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Welcome and thank you for coming to our 3rd Annual International Hogaku Concert. Special thanks go
to Hatta Tatsuya (noh), Kakimoto Junko (shamisen) and Curtis Patterson (koto) for their continued
guidance and expertise in preparing today’s concert. Thank you also to Sugiura Kazuko (singer), without

whose help this performance would not have been possible.

Since 1993, 1 have been teaching nagauta music to foreigners, with the goal of expanding Japanese
music all over the world. Today’s student performers are from Australia, France, Japan, the UK and US.
I believe that music has no borders and that anyone can enjoy playing and performing Japanese music.
I invite those of you who appreciate today’s music to sign up on our mailing list for news of future

events, or to come for a trial shamisen lesson, so that you, too, can take Japanese music home with you.

Nishimura Makoto
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Performers
Curtis Patterson, Kyle Kamal Helou, Nick Ashley, Dana Buck, Natalie Cavasin, Madelaine Clarke
Abe Deyto, Anna Intharathut, Gretchen Jude, Janet Pocorobba, Lyle Warren, Alice Wilson
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Learn to Play Koto

Learn about Japanese Culture
with Curtis Patterson
e-mail : Curtjp@aol.com

HHAAE XA 3-25-9 T166-0012
Phone/Fax 03-5385-6093
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Summary of pieces
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Sue/firogarz' Composed in 1854 : Kineya Rokuzaemon X

Suehirogari is based on a Kyogen piece. Kyogen is a short comic interlude between two Noh
plays. This story tells the merry tale of an innocent male servant sent by a rich lord to
purchase a Suehirogari (a special fan). The servant is duped into buying a broken umbrella
however, by a cunning street seller who dances and sings a popular Edo song about a fan.
Though the Lord is angry when the servant returns, upon hearing him sing the same catchy
tune, he forgives the servant, and they both dance light-heartedly. The Nagauta version of this
piece differs from the original. A princess sends a letter to her lover via a messenger. Her love,
she writes, is like a beautiful unfolded fan, firmly centered, like the kaname (fan ring). She

wants to know if his love is as strong as hers. If so, their future will unfold like a beautiful fan.

Synopsis by Nishimura Makoto and Caroline Flavin
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Kaji Malkura

This piece was composed by Kikuoka Kengyo (1792-1847) of Kyoto in the jiuta style, that is,
as a song accompanied by a shamisen with an extensive interlude called tegoto. Kajimakura
literally means "rudder pillow", which implies "asleep on a boat trip", and the song expresses
the yearning of a riverboat courtesan for a young man who might disregard her background

and see the innocence and purity of her heart.

INGBUR Jemstr (183248) il MEEBSTLN

INBIRIZ ISR DATNTT Y, RIS HEEI D Z4RICHEA TV DT, Z4/MBETHE EMIEN TV E
L7z, REOWMTHAZE>TW S L, RAMHIHMOIMOK BN, TJOEHZIT>TlnT, Hic
bAE UMIL &5 ) BRI EDS 57D TT, SHIZEH - /MBEOHL» S T&KINT) O&kH
EWEFT, ZOWTIEKD LT, NEBZIEEZTHMLZLDOTT,

Ko/eajz' Composed in 1832 : Kineya Katsugoro

Based on a Noh play, Kokaji tells the tale of Munechika, a famous swordsmith, who is ordered
to make a sword for the Emperor. Munechika goes to Inari Shrine to pray for the Gods to
help him. A demi-god appears and assures him that his prayers will be answered. Feeling a
sense of relief, he returns home to begin work on the sword. As he is working, the fox god

Inari himself appears, and together they make a fine sword.

Anna Intharathus ~ September 5th 2003
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Musume Nana/atsa Composed in 1767 : Kineya Rokusaburo

The composer Rokusaburo the Second, decided to break with tradition, and innovatively used
the more lively ni-agari (major tuning) to revamp Nagauta’s image. Musume nanakusa was
composed in 1767 (Middle Edo Period), just thirty years after Russia had encouraged Japan to
open her doors to foreigners. It corresponds to an ancient ritual performed on January 7th of
beating seven kinds of winter weeds, and then boiling the material with New Year mochi
(pounded rice cakes). This was believed to keep everybody healthy for the ensuing year.
Chanting which accompanied this ritual worked as a sort of protection both against ill-health,
and against people not of the Shin Koku or God Land.

Synopsis by Nishimura Makoto and Caroline Flavin October 6th 2001
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Hagoromo The Robe of Feathers by Zeami (13647 - 14437?)

A fisherman finds a beautiful feather robe (hagoromo) hanging on the branches of a pine tree
on the beach at Matsubara in Miho. An angel appears and pleads tearfully that he return the
robe to her, for she cannot make her way back to heaven without it. He finally consents. In

this final scene, shedances in gratitude as she flies heavenward.
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Toboh Saku

The Noh play Toboh Saku is an example of Waki Noh, and is based on a old Chinese legend.
Two gods, the ancient Toboh Saku and his young companion Saiobo, have come to offer a
special peach to the Emperor Kan no Butei. According to legend, the peach blossoms only
once every 3000 years, and gives long life to those who eat it. In this scene the two gods are
bidding the emperor farewell before their return to heaven.

Dana Buck and Nishimura Makoto August 17th 2003
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Aoi no ue
At the opening of the play, Prince Genji’s wife, Lady Aoi, has been taken ill by a mysterious

disease. During the course of the drama, we discover, with the help of a shaman, that she has in
fact been possessed by the jealous spirit of Genji’s former mistress, Lady Rokujoh. In this dance,
Lady Rokujoh reveals herself as an angry female demon.

Nick Ashley and Nishimura Makoro  August 17rh 2003
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Gengjoh

The Noh play Genjoh tells the story of Fujiwara no Moronaga, an aristocrat and musician who
has decided to travel to China to study the biwa (lute). In the first part of the play, Fujiwara
comes upon the spirits of Emperor Murakami and his wife, disguised as fishermen, playing the
biwa. The music seduces Fujiwara and prevents him from leaving Japan. Today’s dance is from
the second part, where Emperor Murakami plays and dances after having received a biwa from
the Dragon King who lives at the bottom of the sea.

Dana Buck, Anna Intharathut and Nishimura Makoto August 17th 2003
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3-; : J'-._ Itako Dejzma Composed by Kineya Rokusaburo
= m_r., 2 "In the port of Itako / There among the water oats / The blooming of sweet iris
E &"‘ Oh, how beautiful / Row on, row on." Translated by George Gish, Jr  February 1967
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- K no tame no toikin Composedin1991: Sawai Tadao
N The tltle of this piece, which translates as "To I Kin for K," merits some explanation regarding

both the koto and the composer. Tadao Sawai, influential modern composer and founder of the
Sawal School wrote this piece for his daughter, Kanako, in 1991. It is a two-part piece for koto
and 17-str1ng bass koto. The koto has 13 strings. Although the lowest ten strings of the koto are

o "

simply referred to by number, the highest-pitched three are called "to", "i" and "kin" (in ascending
order). The meaning of these words is not widely known; even the meaning of the kanji used in
notation of these notes is mysterious. In the traditional "hira-joshi" tuning, these three notes are
often played in a pattern called "kororin", an onomatopoeic word that refers to the sound and
rhythm of the pattern.

Gretchen Jude and Nishimura Makoto  September 27th 2003
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Musume do]o]z Composed in 1753 : Kineya Yasaburo

This selection is from a very famous Kabuki dance based on a traditional Japanese legend. The
musume of the title is a snake ghost who falls in love with a very handsome young priest who
who lives at the Dojoji temple. To win his heart, she turns into a shirabyoshi (shrine dancer).
Upon seeing her dance, the young priest is immediately love-stricken. However, he remains true
to his vows and refuses her advances. One night, as she visits Dojoji to again seek the priest’s
heart, he becomes frightened and runs away. She pursues him but fails. Enraged, she returns to
her true form as a snake ghost.

Aaron Toronto and Nishimura Makoto April 29th 2002
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Su/eeroku Composed in 1839 : Kineya Rokuzaemon X

A quintessential Edo piece, Sukeroku is one of the Juhachiban - the 18 most famous plays of the
Kabuki theatre. In order to both popularize a dying form and enrich Nagauta, the composer
employed the narrative style of Katobushi. The hero is a ronin whose family sword has been
stolen. He assumes it has been stolen by a rich samurai, and goes, dressed as a happy-go-lucky
playboy, to the pleasure quarters to find the man. Both the hero, Sukeroku, and the piece itself,
came to represent Iki, the refined and sophisticated aesthetic of Edo culture. This piece was
especially loved by Kikuoka Hiroaki Sensei, Nishimura Makoto’s mentor.

Synopsis by Nishimura Makoto and Caroline Flavin
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1ori no yo ni Like ABird Composed in 1985 : Sawai Tadao

This most loved work of Sawai Tadao was written in 1985. Everyone dreams of what it would
be like, flying as a bird freely through the open skies. There is a certain something which
normally remains deep within our consciousness. At times however, when we feel great joy or
sense true beauty for example, it is awakened and fills our spirits. It floats up to the heavens.

Like a bird.
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Kishi no Yanagi Composed in 1873 : Kineya Syojiro

This happy and lively song brings us aboard a houseboat where behind the screen a geisha is
dancing. She is full of life, for she is in love with the man of her dreams. In this piece the
tuning of the shamisen changes, but so naturally that it is almost undetectable. As you listen,
picture yourself in the hot summer heat, clad in a yukata fanning yourself while watching

fireworks in the evening sky above.
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Daba

Daha belongs to the Honkyoku group of shakuhachi music. These are sacred pieces which
have been handed down from one individual to another for hundreds of years, largely within
the context of Zen Buddhism. Daha literally means "the beating of the waves." It is a prayer

for the ability to do one’s best.
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Kamimai

Kamimai are very lively pieces, typically performed by young men able to face the challenge
of the fast-paced movements required. Today’s dance is based on Takasago, which is classified
as Waki Noh, the first group of Noh plays. In the first scene of these plays, the main actor
(shite) acts as a story teller, and tells a story about a temple or shrine. He then reappears in the

second scene, as we see today, as the god of the temple or shrine described in the first scene.

Madelaine Clarke and Nishimura Makoto
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Translated by Ogushi Yuichi

The standard nagauta ensemble consists of singers, an equal number of shamisen, and the
hayashi ensemble of the Noh. The flute player often doubles on the bamboo flute (takebue or
shinobue). Since nagauta music originated in the Kabuki theater, many offstage (geza)
instruments may be used as well. Such additions are usually inspired by meanings in the text or
its mood. The jo, ha, kyu, terminology of Noh is used in modern Nagauta studies as well. Modern
Japanese scholarship has also coined the term Kabuki Dance Form to provide a basic tool for
analyzing the structure of individual pieces. The six basic sections of the form are the oki,
michiuki, kudoki, odoriji, chirashi, and dangire (or dangiri). These sections are often identifiable
by conventions of style or orchestration. The same is true for many sections in a Noh drama.
Such tendencies are important to both traditions since their music is through-composed ; that is,
the progression from one section of a piece to the next is not based on tonal or thematic
relations. There are no first or second themes that can be traced throughout a piece as in a
Western classical composition. Thus the sonic clues of sectional change in Japanese music are
important to the sense of logical progression through musical time.

Reference; William P Malm Six Hidden Views of Japanese Music ~ University of California Press

Why does the lead shamisen player shout "iya" or "yo" from time to time?
These little cries are called kakegoe. The original purpose is to help the players keep in time- you
may have noticed there is no conductor and players cant make eye contact- but now they are as

much part of the music as the notes.

Isn't there any harmony?
It’s true that harmony doesn’t play an important part in Japanese music. Many instruments play
the same line, so you won'’t hear the thick chords of Western music. The musical interest comes

more from tension in the rhythm and melody.

Don't professional musicians use any notation?

No, only for practice. One reason is that it enables the players to give all their attention to
listening, not reading. Another is that, although many people have tried, Japanese music can’t be
pinned down on paper very accurately. The systems that do exist (using numbers, shapes or
syllables, depending on the instrument) should serve only as a rough guide or memory aid. In
fact even in lessons from a traditional teacher, no scores are allowed. This oral tradition gives

the teachers a certain power, keeping the music firmly within the family-based iemoto system.

Is it me, or is the singing slightly out of time, and even out of pitch?

Remember that the music comes from the theater, so the most important consideration is the
words. It is therefore normal for a singer to be somewhat flexible with pitch and timing in order
to express the meaning of the words better (rather like recitative in early Western opera).
Conventionally, the vocal line follows slightly after the accompanying shamisen line. This subtle

interplay between voice and shamisen gives the music its distinctive flavor.
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Translated by Ogushi Yuichi

The earliest known shamisen music is a set of six songs called "Ryu-kyu-gumi" These
songs date from the late 17th and early 18th centuries and were the beginning of the so-
called Kumiuta Form. At this early stage Kumiuta Form consisted simply of a number of
poems set to music and strung together. There was no connection between the theme of
the poems nor the melodies of the music at that time. The rather vague outlines of this
form were further blurred by a confusion in terms. Since most of these songs were
created in the Osaka area they were also called Jiuta, local songs, or Kamigata uta, songs
from the Kansai district. The term Jiuta took precedence as shamisen music developed
but the two terms remained mixed to the present day. As more Kumiuta collections were
made, the form took on new aspects. The most important musical change was the
addition of short introductions and endings. Together with koto musicians, the shamisen
composers developed a standard Jiuta or Kumiuta form. In its simplest style, it consisted
of an instrumental introduction (maebiki), a first song (maeuta), an instrumental
interlude (tegoto), and a final song (atouta). The extension of an instrumental interlude
is especially noticeable in 18th century koto music. At that time, the interludes (tegoto)
were extended so that there was a transitional passage from the previous song to the
interlude (tsunagi), an introduction to interlude (makura), the interlude itself (tegoto),
and finale and transition to the next song (chirashi). Further development of this form
lies in the realm of koto music. What is important here to notice is the precedent set by
this form for an alternation of songs and instrumental interludes. This is of great
importance for shamisen music, especially when 19th and 20th century composers were
searching for forms other than the Kabuki dance form in which to set their pieces. Its
influence on Kabuki dance form itself is considerable.

Reference : Dr. William P Malm “‘Nagauta”
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Noh Music
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Noh music consists of the chanting of actors (the shite, waki, and subsidiary characters)
and a unison chorus (ji). Such chanting may or may not be accompanied by members of
the instrumental ensemble, collectively known as the hayashi, which consists of a flute
(nohkan) and the three drums used in Nagauta. The general terms for Noh chanting are
yokyoku and utai. There are many rules for the melodies and rhythms in Noh chanting,
and they are dependant upon particular guilds and individuals. Noh is often discussed in
terms of a three-part division jo-ha-kyu (introduction, scattering, rushing). In such a
form, these sections provide hidden clues to help a listener sense the forward progression

in a composition.
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Curtis Patterson : 1 began studying the koto and Japanese music at Cornell College in Iowa in 1980, and came to Japan to continue my studies in
1986. Currently I am active performing and teaching both traditional and contemporary works for the koto and shamisen, and recently I have been learning
more and more about the world of Nagauta with Nishimura Makoto.

K’yle Kamal Helou : 1 came Japan from Wayne, Pennsylvania, as part of the USA National Karate team to compete in the 2001 World Karate
Championship. I planned to stay here for 6 months to train Karate at Teikyo University while continuing my studies of Shakuhachi. Today, a little after one year
since I came to Tokyo, I am married to Emi Hagiwara Daily, I continue my training in Karate and Shakuhachi.

MCk ASbleJ’ : I'd already seen Kabuki twice. Both times I'd fallen asleep. Quite why I decided to reply to Makoto's advertisement saying "Learn about
Kabuki Music" I'm not sure! But hearing and seeing the instruments up close, and having the chance to play them too made all the difference. Here I am, four
months later, addicted. Along with the other performers, foreign and Japanese, I've met some extraordinary people and enjoyed some extraordinary music, all
thanks to the generosity and vision of our teachers. I hope that in the concert we will be able to share some of the fun we've had preparing it!

Dana BuCk : About 6 years ago. I was an actor, and had been a participant in a two-week Noh workshop at the University of Michigan. The
culmination of the workshop was a public demonstration, in which I danced a part of the kiri from "Hagoromo." After the performance, a distinguished older
gentleman came up to me and said, "It's pretty obvious you don't really have a clue what you're doing, but equally obvious you are intensely interested in
Japanese performance. Would you like to learn more about Japanese music?" That was my first meeting with Dr. William Malm, a retired ethnomusicologist who
became both my mentor and friend. He happily provided me with basic source material, engaged me in lively discussions, and gave me free access to his
extensive personal library of recordings and videotapes. Because his own interests are nagauta and kabuki music, he steered me toward a special appreciation of
nagauta, and a desire to learn and practice it. So, here I am.

Nathalie Cavasin : 1 w.s very impressed with the sound of the shamisen that Kabuki played. I have had the opportunity to listen to player Makoto's
Nagauta music when I visited her studio. While taking her shamisen lessons, I have also learned many great things about the history of Nagauta music. As a great
master she teaches the Japanese tradition through Nagauta to foreigners like me. With shamisen music, I often discovered other aspects of Japanese culture such as
Nobh plays for example. Through the classical songs, I learned many new things about the Japanese, one of which is the Japanese sense of appreciation for life.

Mﬂdelﬂl'ne Clﬂrke : "Kimono Workshop" was the original reason I went to visit Makoto. But after stepping into those shamisen-lined rooms, and
hearing Makoto perform, the so-called "Kimono Workshop" took on a whole new meaning. A week later I found myself back in Makoto's musical den, knee-deep in
the sounds of Nagauta, and learning how to tune my own shamisen.

Abe Deyto : There is a distinct, captivating allure whenever I hear the reverberating sound of the shamisen. I suppose that is what drew me to pursue it
and as I slowly learn the subtle and intimate intricacies of this three stringed instrument, I find myself rediscovering its simple, earthy charm, along with its

underlying sophisticated beauty.

Anna Int/)aratbut : Born and raised in Los Angeles, Japan has always been a land full of mystery. From as far as I can remember I have wanted to
witness the Land of the Rising Sun and all of its splendors. The moment I arrived, I submerged myself into learning more about the culture. Music has always
been encouraged by my parents for it is through music that we begin to understand the roots of the society in which we live. Learning how to play the shamisen
has been the key to unlocking the mysteries of Japan for me. This concert will be by far my biggest accomplishment in this country and I could not have done it
without the love and support of my family and friends. But most importantly, none of us could have done it without the patience and inspiration provided by
the amazingly talented Makoto.

G"'etChen ]ude : Friends and family in my hometown in Idaho (USA) are always very curious when I tell them about my Japanese music study.
Curiosity was what drew me to shamisen initially, too. However, my lessons with Makoto have taught me to truly love Japanese traditional music starting with
nagauta, but recently expanding to kouta and hauta, as well as the musical traditions of koto, biwa, and shakuhachi. Thank, you Makoto, for introducing me to

this rich but unknown world!

OguShi YuiCbi . I heard a performance of Japanese ensemble at Japanese festival in Pittsburgh. It sounded so refreshing and exotic to my ears even
though I have lived in Japan more than 20 years. I decided to look for a chance to learn this traditional music someday. After I came back to Japan, I had a
chance to read an article in a magazine about a lady who dedicated herself to teaching Nagauta. Her passion for Nagauta immediately clicked in my growing
curiosity for traditional Japanese music and I jumped at this chance without hesitation.

]ﬂnet POCOTObbﬂ : I first heard nagauta in Makoto's music room in the spring of 1996, where she played shamisen and sang for me. Right away, I
was surprised by how emotional the music was. Before I came to Japan, I had heard that Japanese people didn't show emotions. But that day, the sad, yearning
feeling I got from the music was overwhelming, almost too much. How did a "simple" voice and shamisen create such an intense effect? After years of struggling,
I now know there is nothing "simple" about it, but remain in awe of its ability to evoke powerful feelings within me.

Takano Kaoru : 1 have been interested in shamisen for a long time, and I wanted to try something new. Fortunately my friend Anna, who is also
learning to play the shamisen, introduced me to Makoto. One month later after visiting Makoto's lesson place I started to study the shamisen. Since then I have
been practicing very hard for this concert.

TOJ/OSbl.mﬂ Masama - "Kokaji" makes me feel nostalgic, for this is the first nagauta piece I ever heard. It happened half a century ago when I had my
first birthday party and my aunt played it for the celebration. I naturally don't remember the precise scenario, but my mother, before passing away, told me that
the piece my aunt played, sounded splendid and full of passion. Today, I play the piece at my first shamisen concert, and I'd like to say thanks to Makoto for
this "twist in destiny".

Lyle Warren : 1.min Japan on a working holiday from Sydney, Australia. I've been playing the guitar for many years and have touched on some other
instruments. While in Japan I wanted to learn a Japanese instrument, so I answered Makoto's ad for shamisen classes and have been practicing since. I also
produced Makoto's web page. Check it out! http://nagauta.tripod.com/

Alice VVik‘on : For a year and a half I considered the Metropolis classified and considered making an appointment to learn about Edo period clothing and
music. Finally in July, I took the plunge and have really loved swimming through Edo with Makoto sensei. Now, here's a woman who knows how to time travel!! My
main interest initially was to learn Japanese bamboo flute, but I have practiced playing the shamisen (oh what a wonderful feeling!) and singing Nagauta style. Now
I can read Japanese music and music lessons are even helping me to improve my reading of characters. In August, I was treated to a day of cultural education in
Asakusa. Our premise was to go Nagauta kimono shopping for the concert, but Makoto was so incredibly generous with her explanations and teachings about
Japanese textiles and fashion. I learnt more about late twentieth century textiles in one day than I had learnt in one and half years! What a blessing Makoto is to all of
us in our global lives!
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Hatta Tatsuya's Profile

Mr. Hatta was born in Tokyo in 1962. He started learning Noh in 1985 as
an intern with Master Umewaka Manzaburo and Master Makio. He
graduated from Japan University, majoring in Japanese literature. He
finished his internship in 1993 and became a member of Master
Umewaka’s group. He has performed in the U.S.A., Canada, England,
France, Belgium, Spain, China, the former Soviet Union, Italy, Hong Kong
Germany and Slovakia as part of the group. In 1999, he performed by
himself and gave a lecture on Noh in Sweden and at New York State
University in New Paltz and New York University in Buffalo. He will return
to Buffalo again in February 2004 for another performance and lecture.
Hatta now trains others in Umewaka’s group which is a branch of the
Kanze group, and has founded and leads the Nue group. So far he has
performed as the main character in Midare, Syakkyo, Senzai, Mochizuki,
Dojoji and Fujito. The Nue group performed at the National Noh Theater
in Sendagaya in 200l. They will perform on November 8th at Hosho

Fory PGS J\H #EYF QYJI3065@nifty.ne.jp
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Nishimura Makoto's Profile

A native of Hokkaido, Ms. Nishimura completed the music program in
Nagauta shamisen at Tokyo University of Fine Arts. She studied voice and
shamisen with renowned master, Kikuoka Hiroaki, for more than 30 years.
Her studies in other areas of Nagauta are extensive, and include years of
lessons with top performers of the drums (tsuzumi, okawa and taiko) and
flutes (takebue and nohkan). In 1993, Nishimura made the decision to offer
lessons to foreigners on a volunteer basis. It was her feeling that existent
teaching systems and formalities had made this music inaccessible to most
people. Sensing apathy among the Japanese, she chose to reach out to the
foreign community. This has proven a successful match, and it is most
interesting how this exporting of Japanese music has rekindled an interest

among the Japanese themselves.
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Join our mailing list for
information on _future concerts.

Send email to: nagauta@livedoor.com with
"join mailing list" in the subject line. Tickets
reserved via e-mail will be 500 yen less than
the door price. Your email address will not be
given out to any third party and will be used

only to inform you of upcoming concerts.
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