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Caption accompanying cover illustration:

When playwrights have prepared a new play they gather the top actors, beginning with the
troupe leader, for discussion. They explain the plot ideas for the play and discuss every aspect.
After settling all points, the various roles are written down and given out, lines are learned, and
stage action is worked out. Then, the night before the first day of the production, the whole
troupe enacts the play in a full run-through. Under the direction of the backstage manager, the
stage properties are touched up for each scene, the playwrights’ script is written out, and the
discrepancies in lines are amended. Top actors in the troupe give succinct instructions in stage
action. With kabuki, in variously imitating the manners of rich and poor, old and young, there
can be no success without great ingenuity.

Mlustration and caption from Kokon yakusha taizen (1750) in Gein6shi kenkytkai, ed. Nihon
shomin bunka shiryé shiisei, Volume 6. Tokyo: San-ichi Shobd, 1973. 59.
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Rosei ga yume sono senjitsu in Mizuno Minoru, et.al., ed. Santé Kydden zenshii, Vol. 2. Tokyo: Perikansha, 1993. 413. See Chapter 4, pp. 122-124,

Master Dream (right) and the Dreamworkers (left) from Final Preparation for Rosei’s Dream (Rosei ga yume sono senjitsu). Illustration from
for a discussion of Rosei ga yume sono senjitsu.





