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TheEmergenceoftheInvisible

-BriefNotesTowardsaDefinitionoftheDramatic-

Tetsuo ANZAl

1.TheInYaSionof仙eAlien

Apopular,COnVentionalnotionofbeing`dramatic,seemsusuallytobethataplay

orsceneisfu1lofstrikingevents,fhughtwithhightensionsbetweensomesharplycon-

flictingcauses･Whilethisdefinitionfitlydescribescertaintypesofdrama,itdoesnot

alwayscoverothertypeSSOSatisfactorily.ToglVejustafbwobviousexamples,Oedi-

pustheRexorADollbHouseiscertainly'dramatic'inthissense,WhileOe`極〉uSat
ColonusormenWeDeadAwakenishardlyso･TheplaysbyOsborneorJohnArden

arehighly'dramatic,,WhereasthosebyBeckettorPinterarefarfromit･Totake

instances丘omJapa正esetheatre,Kabukiisintensely`dramatic,according tothis

notion,butmostNohplaysscarcelysatisfysuchadefinition.Thustheconventional
wayofdefiningthedramaticcapnotbeacomprehensivedefinitionoftheinherent

natureofdrama;itcannotproperlyexplainwhatmakesdramaassuch･

Thereisanotherimportantdeftctintheoldidea;itisadefinitioninftrredexclu-

sivelyfromdramatictexts,andnotffomdramaticexperienceasweactuallyhaveit

inthetheatre.Unlesswecansimplyidentifydramawithdramatictexts,WeWillhave
todealwiththequestioninadi鮎rentway;OurneWdefinitionmustbededuced丘om

whatisactuallyhappenlnginthetheatre･Inaddition,itmustbesuchaoneascan

eBbctively distinguish drama ffom apparently similar genres-ffom cinema,fbr

example･Oncewecandiscoversuchadefinition,itwi11alsoenableustoexplain

potentiallyalltypesofdrama,aPParently･`undramatic,playsaswellasobviously

`dramatic,onesintheconventionalsense.Forthenewdefinitionisinfbrredffomthe

essentialnatureofdramaticperfbrmanceinthetheatreassuch,Whatevertypethe

PlaylnqueStionbelongsto･

AnewdefinitionofthedramaticIwouldproposeisthis:dramamustbedefined

astheemergenceoftheinvisibleintothevisibleworldofreality;tOPutitdiffbrently,

whatmakesdramaassuch,theessentialqtlalitypeculiartodramaticpresentation,1S

aprocessinwhichacertainunreal,invisible,alienbeinglSreVealed,throughthe

physicalpresenceofactors,1nvisible,tangiblefbrmsuponthestage;inshort,itis

aprocessofthealieninvadingandoccupylngtheactualrealityofhereandnow･

Thisfbrmulationmaywe11appeartooabstractortoogeneraltobeofanypractical

use,butitspracticalitywillbecomeclearwhenitisappliedtocinema･Appare血1y

cinemaiscloselyakintodrama,inthatbothrelyuponplayers,actingastheirpnnci-

palmeansofexpression,andbothareusuallypresentedinatheatre･Incinema,how-

ever,aCtOrSdonotsharewiththeaudiencethesametimeorthesamespaceasin
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drama.TheactinglnCinema,doneinsomeotherplaceandatsomeothertime,has

beenmerelyprintedonthefi1m;itisonlyapackageofactingsealedupinthepast.

Thatistosay,theconditionwepointedoutaboveasindispensabletodramaticpre-

SentationislackinglnCinema:theconditionthatanunrealworlddirectlyinvades

the realworld.

Ontheotherhand,WeCannOtalwaysinftrthatwhenactlngOrPlayingisdonein

thespaceandtimesharedbytheaudience,itisadramaticperfbrmance.This will

becomeimmediately evidentwhenwethink of'playlng'in gymnastics or fbotball

games.ForinsuchsportlngeVentSthereisnoelementof'theunrealworld'inourfbr-

mulation.Thatistosay,thedramaticinournewdefinitionrequlreStWO eSSential

elements:first,theexistenceofanunreal,invisible,alienworld,andsecondly,the

invasionand occupation oftherealworldbythat unrealworld.

2.ActingasaStateofBeimgPossessed

Ifwecandefinetheessentialnatureofdramaastherevelationofaninvisible,un-

realworldtothevisible,realworld,andasthefbrmer'sinvasionofthelatter,We

Canthenunderstandhowfundamentalactorsaretodrama.Theyarenot simplya

meansorinstrumenttoconveytheideasoftheplaywrightordirector;ratherthey

COnStituteapivotalpolntinadramaticperfbrmanceuponwhichthewholeprocess

hinges･Foritisexactlyintheirmindandbodythattheprocessoftheinvisiblereveal-

1ngltSelfinvisiblefbrrnStakesplace.Inthissensetheprocessmayevenbecalleda

sort of'incarnation,.

Indeedanactorwhoisplayingapartonthestageshowsapeculiarlyparadoxical

modeofexistence･Heislivinganunrealexistenceintherealworld;heislivinga

fictioninreality･When,fbrexample,JohnGielgudisplaylngtheroleof;say,Hamlet,
GielgudislivingafictionallifeofHamlethereandnowuponthestage,andatthe

SametimetheunrealexistenceofHamletisbeingactuallyincarnatedinthebodyof

Gielgud･In otherwords,Gielgud,WhilelivingHamlet,is atthesame timebeblg

livedbyHamlet･Toputitinyetanotherway,anaCtOrPlaylnghispartisbeb2gPOSSeSS-

edbyanunrealbeing,aSifbyaspirit.Inthissense,anaCtOrmightbelikenedtoa

Shamaninastateofecstatictrance.IdonotimplythatarlaCtOrWhileplayinghis

partisinastateofunconsciousness;infact,heisinanunusually heightenedstate

Ofconsciousness･WhatImeanissimplythatapeculiarmodeofexistenceexperienced

byanactorwhileactinglSStruCturallyslmilartothemodeofexistenceofashamanin

a state ofpossession.

3.AmalogiestoRi血al

Ifwearerightinconsideringthatanactorissomehowanalogoustoashamanin

termsoftheirmodeofexistence,thenwecanperhapstakeastepfurtherandpolnt

OutanOtherstructuralanalogybetweendramaandreligiousritual･Accordingtoour
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definition,thebasicstructureofadramaticpresentationcanbedescribedastheinva-

Sionofthevisibleworldofrealitybyaninvisibleworldofunreality.Can'twesaythat

thisfbrmulaisinfactequallyapplicabletoreligiousritualashierqphanie,therevela-

tion of the sacred?

TosaythattheorlglnOfdramawasinreligiousritualisnothingmorethanacritical

COmmOnPlace.WhatIamtrylngtOPOintoutisnotsimplythat.WhatIamtryingto

Sayhereisthis:Whateverorigindramamayhave,thefundamentalstructureofadra-

maticperfbrmanceisessentiallyanalogoustothatofritual,howeversecularizedthe

dramainquestionmightbe.Thiswillbecomeevidentatoncewhenwesubstituteeach

COnStituentelementinreligiousritualfbritscounterpartin dramaticpresentation;

OurfbrmulaitselCwhichhasbeendeducedffomthelatter,holdsequallyvalidfbrthe
fbrmer.`Theinvisibleworldofunreality'inourfbrmulacorrespondsto'thesacred'

inreligiousritual.Actorsasakindofshamanareexactcountepartstothosepeople

Whoplaytherolesofgodsordemonsinritual.Andthroughtheirholy`acting'the

invisible,SaCredmysterylSreVealedtothereligiouscongregationoftheritual,Who

agaln COrreSPOndtothesecularaudienceinthetheatre.

Thisfundamentalstructuralcorrespondencebetweendramaandritualisofcourse

nomereaccident,fbrritualitselfisakindofdramaticpresentation.According to

Eliade,ritualisasymbolicre-enaCtmentOfcosmogony,thatis,thedivineactofcreat-

1ngtheordered,meaningfu1cosmosoutoftheprlmOrdialchaosattheverybeginnlng

Oftheworld.EliadefurtherpolntSOutthattheprlnCIPalfunctionofritualistoconfer

Onthesecularworldanorderandmeanlng,Orratherthesourceoforderandmeanlng,

thatwhichcreatesthem.Ifso,WeCanPrObablygoyetastepfurtherandsaythat

dramaisanalogoustoritualnotonlyinitsbasicstructure,butinitsfunctionaswell.

Indrama,itistrue,thesubiect-matterisoftensecularized,andtheimage ofthe

COSmOSpreSentedthereispersonalizedorfiagmented.Nevertheless,dramasti11pre-

SentSaSyStemOfsymboIswithitsownorderandmeanlng,ifonlyinthefbrmofthe

author'shighlypersonalmyth.Allthesameeventhemostsecularizedorpersonalized

drama remains a world-image conceived by the playwright.Furthermore,drama

embodiesthatworld-imageinaconcrete,COrPOrealfbrm,makingit alived reality

inthemidstofactualtimeandspace,andtheaudience,Sharingtheprocessthemselves,

witness,aSitwere,animaginativecosmogony.Dramaisthusanactofre-eStablishing

anorderinreality,anaCtOfconfbrringameanlngOnthereal,eVerydayworld,Which

is always on thevergeofcollapslngbackinto an amorphous,meaningless chaos.

4.AMeta-TbeatricalS伽ⅦCt町eOfPlays

Uptillnowwehavetriedtodefinetheinherentnatureofthedramaticintermsof

theatricalpresentation,incontradistinctiontodramatictexts,andhaveobservedthe

basicstructureofdramaticperfbrmanceanditsanalogiestoreligi0usritual.Butwhen

WeaPPlytheresultsoftheseobservationsbacktodramatictextsandexaminetheir

StruCturean･eShffomthispointofview,itseemswecanfindsomeinterestingfacts
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aboutthem.Thefirstoftheseisthatdramatictextsoftenre8ectthebasicstruCtureOf

theatricalpresentation,1ike,SOtOSPeak,aninnerconcentriccirclesetwithinalarger

OuterCircle.LetusexaminethispointintheexampleofOe(砂ustheRex･
BythetimetheplaybeginsalmostalltheimportantincidentsinOedipus,lifbhave

alreadytakenplace-hisbirth,hisdesertioninthemountains,hisgrowthinafbrelgn

land,hismurderofhisownfatherwithoutknowlngit,andhismarrylnghisownmo-

ther,agaln,Ofcourse,Withoutknowlngit.Nothingreallyneworslgnificanthappens

inthecourseoftheplayitselLWhatactuallyhappensinsteadisonlythediscovery

OrreVelationofthosepastincidents;thedramaticactionoftheplaytakesthefbrm

Ofalong,SuStainedprocessofdragglngthehiddenpastintothelightofthepresent.
ButwhatwehavetorememberhereisthatalltheseeventsinOedipus'1ifbareexactly

thosewhichhad alreadybeenpredictedbythe oracleofApollobefbrehisbirth･

Thustheprocessofdragglngthepastintothepresentinfactmeanstheprocessofre-

VealingthefactthattheoraclehasallbeehperftctlyrealizedinthecourseofOedi-

PuS'pastlift.

Nowifwesubstitute'theinvisible'fbr`theoracle'intheprocess,Can'tweseethat

thedramaticactionofOe萌〉uSeXaCtlyfitsinwiththebasicstructureofdramaticpre-

Sentationwehavefbrmulatedabove?Intheplay`theinvisible',inthefbrmofApollo's

OraCle,OrPrOVidence,Or,tOPutitinmoreabstractterms,destiny,1nVadesthevisible,

realworldofThebes.ThusthedramatictextofOe(鞄)uSreflectswithinitselfthebasic
StruCtureOfdramaticperfbrmance;thetext,aSitwere,imitatesaperfbrmance,like

aninnercirclesetwithinalargerconcentriccircle,Or,tOChangeametaphor,1ikea

innerlittleboxcontainedwithinalargerChinesebox.Inthissensewemaywellcall

Oe(軸usameta-theatricalplay,althoughthisparticularaspectwasnotina11probabi-
1ityduetotheplaywright'sconsciousdesign.

Incidentally,thereisanotherinterestlngPhenomenoninthisconnection.Notonly

thetextoftheplayimitates▲thebasicstructureofperfbrmance,but thedramatic

CharacterofOedipustooimitatesthepeculiarmodeofexistenceofanactorplaylnghis

roleonthestage･OedipushaslivedApollo,sorac)einhisownbody;inotherwords,

hehasbeenlivedbytheoracle.Inyetotherwords,hehasbeen,･SOtOSPeak,POSSeSSed

bytheinvisiblewillofGod.ThuswecanseethatthisparadoxicalmodeofOedipus'

existenceexactlycorrespondstothepeculiarmodeofexistenceofanactorinperfbr-

mance.BothOedipusandanactorinperfbrmanceareatoncelivingandbeinglived

bytheinvisib)e,unreal,Oralien.InthissensewemayprobablyregardOedipusa

meta-theatricalcharacter.

ButitisnptOe(物usalonethatdisclosessuchameta-theatricalreflectionbuiltinthe
text;SuChaphenomenonisalsoobservableinplaysmuchmoresecularized,andap-

Parentlyquitedi庁brentfromSophocles,tragedy･Ibsen,sGhostswillprovideagood

example.Here,reflectlngthecurrentinterestsofthelatenineteenthcentury,theplay-

Wrightchoseashissubiect-mattertheproblemofgenetics,theideaofbiologicaldeter-
minationbyheredity,butthisisinfactamerelyostensibleinnovation･Intermsof

deeper,thematicstructurethedramaticfunctionofgeneticsinGhostsexactlycorres-

POndstothatofApollo'soracleinOe(晦,uStheRex.Theliftofthehero,Oswald,is
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hererepresentedashavingbeenlived,insplteOfhisownwill,bythelawofgenetics

Orbioiogicaideterminism,justasOedipus'1ifthasbeenlivedbythewillofApollo,
andthedramaticactionoftheplayasawholetakesthefbrmoftheprocessofthis

invisiblefactbeingbroughtoutintothevisiblerealityofMrs.Alivng'shousehold.
AndtheplayreachesitsthematicconsummationwhenOswaldfina11ycollapsesina

Btofthehereditarydisease,thatistosay,themomentwhentheinvisible,hereinthe

fbrmofgeneticdestiny,COmPletesitsinvasionofthevisiblereality.Itisevidentthus

thatGhostsandOed*us,inspiteoftheirobviousdifftrencesfromeachother,havea

COmmOn`meta-theatrical'structure,a reflection ofthe basicpatternofdramatic

PreSentationintheplay-teXtitselL

Letus take another example,this timeffom modern American drama,Arthur

Mi11er'sDeathqf.aSalesman.Heretheplaywrightemploysaspartofhisinnovative
designthetechniqueofthestreamofconsciousness,butagainthisisamerelytechnical

novelty;intermsofbasicthematicstructuretheplaynonethelessdisclosesaclose

Para11elismtoOe(鞄,uSandGhosts.Inthisplaythereislittleplotintheusualsense
Oftheword,thatis,aplotconstructedalongthehorizontalaxisoftime.Insteadwe

haveheretheactiondevisedalong,SOtOSPeak,theverticalaxisofthedepthofthe

hero'sconsciousness,thewholegamutofhismind丘omthesurfacetothemostsecret

recessin the subconsciousness.Thusthe action oftheplaytakes thefbrm ofthe

PrOCeSSinwhichthehero'smemoryofthesinheoncecommittedinahotelinBoston,

thesinhehaskepthiddeninthedeepestbottomofhissubconsciousness,1Sgradua)1y

draggedintothelightofthevisiblepresent.ItwillbeeasyenoughtorecognlZethat
thissinfu1act,intermsofitsstructuralfunction,isanexactcounterparttoApo1lo's

OraCleinOe(軸usandthepastsincommittedbyOswald'sfatherbefbrehisbirthin
Gカ0∫ね.

Ofcoursewecannotalrbrdheretoexamineeverytypeofdramaexhaustively,but

Perhapswecandiscussatleastonemoreexample,thistimeoutofthemodern`absur-

dist'drama,SamuelBeckett's肋it吻jbrGodbt.Itwillnotbesodi臨culttoseethat
here`theinvisible'takesthefbrmofthemysteriouscharacterofGodot,Whoislite-

rallyinvisibleinthesensethathemakesnoactualappearanceonthestageafterall.

Thusitmayseemitisequallyeasytoseethat,althoughtheelementof`theinvisible'
doesexist,theplaydoesnotconfbrmtoourfbrmulaofthedramatic,Sinceherethe

invisibleisnotvisiblyrevealed.Whereasinalltheplayswehaveanalyzedtillnowthe

mostdramaticmoment,themomentthatconstitutesthefbcalpointinthewholestruc-

ture,COmeSWhentheinvisiblevisiblyrevealsitself;suchamomentnevercomesin

肋itingjbrGodbt.Inthissensetheplaymaywellappeartobeanemphaticallyun-
dramaticorevenanti-dramaticone,thewholepolntOfwhichconsistsinitsdeliberate

inversion ofthe normalfbrmula ofthedramatic.However,We Shouldnotfailto

recognlZethateverycharacterintheplay,ateVerymOmentinthecourseoftheaction,

isintensely,almostpainfu11yawareoftheabsenceofGodot,andthatthroughthis

unusuallyheightenedsenseofabsencetheplaygetsdenselyfi11ed,Paradoxically,With

his negativepresence.Inshort,Godot,thesな乃yiantof`theinvisible'inthe play,

Whollypossessestheworldoftheplaythroughhisabsenceitselfl
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Thus,1nSPiteofitsapparentdeviationffomthenormalpatternofthedramaticwe

havefbrmulated,Orratherbecauseofit,勒ilingjbrGoゐtistoberegardedasan

intenselydyamaticplay,POWerfu11yexemplifyingourformula･

5.TheCaseofNotlPlays

AsIsuggestedatthebeginnlngOfthearticle,OneOfthepossiblemeritsofour

鱒eWdefinitionofthedramaticisthatitexplainstheessentiallydramaticqualityofNoh

playsmoresatisfactori1ythantheconventionalone･Itmaynotbeinappropriatehere

toapplyournewfbrmulatoaNohplaytoseehowfarourdefinitionisworkablein

explainingitsdramatice丘もct･Anyplaywi11serveaSaneXamPlefbrourpurpose,but

letuschooseSum物awa(meRiverSumidb),fbritmaynottbequiteunknowntothe

EuropeanreadersasthesourceplayofWilliamPlomer'slibrettofbrBenjaminBrit-
ten'sopera,CurlewRiver.

TheplaylSSetataftrryacrosstheRiverSumida,nOWinTokyo,butintheperiod

whenthepleCeWaSCOmPOSed,afbrlorn,bleakplacefaraway丘omKyoto,thecapital

ofthecountrythen･Thereappearsonthesceneamad,01dwoman,afteralongand

WearyJOurneyalltheway蝕)mthecapital･Answerlngthequestionoftheferry-man,

thewomantellsthestoryofherlife;Shehadherdearlittlesonkidnappedbyaslave■

dealer,theoverwhelminggriefofwhichhasdrivenhermad,andhearlngarumOurthat

hersonwasseens?meWhereinthefarEasternPartOftheland,hasthustravelleda

longwaytothebankoftheRiverSumida･Thestoryremindsthefbrrymanofayoung

child,Whowasindeedbroughtherebyaslave-dealer,butwho,alas,diedamiserable

deathonthisveryspot･Themother,sanguishisgreat･Theftrryman,COnSOlingher,

te11sherthattodayistheverydaywhenthepeopleintheneighbourhoodhaveamon-

thlypraylngCeremOny,tOmOurnfbrthedeadchildandprayfbrtheblissofhissoulin

heaven,ChantingthenameofAmidainchorus.Themadmotherjoinstheceremony,

andwhenthechantlngreaChesitsclimaxatmidnight,theclear,ShrillvoiceofaboylS

heardoverthechorus,andthedimfigureofthelostchildisseenoveralittletombon

amound.Itistheghostofthechild.
Thefbatureoftheplaythatimmediatelyarrestsourattentionisthatareligiousri-

tual,thechantingofthenameofAmidainchorus,isincorporatedasthecrucialpart

Ofthedramaticaction,butthepointIwanttomakehereisnotsomuchthisftatureas

thattheplayshowsastructuralcorrespondenceonadeeperleveltotheeseentialpat-

ternOfritual.Theclimaxoftheplaycomesevidentlyatthemomentoftheappearance

Ofthechild'sghost;thisisthefbcalpointofthewholeplay.Accordingtotheconven-
tionaldefinition ofthedramatic,however,this momentcan hardly be saidto be

`dramatic,;thereisnonoticeableelementofcon且icthere,aS,fbrexample,1ntheanta-

gonismbetweenNoraandherhusband,andtheappearanceofthechild'sghostisnot

SuChanarrestingly`dramatic'actionas,Say,Othello'ssuicide.However,Whenwe
actuallyseetheplaylnPerfbrmance,themomentneverfailstostrikeusverydeeply･

Thereasonisobviousaccordingtoournewdefinition;itisbecausethisisoneofthe

mosttypicalinstancesinallworlddramaoftheemergenceoftheinvisible.
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6.APIayJⅣitbin-t‡1e-Play,DisgnlSe,etC.

UptillnowIhavedeliberatelyavoideddiscusslngShakespeare,fbrinthecaseofhis

Plays,eSPeCial]yinHamlet,therearesomeparticularlyinterestingphenomenan･Om

OurPOintofview,andIthoughtitwould bemore convenienttodiscussthemlater

LikemeRiverSumidd,SOmeOfShakespeare'splayshaveareligiousritual,Orat

leastastronglyritual-1ikescene,builtin;fbrexample,theemergenceofthegoddess

DianainPericles,theappearanceofJupiter,seagleinq7mbelb2e,andthescenewhere
thestatueofHermionecomestolifbinme Wb2ter与7bk.Thesescenesarethealmost

direct,1iteraldramatizationofritualashierqphanie,anditishardlynecessarytopoint

OutthatthebasicstruCtureOfreligiousritualismeta-theatrica11yreproducedthere.;

Butinotherplaystoo,inwhichtheinvasionofthevisibleworldbytheinvisible

doesnottakesuchadirect,eXPlicitfbrm,itisstillobservablethatthesamebasic

Patternisre月･eCted･InHamわt,fbrinstance,theemergenceoftheinvisiblemakesits

GrstappearancewiththeapparitionoftheghostoftheOldKingattheverybeginnlng

Oftheplay,thusexercISlngdecisivecontroloverallthesubsequentincidents-indeed

OVerthefundamentalstructureofthewholeplay･Buttheftatureyetmoreinteresting

istheplay-Within-the-Play,=TheMurderofGonzago･=Thislittleplaypresentedin

frontofClaudiusbringstolightthehiddencrimecommittedbytheKinginthepast.

Inthisrespectitstructurallycorrespondstotherevelationofpastsinin,Say,Death

げaSahsman,andisanotherinstanceofthebasicstructureofdramaticpresentation,
theemergenceoftheinvisible,reneCtedinaplay-teXt･Butwhatisparticularlyremar-

kableinHdmletisthatheretherevelationdirectlytakesthefbrmofadramaticper-

fbrmancewithintheplay･Heretheinvisiblepastsinisrevealed,nOtOnlytotheau-

dienceofHamlbtintherealtheatre,butalsototheaudienceof=TheMurderofGon-

ZagO"inthecourtofEIsinore,andthesetwodramaticperfbrmances,Onerealand

theotherfictional,arelinkedtoeachotherbythecommonbasicstructure,theemer-

genceoftheinvisibleanditsinvasionofthevisible,realworld･Ifwecancalltheplay-

text ofHamlbt`meta-theatrical,in thatit reflects the basic struCture Oftheatrical

PreSentation,thenperhapswecancal1theplay-Within-theTPlay'meta-meta-theatrical,.

Butitisnotonlythedeviceofaplay-Within-the-Playthatshowssuchameta,meta-

theatricalquality.DisgulSe,fbrexample,isanother.Intermsofourdefinitionofthe

dramatic,disgulSeCanbeexplainedasatechniquefbrcreatingastateofinvisibilityin

Characters;itintentiona11yputsabarrierinthe`visibility,oftheiridentity,thusbuild-

1nguPaPOWerfuldramaticpotentialityinthesituation･Whenthisbarrierisdestroyed,

andtheinvisibleisvisiblyrevealed,aSinthedenouementof;say,A曳YbuLikeIt,itcan

Createahigh1ydramaticmoment.Thisisanothercaseoftheinherent structureof

theatricalperfbrmancesetwithinthe丘ameworkofaplay,andinthissensea'meta-

meta-theatrical,technique,1ikeaplay-within-the-Play･
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7.FiveConcentricCircles-AnEpilogue

Webeganourdiscussionbypostulatingahypotheticaldefinitionofthedramatic,

inftrringitffomtheinherentstruCtureOfdramaticperfbrmance,andthenpointedout

thefundamentalcorrespondencebetweenthisstructureandthatofreligiousritual,
likeningthisrelationshiptotwoconcentriccircles:dramaticperfbrmance,byreflect-

1ngthebasicstruCtureOfritual,fbrmsaninnercirclesetwithintheoutercircleofreli-

g10uSritual.Wefurtherobservedthatthis?OmmOnStruCtureisoftenreflectedin
dramatictextsthemselves,andthatdramatictextsthusconstitute,aSitwere,the

secondinnercircle.However,theremayexistyetanothercircleoutsidbthatofreligious

ritual;inotherwords,religiousritualmaynotbetheoutmostoftheseconcentriccir-

cles.

WecitedEliade,sdefinitionofritualasare-enaCtmentOfcosmogony,thecreation

oftheuniverse.Butisn,titpossibletoconsidercosmogonyitselftobeakindofdra-

maticprocess,thatis,theemergenceoftheinvisibleanditsinvasionofreality?For

cosmogonyinfactmeanstheprocessbywhichthesacred(theinvisible)r9Vealsitselfto

chaos(rawreality),invadesorpossessesit,andcreatesanordered,meaningfulworld･
Thisconfbrmsperfectlytothenewdefinitionofdramawehaveherefbrmulated･If

indeedwecansaythis,thenwehavetothinkthatwhatfbrmstheoutmostcircleisnot

ritualbutcosmogony,andconsiderritualtobethemorespecificallyortechnically

dramatic re-enaCtment Ofcosmogony.

InthebeginnlnggOdsenactedinthetheatreoftheuniversethearchetypicaldrama

ofthecreationofthecosmos;thiswastheultimatedrama.Ritual,aSitwerethese-

condinnercircle,re-PreSentSthisprlmaldrama･Thentheatricalperfbrmance,the

thirdinnercircle,reflectsorimitatesthebasicstruCtureOfritual.Thisstructureis

agalnreflectedinthefburthcircleofdramatictexts･Andlastly,WeCanCharacterize

thedevicesofplay-within-the-Play,disgulSeandsoon,aSreflectionsofthesamebasic

Pattern,inamoreconscious,mOreCOndensedfbrm･
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