Japanese Traditional Performing Arts
and China*

Shigeo Kishibe

The paper aims at giving an overall view of Japanese traditional
performing arts with particular reference to music and its connection with
China. This paper is the draft of a lecture illustrated with slides and tapes.
The lecture elucidates how the traditional music of Japan can be appreciated
and enjoyed, by giving an example of a long composition of a koto song,
with printed text, both in the Japanese original and in English translation,
as well as detailed comments on the music and literature.

FIVE MAJOR PERIODS

The history of Japanese traditional music can be divided into five major
periods according to musical and social changes.

1) The early ancient time is a period of native music from the very
beginning of the country to around 6th century corresponding to Han
dynasty through Six Dynasties. The society was under the primitive clan
system in which culture was aboriginal and primitive.

2) The later ancient time is a period of international music from
around the 7th to 10th century. It is divided into three political and cultural
periods:  Asuka RE , Nara Z R, and Heian 42 and corresponds to
Sui and T’ang dynasties. The country was still founded on the clan system,
but controlled by the centralized administration of the imperial court and
government. By introducing cultures from the Asian continent, mainly
from China and Korea, Japanese culture became international in composition

* This paper was read in a series of three night lectures at Tamkang College of Arts
and Science on March 20-22, 1978. The author would like to thank Professor Daniel
L.H. Lin for the kindness of his giving the opportunity to talk on the subject, which
is a speciality of the author.
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and was sustained and enjoyed by the court and aristocrats. The performing
arts of the period are represented by Gagaku HE££.

3) The early middle age is a period of national music from the 11th-
to 16th century. It is divided into two political periods, Kamakura £§#& and
Muromachi ZHJ . It corresponds to the Sung, Yiian; and Ming dynasties.
The society changed to feudalism which was founded on the policy of divi-
sion and conquery. The culture developed in a national style with less
infleunces from other countries and was mainly maintained by the Samurai
class and Buddhist priests. The representative performing art is the Noh play.

4) The later middle age is a period of national music from the 7th
century to. 1868 consisting of the short Momoyama #k[l] period and the
long Edo /L5 period. It corresponds to the Ch’ing dynasty. The society
continued to be feudal, but with the centralized administration of the
Tokugawa Bakufu # /I3 . The main difference between it and the
early middle age is in the development of commerce. The culture was
characterized by wider spread popularity supported by the merchant and
artisan classes. Major theatres were Kabuki and the Bunraku puppet
theatre, while most of the music was composed for four instruments, koto,
shamisen, shakuhachi and biwa.

5) The modern time is the period of world music from the Meiji
Restoration (1968) to the present. It corresponds to the period after Chinese
Revolution (1911). Since the Meiji BA{S era, Japan has been under
industrial capitalism and introduced modern western civilization to a great
extent. Music has also been influenced by western music, classical anid
popular; western influence has also been felt in other performing arts more
or less. The traditional performing arts have declined to a great extent in
the modern life, but they are still alive in the mind of present day Japanese.

Those names of the political or cultural periods, like Asuka, are place
‘mames where the capital was then located. Most of them are shown in the
map (fig. 1). Asuka is in southern Nara, Heian and Muromachi in ‘present
Kyoto, and Momoyama near to Kyoto.

It should be noted that most of the representative performing arts
of all periods have been preserved today. The main body of the music
and dance of the Nara and Heian periods (Gagaku) was introduced from
the court of the T’ang dymnasty. The ancient T’ang music has not been
preserved in China in such an original style as in Japan. The Chinese theatre
tsa-chil B of the Sung ‘dynasty. has developed into the present Chinese
opera undergoing a great deal of change. The Noh play was created in the -
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Muromachi period (1338-1573) and has been.preserved in its original style.
Kabuki, Bunraku and music for the koto, shamisen, shakuhachi and biwa
have been preserved almost in their original étyle. Such a phenomenon of
the preserving traditions through the ages can hardly be found in the world.
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Figure 1. Map of Japan

I. EARLY ANCIENT TIME

Kojiki 5250 and Nihonshaki HZAZ4P , which are the oldest
histories, written down in the Nara period, tell us of the music and dance
in the most ancient time. Texts of songs are found in those books as well
as Mannyoshu B ZE4E | the oldest collection of songs. However, the actual
melodies of the earliest period are hardly known. Information on musical
instruments give us the names of koto “zither,” fue “flute,” tsuzumi “drum,”
suzu “bell” nuride “bell,” and kane “gong.”” Because those terms are

aboriginal Japanese, one might presume those instruments were native.
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Quite a number of koto, flutes and bells have been excavated. There is some
possibility of influence from the continent even on those instruments. It
is interesting to compare these archaeological materials to those of China
from the Shang, Chou and Han dynasties.

(slide) Kotos excavated recently in various districts of Japan;
clay figures (Haniwa) representing koto performance; ¢k in
and §é excavated at Changsha (Ho-nan); chéng carved on
Han stone relief.

The remnants of this ancient music can be found in the court ritual
music and dance of Shintoism, the native Japanese religion, and Kagura
FhEE “music of gods,” established in the Heian period. Wagon 1 E “six
string zither,” kagura-bue fili % “bamboo flute,” hichriki EE “oboe”
(introduced from China) and shakubyoshi Zj#F “wooden clapper” were
used to accompany dancing and singing.

(tape) “Sonokoma” E Ef from Kagura
II. LATER ANCIENT TIME

Since the sixth century, music and dance began to be introduced from
the continent, first Korea and then China. In the Nara period, a department
for music and dance named Gagaku-ryo J ¥ was established. It was
divided into the following classifications:

Yamato-gaku FI#E “Japanese music”

Sankan-gaku = &% %5

Shiragi-gaku HTFEL “Silla music”

Kudara-gaku 5 % “Packche music”

Koma-gaku EEE# “Koguryo music”

To-gaku % “Chinese music, (T°ang)”

Rinyu-gaku fk & %‘‘Vietnamese music (actually Indlan)

In the Heian period those items were rearranged into a simpler system as
follows:

Yamato-gaku “Japanese music”
Koma-gaku “Korean music, uho 5 77 “right (dance and music)”
To-gaku ““Chinese music, saho Z= 5 “left (dance and music)”
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The instrumentation of left (T’ang) music and right (Korean) music is as

follows:

(slide)
To-gaku

kangen “ensemble”
ryuteki BEE “Aute” (lin-ti)
hichiriki & “oboe” (p’i-li)
sho Z£ “mouth organ” (shéng)
biwa FEE “lute” (pi-pa)
koto &5 ‘‘zither” (chéng)
Kakko ¥85% “side drum” (chieh-ku)
shoko #F % “gong” (chéng-ku)
gaku-daiko 8Ky flat drum” (yileh-t’af—ku)

bugaku “dance”
ryuteki
hichiriki v )
dai-shoko A $IF % “big gong” (ta-chéng-ku)
kakko
da-daiko KK 8% “big drum” (fa-t'ai-ku)

Koma-gaku

bugaku o
Koma-bue =B H “flute” (koguryo-ti)
hichiriki
san-no-tsuzumi = / $% “hour glass drum” (san-ku)
dai-shoko
da-daiko

In the Imperial Treasury of Sho-sc-in IEEPE at Nara, seventy five
musical instruments of eighteen kinds are preserved. Most of them are
those which were used in a big ritual ceremony for celebrating the completion
of the colossal bronze statue of the Great Buddha at Todaiji Temple B KX 5F

at Nara in 752. Those are as follows: (slide)

1. biwa EE (pipa) “lute” Iran
2. gogen-biwa FLILFEE (wu-hsienp’i-pa) “lute” India
3. genkan BTl (vilan-hsien) “lute” China
4. kugo £¥ £ or ken-kugo B % # (shu-k ‘ung-hou) “angular Iran harp”

hoshu-kugo B % & (feng-shu-k’ung-hou) “arched harp” India
gakugo B A E (wo-kung-hou) “zither” China
5. shiragi-goto % 7% (Silla ch'in) “zither” Korea
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6. kinZE (ch’in) “zither” China
7. shitsu % (sé) “zither” China
8. wagon M5 (ho-ch’in) “zither”” Japan
9. koto & (chéng) “zither’” China
10. shichigen-gakki & #X% 28 (ch'i-hsien-yiteh-ch’) “zither”?
11. sho & (shéng) “mouth organ” China
12. u F @) “mouth organ” China
13. sho W& (hsiao) “pan-pipe” China
14. o-teki B (héng-ti) “transverse flute” China
15. shakuhachi JR J\ (ch’ih-pa) “vertical flute” China
16. kure-tsuzumi R (wu-ku) “side drum” India
17. mi-no-tsuzumi — 7 & (érh-ku) “hourglass drum” India
18. hokyo %48 (fang-hsiang) “gong chime” China

The name of a country on the right of the list shows the country where
the instrument originatéd. This big collection of seventy five instruments
in eighteen kinds is the only collection of musical instruments of dating
from 752 in the world. Some of them might have been made in China in
the T’ang dynasty.

In China there are some paintings and bronze or clay figures which
represent musical instruments of the period. Among them a painting made
by Chou Wen-chii J& 34 of the Southern T’ang dynasty (937-975), a Sung
copy of which is owned by the Chicago Art Institute, is the most important
reference to the study of Tang music as well as the Gagaku of the Nara
period. It seems to present a scene of the performance of a women’s
orchestra in front of Emperor Hsiian-tsung %75 and his wife Yang kuei-fei
HE4C . FEighteen female musicians sit on two blue carpets, nine for each
carpet, making two groups, and playing in competition. A group consists
of pai-pan M “clapper,” tai-pi-li KEE “big oboe,” chieh-ku “side
drum,” sheng “mouth organ,” fang-hsiang “gong chime,” chéng “zither,”
shu-k’ung-hou “angular harp” and pip’a “lute.” The other group consists
of the same nine instruments, except the ch¥-pa “vertical flute” replaces
the fgi-pi-li. In addition, 2 musician on a carpet plays a huge drum which
seems to be struck for giving signs or for judging. On the left end of the
painting scroll, a noble man sits on a platform surrounded by paper screens,
being attended by a noble woman sitting on a red chair and male and female
attendants. It has been presumed by specialists in Chinese painting that
the noble man and woman are likely the emperor and his wife. Those
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musicians might be chi-nit X X “courtesan” of Chiao-fang %3} “Court
Music School”. (slide)

The Gagaku is preserved at the Imperial court, as well as some Shinto
shrines and Buddhist temples today. The repertory consists of the following
four major genres:

1) kangen “instrumental ensemble”

2) bugaku “dance music”

3) uta-mono “songs”, major genres of which are Sailbara BB and
Roei B§ 3k _

4) Shinto ritual music and dance, major genres of which are Kagura,
Azuma-asobi ﬁiﬁ, etc.

Bugaku repertory is classified into three kinds:

1) taikyoku ARl “big piece”
2) chukyoku 1 “middle piece”
3) shokyoku /B “small piece”

The taikyoku consists of three movements:

1) jo F¢ (hsit) “introduction”
2) hafg (p'o) “development”
3) kyu %% (chi) “fast.conclusion.”

“The esthetic idea of jo-ha-kyu might have come from the philosophical
idea of Ten-chijin K A (Tien-ti-jén). The jo-ha-kyu idea became the
basic esthetics of Japanese performing arts since the period of Gagaku.
Besides the idea of jo-hakyu, the esthetics of contrast between left and
right are reflected in Gagaku. In every performance of bugaku; the program
is constructed in the arrangement of pairs, one pair of a left dance and a
right dance, accompanied by To-gaku and Koma-gaku respectively.

(slide) A pair of “Ranry o-0” B T (Lan-ling-wang) was the
left dance and “Nasori”” ##%#5¥i] as the right dance. A pair of
“manzairaku” B gk % (Wan-suilo) as the left dance and
“Tajheiraku” K7 £as the right dance

(tape) “Etenraku” B8 K%¥ as a kangen piece

The ensemble is characterized by the specific instrumentation, melodies
and slow tempo. It sounds very antique. Common Japanese of the present
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day think and feel the sound of Gagaku as music beyond their imagination
from the ancient time.

EARLY MIDDLE AGE

Performing arts which were introduced from China were changed
according to Japanese style and taste. The Japanese modification began
in the 10th century. Buddhist chanting introduced from China in the Nara
period also was changed after the Heian period. However, a more important
development can be found in the creation of new and national styles, the
two major arts of which are Heike-biwa and Noh play.

1) Heike-biwa ZFHEEE is a musical narration accompanied by
the biwa which is a modification of Gagaku biwa. The text is Heike-
monogatari T-RYFE , a long historical story on the Heike family which
is one of two major families of later Heian period, the other being the Geniji
JEC family. The most noteworthy musical characteristic of Heikebiwa
is in the creation of the narrative style of vocal music, which is opposed to
the singing style of vocal music. We can hardly find narrative vocal music
in European music, while we easily find it in Asian countries, for instance,
shuo-ch'ang TG like tan-tzu $E&| and teku KB in China, pansoli in
Korea, and Harikata in India. In Japan the narrative vocal music is most
notable because of its strong influences on the music of the following period.
The climax of the development of this style can be found in Gidayu-bushi
FEAKH , a shamisen music used in the Bunraku 3C¥% puppet theatre
which is discussed later.

(tape) Heike-biwa “Nasu-no-yoichi” F57H B —
2) Noh play

The Noh play was founded by Kan-ami 28558 and his son Ze-ami
5 (1363-1443), being based on various forerunners, Sarugaku %% £ (a
primitive theater), Shomyo ZHA (Buddhist chanting), Heike-biwa, etc.
Actors, besides acting and dancing, perform dialogue and monologue as
well as singing. Singing has specific styles of melody based on specific
styles of the tone system. Dialogue and monologue also are modified with
specific intonations.  Singing is accompanied by an ensemble of four
musicians of noh-kan B8 “flute,” ko-tsuzumi /N “smaller hourglass
drum,” o-tsu-mi A g% “larger hourglass drum,” and taiko &% “flat drum.”
- In some repertories taiko is omitted.
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Noh-kan, meaning noh pipe, is a transverse flute made of bamboo, with
seven finger holes. Ko-tsuzumi is held on the right shoulder by the left hand
and struck by the right hand. On each strike, the tone is controlled by
tighteriing and loosing the braids which bind two skin heads on both sides
of the body. The softer sound is extremely refined. O-tsuzumi is held on
the left knee by the left hand and struck by the middle finger of right hand
covered with a hard paper finger sack. It sounds strong and sharp. Taiko
is put on a stand and struck with two sticks. The ensemble of those four
or three instruments is called Hayashi mg+ Noteworthy is the way
drum ensemble music is composed. The music is composed by arranging
numerous rhythmic patterns from among more than one hundred possible
for each drum. The pattern, as a rule, consists of eight beats. In addition,
the combination of three (or two) drums gives numerous patterns of vertical
feature. One more notable phenomenon in the performance of the ensemble
is found in the shout or call uttered by the drummers. The call is not only
necessary for keeping good timing, but also effective in maintaining the
atmosphere of each scene of the drama. ,

Acting and dancing also follow specific styles, a feature which can
hardly be found in the other performing arts of Japan. The acting is
characterized by symbolism and by dancing styles to a great extent. A
similar symbolic type of acting can be found in Chinese opera. Actors are
classified into three genres, shite & 7 , waki 7 ¥ and kyogen 31 & .
Shite, the principal actor, is the very center of the Noh play. Shite actors
are ranked at the top of all the performers in Noh plays, and divided into.
five schools, Kanze #i1# , Hosho ®4: , Komparu €% , Kongo £ ,
and Kita E £ . Waki, the assistant actor, is dressed in the sober costume,
while shite is as a rule in the most brilliant costume. Kyogen are the comical
actors who, as a rule, act between the two acts of a drama. ‘

The approximately two hundred dramas presented are classified into
the following five genres: '

1) kaminoh M &E “dramas of gods™
2) shura-noh BERERE “dramas of battle”
- 3) katsura-noh %ﬁ? “drams of woman”
4) zatsu-noh % RE “miscellaneous dramas (including historical stories,
mad women, ghosts, etc.)”
5) kiri-noh YJEE “final dramas (including ghosts, demons, goblins,
ete.).”
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The full performance of one day consists of five dramas, one of each genre,
plus a few kyogen dramas played by only kyogen actors, which are inserted
between the Noh dramas.

The construction of the Noh stage would interest Chinese people because
of its similarity to the old style of the stage for Chinese opera. As illustrated
in figure 2, the square main stage and the long side stage or passage way
are covered with roofs. This is a remnant of the out-door performance of
Noh in earlier times. The side stage is provided with rails on both sides.
There is no curtain, except a small curtain at the end of the side stage as an
entrance or exit. On the wooden back wall of the stage, a big pine tree is
painted. No stage setting is built on the stage, except small and simple
instruments which represent houses, tombs, wagons, etc. This means every
thing on the stage is. expressed in symbolic representation. Chinese people
who know the older stage setting, as well as acting, will find a strong
similarity between Japanese Noh theatre and Chinese opera. One more
important device regarding sound effect of the stage should be mentioned.
Under the floor of the stage, around ten large earthen pots are hung as
illustrated here, providing greater resonance.

(tape) “Takasago” B3, the ending section

big procelain pots
under the floor

Back stage
" hashj., - - musicians
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Figure 2. The Plan of the Noh Stage
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3) Shomyo AH “Buddhist chanting”

Buddhist chanting as well as ceremony, was introduced from China
in the Nara period. Since then Buddhism has been a major religion in Japan.
In thvek Heian period the ceremony and chanting began to develop into
Japanese styles, while Buddhism itself developed in rich variety, producing
many sects. Most sects were iritroduced from China, while some were created
in Japan. Despite changes in Japan, the style of chanting preserves the
original style of Chinese Buddhist chanting in Taiwan, Hong Kong and
Singapore which the author did in cotoperation with Dr. Lii Ping-ch’iian
= )1l in February of 1978, some similarities and’ differences were found
between Chiniese and Japanese Buddhist chanting. The following tape shows
a big difference. '

tape) “Unga-bai” {i] 7% A8 of the Tendai K& sect
P g

LATER MIDDLE AGE

As mentioned above, this period is the second period of national music
and performing arts. The big difference between the early and later half
of the period is found in the style and esthetics, as well as the social back
ground. In addition, one should be aware of the big difference between
West and East, that is, Kamigata (Kyoto and Osaka) and Edo (presnt Tokyo)
which appeared in this period. Kyoto was the capital of the country where
‘Imperial court remained, and Osaka was a newly built commereial city.
Those two were centers in the West, called Kamigata k75, while Edo
{LF was another new city where the Tokugawa Bakufu, the principal
feudal lord, the actual ruler of the country, was located. These political and
financial factors are reflected in the character of the performing arts.

1) Kabuki

Kabuki appeared at the end of the 17th century in Kamigata
performed for the common people. It was a dancing program performed
by professional female dancers and accompanied with popular Buddhist
chanting. It was called Onna Z Kabuki “Female Kabuki” The Onna
Kabuki developed into male dancing theatre performed by young handsome
men. It was called Wakashu 75 % Kabuki. Wakashu Kabuki was prohibited
by the Edo Bakufu because of the abuse of sodomy and only adult actors
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were allowed to perform. The new Kabuki was called Yaro ﬁﬂﬁ Kabuki.
Many theatres licensed by the Bakufu were built in Edo, Osaka and Kyoto.
Around 1700, two major acting styles of Kabuki were established: aragoto
7R EE “plays of ruffians” in Edo and wagoto F1Z§ “love plays” in Kamigata.

Those two acting styles created two major genres of drama, jidai-mono
B 54 “historical stories of Saraurai” from aragoto, and sewa-mono tHEE#7
“contemporary stories of merchants” from wagoto. Although those four
types became mixed later, they also remained separate in later develop-
ment of Kabuki. Another big element in Kabuki is the dancing program
called Shosa-gota AT fEZE . The pure dance number or dancing drama was
inserted in or attached to a big drama consisting of several acts which was
performed in one day. The dance was accompanied by shamisen music.
 The shamisen =%#% music which accompanies the dancing, as well -
as dramatic scenes as background music, varies according to the plot of
the drama or program. The shamisen music is classified into the following
two major genres which are divided into minor genres:

1) uta-mono MY “singing style” . _
a) naga-uta $PH for dancing, created in Edo‘

2) katari-mono E#j “narrative style”
a) gidayu-bushi &K KH for drama, created in Osaka
b) tokiwazu-bushi ¥4 £ &J for dancing and drama, Edo
¢) kiyomoto-bushi {FJCE for dancing and drama, Edo .

Besides those minor genres, in older times, there were kato-bushi 7 & in
Edo, icchu-bushi —f1#i and miyazono-bushi = & #i in Kamigata, etc.
Nagauta performance on the stage is accompanied by an ensemble of flute
and three drums the instrumentation of which is adapted from the Noh
play. In addition, another big ensemble of varigus percussion instruments,
plus shamisen music, is performed in the drama as, the. background music..
It is called kage-bayashi @& m#¥ “‘shadow ernsemble” or geza-ongaku FEE &
# “back stage music.” Despite the big difference from Chinese opera
that Kabuki actors never sing on the stage, Kabuki resembles Chinese opera
-a great deal. On the professional stage of Kabuki no actress was used. Actors
are classified” into four major genres: tate-yaku i7# (principal actor,
lao-shéng), onna-gata ZrJ (female impersonator, zan), kataki-yaku s
(villain), and doké-yaku 3% fk# (comical actor, ch'ou). These actors are
specialised in their roles as those of Chinese opera and those of Noh play
as mentioned above.
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(tape and slide) “Sekinoto” B §E , a dancing drama, accom-
panied by tokiwazu-bushi
“Kanjincho” Ej MR , a dancing drama, accompanied by
nagauta.

2) Bunraku 0¥ puppet theatre or Ningyojoruri A J& & P35

The puppet theatre which is named Bunraku today was founded
by Chikamatsu Monzaemon F¥AFH ZE 55F8 (?-1724), the writer of the
text, and Takemoto Gidayu % Zgg A5 (?-1718), the composer and player
of the music; at Osaka in 1684. The authentic term for the art should be
Ningyo-joruri; Ningyo meaning puppet and joruri means the general term
of narrative style shamisen music.

The two biggest characteristics are the puppet manipulating
technique by three puppeteers and the narrative vocal music that directs
the drama. The main puppeteer (Omo-zukai &\ ) manipulates the
head, body and right hand; the second one (Hidarite-zukai ZZ3F B\ ),
the left hand; and the third one (Ashi-zukai [ &%) the feet. The total
coordination of these three men is required. The puppet not only seems
alive but also presents a spectacle that human actors can duplicate.

(slide) the construction of the doll

The musicians consist of the narrator or singer (tayu & ¢ ) and
shamisen =BR#R player who plays also koto Z& “long zither” (chéng) and
kokyu #§ 5 “bowed lute” (hu-ch’in). The important acts or scenes are
performed by only one tayu and one shamisen, while others are by several.
Koto and kokyu are used according to the plot of the drama and played
by younger shamisen players as accompaniment to the shamisen. (slide)

The most important feature is the style of the narrative vocal music.
The narrator (tayu) has to handle three elements, ji # “story telling in
narrative style,” kotoba & “human dialogue and monologue of every kind”
and fushi B “singing.” Ji and fushi are accompanied by shamisen, while
kotoba has no accompaniment. As mentioned above, the narrative style
of vocal music began with Heike-biwa. Three elements of the vocal technique
were not distinctly distinguished in Heike-biwa. One may find, as mentioned
before, the narrative vocal music in China (shuo-ch’ang), in Korea (pansoli)
and in India (Harikata) which consist of singing and dialogue or monologue.
The difference between Japan and the other countries is in the use of ji.
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(tape) “Sanju-sangendo Munaki no Yurai” t# = % B H &K

THE ORIGIN OF SHAMISEN

The shamisen is a decendant of the Chinese san-hsien. It was introduced
to the Okinawan Islands in the Ming dynasty and then brought to Japan
in the end of Muromachi period, approximately 1560. In Okinawa it was
named jabisen #¢ F7 % “snake skin strings” or san-shin =§# “three strings.”
As in China the body was covered with snake skin. In Japan the snake
skin was changed to cat or dog skin, because in Japan there are no snakes
with skins large enough to be used for the instrument. The Japanese term
shamisen comes from jabisen or Chinese saw-hsien (san-sen in Japanese
pronounciation).

It might be interesting to discuss the origin of the san-hsien. Some
Chinese people might think the sen-hsien is a native Chinese instrument.
However, it is likely the san-hsien originated in West Asia. To survey the
origin ‘we have to know the characteristics of the instrument. The small
body in box style covered with skins on both sides and a thin long neck.
The string instrument closest to this shape can be found in the yiian-hsien
BrBL which differs from the san-hisien in its flat and bigger body which is
covered with wooden plates on both sides. The Au-ch’in is much smaller
and shorter than san-hsien, despite the similarity of skin faces. Another
important problem is the date of the appearance of the instrument. The
earliest historical document discussing the san-hsien can be found in the
Yitan-shih, chapters on music. It is reported that a few instruments were
introduced to the Chinese court from the west and north of Asia. Hsing-
lung-shéng BFE % is a pneumatic organ of Arabia brought by Moslems.
Hu-ch’in also is a viol of Arabia, presumably rabab. This can be assumed
to be the first appearance of viol in China as the predecessor of the present
hu-ch’in. Besides those two Arabian instruments, the ho-pu-ssii K A B is
noteworthy as a possible forerunner of the san-hsien. Ho-pu-ssii was known
in the Ch’ing dynasty as a foreign (northern) instrument in the court. In
1943, the lecturer found it in the museum at Jé-hol Z&/A where the
detached palace of Emperor K’ang-hsi fEER and Chien-lung &g was
located. More interesting archaeologiéal material for this instrument is
found on a cloth painting.of the 8th century excavated at Turfan 8 of
Hsin-chiang 3788 . Also a remnant of the instrument can be found in the
present Tibet as a popular folk instrument (Damnien). The term ho-pu-ssit
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is the transliteration of the Turkish term qlbiiz which was the name of an
instrument similar to the ho-pu-ssii. One may find variants of the term
qubliz in West and Central Asia, and even in East Europe, as the name of
string instruments. The biggest characteristic of the instrument qiibGz or
ho-pu-ssit is in the shape of the body, like a long p’#p’a with waistlines
on both sides, which is covered with skin on one side. Ho-pu-ssii can be a
candidate for the forerunner of the san-ksien.

Another candidate is found in the Iranian setar, a long lute. Se of
setar means “three” and tar means “string.” The san-hsien has three strings,
something which can hardly be found in Chinese lutes of the former periods.
Although the present day setar in Iran has four strings, two higher strings
are tuned in unison (same tone). This suggests the setar used to have three
strings. Since the body is covered with wooden plates, a question is raised
about the setar as the origin of san-hsien. We have to demonstrate the setar
used to have the body covered with skin.

One more candidate would be the Chinese hsi-ch’in 2% illustrated in
Yiteh-shu #2 written by Ch’en yang [RS of the Northern Sung dynasty.
It looks like the hu-ch’in, but is played with the finger instead of bow.
The instrument might be presumed as the remnant of hsien-t ‘a0 ¥ & , which
is said to have been used by people in Ch’in dynasty, although the informa-
tion is legendary. Hsi of hsi-ch’in is the name of a northern tribe in East
Mongolia and West Manchuria in the Sung dynasty. One may imagine the
small Asi-ch’in could grow into the big san-hsien, changing the number of
strings from two to three.

In short, one may presume the san-hsien was created by combining
a few of the possible forerunners in which giibiz is involved.

JAPANESE MODIFICATION OF SHAMISEN

Despite its origin in China, the shamisen was modified in Japan style.
As mentioned above, snake skin was changed to cat or dog skin, because
the snakes in Japan are not large enough. This resulted in a big change in
the quality of sound. Cat or dog skin which is thinner than snake skin fits
to the softer tone of Japanese taste. Another Japanese device was the use
of the big plectrum of the biwa. Instead of plucking the string with the
pick which is used on the san-hsien, the string is struck with the heavy
plectrum in the shape of a Ginko tree leaf. The plectrum strikes the skin
face simultaneously, producing a kind of noise. Shamisen can be regarded
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as the combination of a string instrument and drum. Percussive noise is
an important element in Japanese music.

As to the percussive noise effect on the shamisen, Japanese made another
addition. As shown in the illustration (figure 3), the lowest string (number
1} touches very slightly to the ridge of the upper end of the stick on every
striking of the string. This gives a kind of noise. Also it causes a longer
trailing note. This noise is called sawari ¥ v ¥ , literally meaning “to touch.”
Good professional performance has to be accompanied with the sawari tone.
As is illustrated, a very thin golden bridge is fixed at the very end of the
neck. Two strings, No. 2 and 3, tuned in 2 higher tone and the highest tone
respectively, do not touch the ridge, because they are raised up by the bridge.
However, the vibration of those strings vibrates the lowest string, producing
sawari. Thus most playing is accompanied with sawari tone. This pheno-
menon of sawari does not occur on either Chinese san-hsien or Okinawan
jabisen, because they are not provided with the ridge and the bridge is so

v long that all three strings are raised up.
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Figure 3. Sawari of Shamisen

Tone quality on the shamisen varies with other features, size of the
body, width of the neck, thickness of the strings, size and shape of the
plectrum (especially the thinness of the edge which strikes the skin face),
the location of the place where the plectrum strikes the string and skin
face, etc. However, the most decisive is the weight of the lower bridge made
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of ivory, very thin and light, which is put on the skin face, close to the
lower end of the body. Every genre of shamisen music uses different types
of shamisen, the tone quality of which varies. The shamisen of Gidayu-bushi
for Bunraku sounds heaviest, while the shamisen of Nagauta sounds lightest.
Between the two extremes there is quite a variety of sound quality. Only
a keen ear can distinguish the slight differerices. Japanese have been sensitive
to the delicacy of sound.

KOTO MUSIC

The koto 4§ , was introduced from China in the T’ang dynasty and
became a member of Gagaku ensemble. As mentioned above, some Gagaku
koto of the Nara period are preserved in the Imperial Treasury of Sho-so-in.
The style of the koto in Sho-so-in is a little different from the koto illustrated
in a contemporary Chinese painting, but théy are basically the same, a long
zither with thirteen silk strings.

Sokyoku 4 | koto music, originated with Yatsuhashi Kengyo N\ 515
% (1614-1685) in Kyoto. He established two styles of koto music, koto
solo instrumental and a kind of suite for singing with koto accompaniment.
Ikuta Kengyo 4k FH ##% (1656-1715) adapted the instrument to a shamisen
song called “Jiuta” #iFk . In the end of Edo period, shakuhachi “vertical
bamboo flute” a joined ensemble of the koto and shamisen. The
ensemble of those three instruments is called Sankyoku =Bl . While the
koto music developed mainly in Kamigata (Kyoto and Osaka), another.
school of koto song was established by Yamada Kengyo (L ¥k (1757-
1817) in Edo. Among several schools of koto music, the Ikuta school and
Yamada school are in fashion today. The style and taste of those two schools
distinctly reflects the cultural mood of those two areas, Edo and Kamigata.

Koto ‘music has been a music enjoyed mainly by women at home.
However, it is noteworthy that professional musicians {composers, per-
formers and teachers) used to be blind men. They were under the official
protection of the government (Tokugawa Bakufu) and built themselves a
kind of feudal guild called Shokuyashiki %2 #;. The Shakuyashiki was
well organized by social status. Kengyo, as found in Yatsuhashi Kengyo,
was the position of the highest ranking.

(tape) “Uya no Tsuki” I &K D H , a tune of the Yamada school.
The long 30 minute piece was appreciated with the help
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of reading the printed text (Japanese and English translation)
as well as detailed musical comments by the lecturer while
listening.

(tape) “Rokuda no Shirabe” 7XBY®MF , one of the earliest
Koto solo pieces

Shakuhachi Music

Shakuhachi X /\ also was introduced from China in the T’ang dynasty.
The name shakuhachi is the Japanese pronounciation of Chinese term
ch’ih-pa, literally meaning “one foot and eight inches” in the three Chinese
and Japanese contemporary measurement. Three shakuhachi of the Nara
period are preserved in the sho-so-in. However, this ancient shakuhachi
disappeared in the Heian period, and in the Muromachi period another type
of vertical flute was introduced from China again. The new Chinese name
was fung-hsiao, while the old name shakuhachi was kept in Japan. Before the
appearance of the new shakuhachi, another type of vertical flute was intro-
duced from China. In Japan it was called hitoyokiri —&fjE] , literally
meaning *“‘one joint cut,” which was much shorter than shakuhachi, around
one foot and one inch. Hitoyogiri disappeared during the Edo period. A big
difference between the ancient shakuhachi and the new shakuhachi is in the
number of finger holes, six in the former and five in the latter. The common
tung-hsigo in China is thinner than the Japanese shakuhachi. It is noteworthy
in Taiwan a thicker one with six finger holes is used for nan-kuan.
In the beginning, the shakuhachi was used by itinerant Buddhist priests
" of the Fuke &4k sect, a branch of Zen & Buddhism. A number of solo
pieces (Honkyoku ZXHHl ) were composed for their use. The repertory is
noteworthy for its rich treasury of instrumental music, because most of the
repertory of Japanese traditional music contains vocal music, with exceptions
of Gagaku, a part of koto music, and some folk music, as well as shakuhachi
honkyoku. As mentioned above, the shakuhachi joined the ensemble of the
koto and shamisen, producing the Sankyoku ensemble.

(tape) ““Shika no Tone” i o> #& = , a honkyoku piece of the
Kinko school

FOLK SONGS AND MUSIC

The present three nights of lecture on the traditional music of Japan
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was closed with a presentation of two folk songs and folk music. The first
song “Tsugaru-yam-uta” presents a folk song which is sung in free rhythm,
while the second one “Saitarabushi’” presents a folk song in fitted rhythm,
a mountain song and a fishing song, respectively. A small comment should
be given to the term free rhythm. Contrary to the common idea of rhythm
in . modern western world, we have the beauty of free thythm in Asia, for
instance, in India and Iran. Free rhythm means a style of thythm in which
each beat and meter are rich in elasticity. In some tunes one can hardly
count each beat. One has to know the other facet of the beauty of rhythm
than the common one, fitted rhythm in which gach beat and meter are
repeated mechanically. An example of folk music was chosen from “Edo-
bayashi.” There are quite a number of folk performing arts for rituals and
festivals which are accompanied with instrumental ensemble. Hayashi pg -
is the general term for the ensemble of flute, drums and percussions.
Contrasting with the Chinese instrumental ensemble, the double-reed pipes,
like shao-no or so-nai, p’i-li, and t’ai-ping-hsiao, are included. The present
tune “Edo-bayashi” was created in Edo and is preserved in downtown Tokyo
where the lecturer was born. Every time the lecturer listens to this music
he feels the nostalgic memories of his childhood creeping over him.

(tape) “Tsugaru—ya:pa—uta”ﬁ@ LL4P8 of Aomori Prefecture
“Saitara-bushi’”’ B KEFEI of Miyagi Prefecture
“Edo-bayashi” JT P+ of Tokyo







