case, this one fragment is
probably quite different from the remainder of the notes in the
very fact that it had been worked over for publication, and pos-
#ibly was not av all representative of the papers Mra Fenollosa
gave to Pound m 1915, Perhaps, if speculation be allowed, some
of those papers were Hirata's drafts presented to Fenollosa withe
ount any revision at all,

In a note prefixed to Tamura, Pound refers to the “fragments™
and the “long cuts” in the translation;* and in another note,
added to Kayoi Komachi, he says, " This eclogue is very incoms
plete.”™ Moreover, among his published Lefters are some which
suggest Pound's dissatisfaction with the manuscripts, since he
asks a friend for help in finding some Japanese acquainted with
the noh drama® Japanese critics referred to by Mr. Furukawa in
his arvicle, and by Mr. Furukawa himself, often described these
translations as “fragmentary.”* In an earlier paper 1 have e
mated that about one-third of the original play is given,'" an
estimnate anyone can check by inference if he compares the length
of the Pound-Fenallosa-Hirata version of a particular play with
that by such translators as Arthur Waley, So far as 1 know only
one other English translation has been made of Kapod Komacl,
This, by a Mr. Minagawa, appeared in a little-known Japaness
tourist magazine,’' competent but scarcely satisfying to present-
day literary taste. For this reason 1 have chosen Kayad Komacki to
retranslate, and in the process have prepared thic paper.

It is not my purpose to be or stem to be overcritical of the
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Pound-Fenollnsa-Hirata versions. Yet one cannot everlook the
fact that they are widely sold in a paperback edition, thus gen-
erally aceepted and even on occasion defended as accurate trans.
lations by those who should know better. Certainly we can
scarcely be overgrateful 1o Pound for the fact that he imme
diately recognired the literary values of the noh plays he read
in the Fenollosa-Hirata drafis, and that he enthusiastically rec
ommended them to his employer, W. B. Yeats. That a far wider
audience thus came to know of the noh play than Japanalogists
had reached in several decades of wranslation cannot be denied.
Mevertheless, these fragmentary and often mistaken versions in
Nok, or Accomplishment should be recognized for what they
are. Whether Waley's translations, published about five years
later, would have reached a4 wide an audience without the
groundwork having been laid by Pound, is a matter of specula-
tion. Having the advantage of constant communication with
literary periodicals in the United States, Pound arranged o
have several of the plays published in them before bringing
out the book,

One general formal eriticism of the Hirata-Fenollosa-Pound
versions is that the original distinction between prose and verse
is not preserved, In his discussion of the form Pound wrote: “The
plays are written in a mixture of prose and verse, The finest parts
are in verse; ordinary conversation lapses into prose; the choruses
are always in verse. " o doubt where the nores cleari fndiees
prose and verse Pound kept the 1wo separate, bur theie is very
frequent confusion. In another [eassage appears the statement:
“The plays have...a very severe construction of their own, a
sort of musical construction. " This i by no means clear and,
unfortunately, is not clsewhere clarified in Pound's discussion of
form. In fact, the noh plays we have are the libreui of (heatrical
pieces which are danced and sung. Like the librewi of opira
comigue, noh plays are a series of prose recitatives, solo BSOS,
and choral songs, the latter varying in length and poctic form,
Among the Hirata-Fenolloga-Pound  versions, perhaps Kakitm-
bata most nearly gives this impresion though, unlike Kaeyoi
Komachi, there are additions rather than subtractions,

It has always scemed to me that translations of noh plays
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cught to strive, on occasion at least, to match the original meters,
s0 that they might be performed with the same music in English
as in Japanese. This, on the one hand, would add an almost
insuperable dificulty to the already difficult matter of ranslat
ing noh plays, yet, on the other hand, would bring the noh play
as a form right into our midst, if successful. Instead of being an
esoteric poetic fragment from the inscrucable East, the noh play
would be a performable piece of theater, as it is still constantly
being performed in Japan. It may be too extreme, yet it s true
in a sense to say that noh plays can never be rightly understood
in this counory unless some sort of ranslation for performance
is achieved,

A glance at the Hirawa-Fenolloss-Pound version of Kayoi
Komachi does not immediavely reveal how many of the linegs
are or aré inténded to be in verse form, but it would be dificult
ta select more than a doren or so linés which are unmistakably
verse, In the original Japanese, in the waeibon or singing-text,
for example, of some 118 columns less than thirl}' are in prose,
The remainder, roughly thrﬁr-quarm of it, is a series of songs:
shidai, issei, sashi, age-uta, and rongt,

The first of these, the shidai sung by the old woman when
she enters the stage for the first time, is omitted in the Hirata-
Fenollosa-Found version. It is a short song, made up of three
lings: one twelve-syllable line, a repetition of this line plus four
additional syllables, and a final line of seven syllables. In a
noe elhewhere on the mmic—which runs, “The musical bar is
a sort of double bar made up of five potes and seven nodes,
or of seven notes and then seven more notes, the fourteen being
sung in the same time as the twelve first ones. ., "U=Pound
gives an inaccurate glimpse of the relatonship of verse and
musical rhythms, Briefly stated, the sequence of five-syllable and
seven-syllable grovps in various combinations has been a char-
acteristic of Japanese poetry from the time of the great Manya
Anthology on. It is gquite natural that these basic patterns should
be used in noh plays, The most common line is made op of five
plus seven syllables, called the hiranori, which is sung to an eight
beat musical bar, Variation is possible, the two commonest forms
being the chu or shurenori and the snori, The former wsually
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has tourteen 1o sixteen syllables, and when sung has the musical
beat on alternate syllables; the smord has only eight syllables, the
musical bear thus falling on every syllable.'® The resulting meters
cannot be exactly compared to cur English meters, but some
sense of the difference may be gained by calling the hiranori or
twelve-syllable line our English blank verse; the chunori or six-
eenrsyllable line our eriple rhythm, and the dnori our trochaie,
or more exactly, our occasional spondaic rhythm. The one gives
lightness and rapidity, the other slowness and weight. In addi-
tiom, it might be mentioned that in the faster concluding songs
of some plays (but not in Kayo: Komachi), syncopation is used
dramaticatly, when groups of three or four or even move syllables
are joined in a unit which is sung in the time wwally given o
a single syllahle.

‘The shkidai here as in many plays serves to set the tone of
the play." Literally, the first line means “the collected twigs and
brushwood” plus the particle no which indicates that the whole
phrase is a genitive or an adjectival modifier, The second line
repeats this, adding four syllables of which the first two are the
beginning of the noun mioi or “perfume.” Suddenly, however,
whit one expects o be a noun turns inte a verb, nicweann, of “not
perfumed.” One's eye or ear ar once turns back to rthe word
takimomno, the last word before the particle in both the first and
second line, and one realizes that it has two possible nAnings,
“firewood” or “incense,” Moreover, the Jast three s llabies are
the word for “clothing,” kimteno. In the meantime the sonng lias
gone on, and “not perfumed” appears to modify the word “slocve”
in the last line of the song. This word, of cowrse, i reailily
related to the submerged word for “clothing™ aml likewise relited
to the word bemaskiki, “'1 am sad,” which concludes the sog, for
are of the most constane elichés of Japaneie pociry is the “sleeve
made wet with tears” which is thus a symbol af sadncs.

It is clear that we have of necessity now shifted from the b
lem of verse to that of hnguistics. It is difficult enough it
Japanese regularly places the verl at the end of the sentence,
8o that the translator must frequently use early in his version
what the original has held back as a surprise or debayed emis
tional “punch,” but after all we are familiar with that gramma.
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tical problem in other languages, such as German. But what can
the translator do with homenyms, or puns, which are so fre-
quent and meaningful in Japancse poetry? And even maore
diffcult, how can the transiator manage that chameleon device, the
kakekotaba, in which a word concludes one phrase with one form
or meaning, and then immediately—before really finishing any-
thing—goes on to start a new phrase or serve 4 new furction?
This is the word niswanu which starts out as “the snell” fof
incense or firewood) and goes on as “not-perfumed” sleeves. Ger-
tainly this is exwremely dificult, the linguistic strocture of the
iwo languages being so different, but it is surely “treacherous”™
ranslation to make no atempe, to pretend these linguistic and
poetic devices don't exist. By repeating only a part of the first
line amnd by playing on the similarity of sound of the noun
sincense” and the verb “scents” I have wried o suggest the origi-
nal, while still using the same number of syllables with something
like the original rhythmical weighting of the lines:

The twigs and brushwood T have gathered wp to burn

Woere gathered but 1o bum; yet none of their fragrant smell, like
NS,

Scents my slegves, how filled with sadness|

The fnal word of this song may be said to set the tone of this
play. And this would be enough to say of the shidai of some noh
plays, but more needs 1o be gaid here, it seems to me, for this
is a very great play in which every part has its significance. Some
authoritics say it was written by Kannami Kiyotsugn (1333-1384),
some say by his son Zeami Mowkiyo (1363-1443). Seill others
suggest that Zeami rewrote or retouched his Father’s play. Asaji
Nuse, for example, suggests that the play Shii no Shoshe ascribed
to Kannami in his son's Sarupake Dangi (Conversations About
Moh Plays), is really the same as Zeami's Kayoi Komachi'? That
is, the play called General Shif is reworked and takes the new
title, The Nightly Courting of Komachi, in which General Shii
is the lover who visits the great lady. Certainly the dramatic force
of the play suggests the father's hand, and the brilliant poetic
texture could only be from Zeami's pen. It nmy be an exaggera-
tion to say that Zeami (a contemporary of Chaucer) is the equal
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of Shakespeare in the ant of poetry, but merely o say it is a
least one way of emphasizing his greatness, Unformunately, not
enough firstrae translations of Zeami's plays, nor studies of
their liverary qualities, have appeared in Western linguages to
make this greamness clear. It seems to me that this play has
more dramatic inwensity than Sofoba Kemachi which has several
tmes been translated (by Waley and Péri, to mention only the
most famous). Iy tells the story of General Shil’s ninety-nine unre-
warded visits to the poergss Komachi, who spurned him, mot
realizing he would die before the hopeddior winmphant hun-
dredih visit, She herself, according wo legend, lived on through
her humdredih year, long after her fame and beauey had faded,
an old hag on the hillside who left behind only a skull through
which the pampas grass waved, and a handful of remarkable
poems closely linked with her legend.

This shidai as Zeami wrote it suggests the whole tale of
Komachi: shifting from the ald cone who collects firewood, o
the fragrance of a court lady's perfumed sleeves, w a lover's
vear-wet sleeve, thus evoking the sadness of the two lovers, being
long dead but sull unable wo rest because their souls are tied
v garth by their pasions. Mot to have these tice Sees is o sligin
loss gquantieatively, but & greai oie pesciically. in de sense that
they evoke the whole play, the loss of these lines is a great o
structurally as well,

After a prose passage in which the ald woisan jnwodeces
herself, there comes a brillinnt passage which is a tour de foree
of poetry almost impossible to translate, and represented by
Hirata-Fenollosa-Found by this short prose passage:

“What sort of fruit have you there?™ asks the priest, and she replies:
“Twe nuis and kaki apd chesenues anad Flum: and p-u:h&:, amad i
ared lirils oranges, and a bunch of tachibana, which reminds me

of days that are gone.”

How different this is from the originall There all the [ruies are
either maken from the trees of famous pocts or are subtle remind
ers of the great love affair. Line after line mentions or quotes
the Bamous pors in a dazling poetic display of puns and allu-
sions, ending with relerences to the skii or oak tree, which is 2
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homonym of the name of the gallant gemeral, My first impres-
sion when 1 was learning o sing the play was that the passage
is a sort of excrescence, vechnically difficult and beautiful in is
way, but not dramatically useful. Now I have changed my mind.
This is in fact Zeami's way of establishing the character of the
poetess, and the passage does so unmistakably: brilliant, dazzling,
heartless, yet conclading with a note of passion. There iz also
the ambiguiry of the final phrase concerning the single branch of
orange blossom: it is itself, yét at one moment it seems to repre.
sent the single night the general had yet to visit the poetesi—but
failed—at another moment it seems the lonely old hap hersell

Rhythmically, this fifteen-line song most often uses the
hiranort or twelve-syllable line, but there is a striking sequence of
two fivesyllable lines in the middle, one sung by the chomus, one
by the old woeman, Linguistically, the puns based on poets’ names
represent a problem already discussed, here quite insuperable
of solution without notes, for no American or European audience
could be expected to know that the kaki or “persimmon” refers
to the unmentioned part of Hitomaro's name, on which it is a
pun, nor that the other name of Akahito means “mountainside.”
Indeed, they could scarcely be expected o recognize the names
as being among the greatest in the Manyd Anthology, which is
one of the grear collections of early poetry in world literature
Two further devices appear in this passage: the use of the jo
or “preface” in which several syllables serve only to introduce
an imporiant word, and the pun which is also o kakekotoba. In
the one case “cherry hemp” serves simply to modify the word
“pears” and is iwelf preceded by the phrase “having famous
flowers” which can then modify either or both cherries and /or
pears. The word “pears” is a pun on "not”™ or “nonexistent,”
applied here o the beach whose name immediately precedes i
Iy various ways ] have tried o represent all these devices:

Thr Woman: The [ruis I've brought are these and those asd ssch
and such,

Crorus: The fruits shes brooghs are these and those and
such and sweh,

Oun Wosar: How well aomusiomed | was onge
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To count and recount his cart’s comings,
numergus a3 these gale-blown acorns,
CHomug: Among these fruits from the greatr poes’ gardens ape
Oro Woman: These persimmons here, from Hitomaros hedge;
And bamboo chestnuts from Yamabe's mountainside;
Crors: Flums near the windoow;
Own Woman: Peaches from the yurd;
Mamed [rom the mos fesous of all Aowers, (he
“cherry hth"
Pears from the “pearles”—no—the “pestiess™
beach of o
{There grows the fragrant, ahl the rue love oakl);
These big and livde oranges, these kumquats,
And added to these, o show the sadness of all greas
old loves, orange blossoms,
A single spray of orangs blosoms, only a single
EpTay ...

Impossible though it is to produce a translation poetically
equal to the original, surely it is a travesty to make no acempt,
to transform this—as has been done in the Hirata-Fenollosa-
Found version—into bald prose.

In addition, the passage contains phrases quoted from older
poetry. Ideally, a relevant quotation should occur o the trans-
lator. For example, once in translating a ronda by Kiyowara no
Matsuke a quatation from Burns seemed a0 f profiet

Wve pEgEd BUT IOVe.

Makiigg ewcly others seeves

Al wringing wee with rears.

"Till all the seas rin dry,” we said,
“Till waves drown Sué’s pines."

Unfortunately, in the pasage above the best I could do with
two lines quoted from earlier poetry was “Plums near the
window; /Peaches from the wyard...” which remind me some
what of lines about “gay Tom Becket of London” in Murder
in the Cathedral, but which are not likely to recall the passage
o amyone elee's mind.

While these are not all, yei they are the major problems (or
suggest the major problems) to be met by the translator in the
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verse part of this noh play. Almost equally difficult is thve Erest-
ment of the prose portions. The linguistic problem is the fact that
the tird verbal system wsed throughout is an archaic one. Lnil
the war, certain formal letters of the “old school™ still used this
verbal svstem, but there muse be few, if any, who wse it now.
Even in the Eyogen or noh comedies soughly contemporary with
Zeami the gozgry form was used, a systemn which has at least lefo
its traces in modern colloguial Japanese. Yas Zeami himself using
a deliberately dignibed, stightly antiquated form? What s the
translator to do? A passage filled with “thee” and “thou” and
verbs in “eth” and “ist” would seem o be the nearest equivalent,
bur it is questionable whether this is wlerable today, In addition,
as prose it seems rather verbose, since the very word sdrd counts
as four syllables, and our English copula rarely has more than
ong or two syllables. However, this is a problem which may be
guickly solved, for the prose passages, though definitely intoned
like our almost defunct recitative, are always unaccompanied, so
the matching of prose and musical rhythms 15 unnecessary.

But there is a deeper problem here, Pound has used a kind
of Irish dialect in many of the prose passiges. Certainly no one
would question the beauty of this dialect in the works of [. M.
Synge, or in Lady Gregory's work, And there can be little doubt
that Pound was influenced in this by Years. But can this use of
Irish dialect, even restrained as it is in these translations, suggest
the grear poctess and her aristocratic lover? Does a sentence like
“I've 2 sad heart o see you looking up o Buddha, you who
left me alone, 1 diving in the black rivers of hell. ..” (neglecting
inaccuracies and the fao thar i should be verse rather than
prosej—suggest the coremonics chanting in the noh theater, or
the elevated religious discussion of the ex? No, the tonc i
clearly mustaken.

As bad or worse 15 the use of Ivish folklore o interpret the
situations which occur in these plays. To assume that Komachi
is trying to convert the peneral po Buddhism, Lke an Irish lossie
and her wayward lover, 15 1o misread this situation as badly as
the Hirata-Fenollosa-Found version of dwed no Uye misreads
the jealousy theme there. A knowledge of general classihcation
helps here. Formally, this is a play of the fourth class, which
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commonly deals with relatively “down-to-carth” situations, treat-
ing them as occurring in the present, hence someties called
gemzal mono of “present-day things,” Not quite wue to its class,
this play has characters who are spirits re-enacting a scene from
their earthly life, while the priest watches them and then recites
prayers to help them forward on the way to salvation. Further.
more, the play belongs w a well-recognized group within the
fourth class, in which the chief character ar characters cannat
attain salvation because of their bitter recollections of their
earthly life. The confession and re-enactment of their sins, or
some particular episode, is wsually followed by a Buddhist priest's
fervent prayers. Then at last salvation is possible; they become
Buddhas, ar enter the Way. Had this basic concept been clear,
& number of mistranslations in the latter hall might have been
avoided. Thus formal classification, though sometimes apparently
trivial, can be of help to the translator,

Descriptions of such aspects of the production as costume
and dance are likewise misleading in the Hirata-Fenollosa-Poaind
versions. It scems sirange that Fenollosa, who is said to have
watched and studied noh plays for twenty years, would lave i
inadequate descriptions, Instead of “astral body™ for the general’s
appearance, the Hirata-Fenollosa-Pound version should have =
description of the brilliant costume with those special fenrures
which denote the warrior ghost. And jaiher dwan “dance™ 1he
Mare appropriste (crm “pantomime” or “mining” might well
have been used. Unlike plays of the third or “woman” class mond
the fifth or “spirit” class, such a fourth-class play as this ravely
has dancing in the ordinary sense. The usual chu no mai, jo no
mai, etc., are replaced here by the éroe which is rather miming
than dancing. Of course it is still graceful, elegant, and seylized,
never realistic, yet it does represent action in its own way., To
call it dance is misleading. Once more, a knowledge of formal
clamification might have helped in understanding the play as a
whole, Translations like the three-volume set published by the
Nippon Gakujutsu Shinkdkai,'™ with the Kwanze text line draw-
ings and brief deseriptions of actors' movements, are the best
solution to date of the problem of suggesting this aspect of the
form of noh plays w Western readers,
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In an absolute sense, transkation is impossible, and surcly a

theatrical piece cannot be conveyed in all its richness by a writen
form. However, 1 am convinced that frank examination of the
formal and linguistic problems facing the translator of a noh
play can lead to the kind of seriows, intelligent atiempts to solve
them which result in more satisfactory oramekations,

1,
b

11,
15

14.
15

186,

1.
18

NOTES

Esra Pouml, Trenpleficns (Mew vork, 1958, p 272,
Ernest Fenallosa, Efecls of Chiness and fapanres A (New Tork, ),
PP wvi oand i

. Hajin Yano, Firerde Chats Abowt Emplich Literadwure (Tokyn, 1955} This

information. pogether with that im the fire part of the paragraph. is
availakle 1o me now only In s English |5Ir|-u-p:h which rofessor Yano
kindly sent me,

. Higaghi Fuiskgws, "The Weiternar' Stidies of the MNaols Play,” Hikake

MFungakw Kembhyujo Ko (Fuldications of the Imstitute for Comparative
Studlics of Culiure), 1 (19655, pp. 5-10.

. Emnest Fenollnsa, “Nodes on the Japanese Lyric Drama,” foureel of the

Amerlean Orientel Sortety, XXIN (1900}, 129 and 137

Poiamd, op. o, p, 250,

Fhid,, p 230,

. D Faige. ed. The Lettern of Emva Pound (New York, 1950}, pp. Z7,
3, 214.

. Furukawa, of. i, pp. B=5
. Roy E. Teele, "Translations of Moh Plavs,” Comparatles Lirerature, 1X

[0BET), 451,
M. Mimagawa. "Eayei Komachl,” Teurise, XX (1938, 50-65,

. Powml, ofe. pid, po 27T

Fedd., po 237

Fibid,, pp. 24242,

K. Mivake, Myosfhi Seibad [Commeniary an Mob Rbythms) (Tokyo, 150
This is a good general expesithon of the subjeoy by a scholar in e
Kwanze craditicn, | ucling nunsETHEs coamplen,

Fear (his stisly and my frandlation I have refermed o theee dextss (1) a
1) printing of he Kwanse School's “simgimg text'; (2p Toyoichine
Mogrami’s  Fokyekw Stmafri (Complete XMoh Texis) IV {Tokyo, 1921},
Hiid: amd (5} Kentaro Sanart's Yodpokn Toikanw (General Survey of Moh
Playsh. 11, 8rdl printiog (Tokyo, 1993, T61=74,

Asafi Nose, Nogeko Genrpu Ko (Treabse om the Ookging of the Nioh
Theamre} Srd prlm:ln[ (Tokyo, 1956, PP 1952519,

Japareie Mok [rama (Ten Playsl Vol T Tokyo, 19559 Vol II {Tokya,
sty Vol 00 (Tokve, 1960),



	1963_Teele1
	1963_Teele2
	1963_Teele3
	1963_Teele4
	1963_Teele5
	1963_Teele6
	1963_Teele7
	1963_Teele8
	1963_Teele9
	1963_Teele10
	1963_Teele11
	1963_Teele12

