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THE DESTINY OF NO
A Reading of Mishima Yukio’s “Lady Aoi”

# OB Rk

In the postscript of Kindai nogakushu, Mishima Yukio explains
that his adaptation of no is an attempt “to preserve in the modern
drama flexible treatment of space and time in ré, as well as
obvious metaphysical subjects in the original”. His project appears
to be successful at least in “Aoi no Ue [Lady Aoi]”, if we see the
play from the aspect of theatrical space.

For instance, Mishima's use of stage right and stage left
deliberately imitates the way no utilizes its theatrical space. Also,
the back part of the stage where Aoi is lying on a bed corresponds
to the area called atoza or yokoita where hayashi-kata or musi-
clans are seated. Therefore, in Mishima’s “Lady Aoi”, the voice of
Aol crying for help plays an equivalent role of hayashi or the music
in the original no.

Thought Mishima’s project is seemingly successful at least in his

“Lady Ao1”, whether we can conclude that it is also the case in
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other plays in Kindai nogakushu needs further study. After all,
Mishima himself confesses that his project “at this stage is far

from being successful.”
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If, following Beckett’s example, one can banish from a play various
elements, such as movement, or even dialogue, the element that must
remain constant and be retained in any text written for theatrical

: ®
performance is, of course, space.
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The didascalia scattered through many editions of Shakespeare, to
take the most famous example, are in large part the invention of

subsequent editors such as Rowe, Theobald, and Malone. ®
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In this brief examination of the functions of the stage direction, I
will argue that the stage direction, although considered by most to be
a natural utterance, existing apart from the text’s fictive dialogue,

<

can be read more appropriately as part of a play’s fiction. ?
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Now in a theater script, language takes two forms: auditory (the
spoken text or discourse of the characters) and non-auditory (the
stage directions or meta-discourse). Both modes of discourse can
refer to dramatic space, but they differ in their respective functions.

The function of meta-discourse is to refer exclusively to what is
visible (i.e., what the producer has intended to make visible to the
audience). The function of discourse, on the other hand, is to refer
both to what is visible and to what is not, and thus, for example, to

space described but not shown on stage.®
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