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Welcome and thank you for coming to our 4th Annual International Hogaku Concert. Since 1993, | have
been teaching Nagauta music to foreigners, with the goal of expanding Japanese traditional music all over
the world. Today's student performers are from Australia, France, Canada, New Zealand, the U.K. and U.S.
and Japan. | believe that music has no borders and that anyone can enjoy playing and performing Japanese
traditional music. For this year's concert we have been fortunate enough to be blessed with the use of a
traditional Gagaku stage: thus blending the musical traditions of the Edo period with the refinement of the
Heian Period. A special treat is lined up for you, as the Gagaku musicians are also monks. Ladies and
gentlemen, on behalf of the Daita Nagauta Kai and the Honganji Gagaku Kai Ensemble, please sit back and
enjoy yourselves as we take you on a musical pilgrimage.

Nishimura Makoto

KEARBRERE History of Daita Nagauta Kai
1997 8 A 98  “Canton”  EIFE[#HDISMIZkS0E - p

August 9th , 1997 “Canton” Collaborative dramatic and musical piece Venue : Yokohama Noh
Theatre
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November 22nd, 1998 Concert Venue : Daita Community Hal |
KEAFEXEEE 19994 9 § 4H EENEE September  4th, 1999 Concert Venue : Daita Hachiman Shrine

March 25th, 2000 Japanese Classical Dancer, Ms. Chie Hayashi recital
R/ \ iR 20004 3H25H  TH FRMESK) (CBM Venue : Shinjuku Asahi Seimei Hal |

HE MEERR—IL 2001108208 A L A—FS 3FILEE- 4 October 20th, 2001 Joint Concert: International Daita Kai & Noh

performance
RS MEIRAEREEE20024E 6 5290 A UR—FS 3+ LR Venue : Kagurazaka Yarai Noh Theatre
June 29th , 2002 International Japanese Traditional Music Ensemble
DEL WEIR REREE Venue: Kagurazaka Yarai Noh Theatre
N . September 21st, 2002 Concert Venue : C. Walsh Theatre, Suffolk University Boston,
2002 9218 TAYARR 2O YT+ v I RERVHIV KI5 W USh
20024118238 TE8EERZML] (28N AAE =# November 23rd, 2002 48th Annual Medical Doctors Association Venue : Mitsukoshi Theatre,
Nihonbashi
BI52003FE10H258 A VA —F Y 3 FLHBEOENFL #ils fE October 25th, 2003 International Japanese Traditional Music Ensemble
Venue : Aoyama Tessenkai Noh Theatre
B 200458 7 v —EREDE
=g F5A7H 77 x—ERBORR May 7th, 2004 Lecture and Performance
BLRENME5 ANE  REORELT—) Y3y T ERT Venue - Ebisu Japan-France Foundation Hall
May 22, th 2004 Nagauta Workshop
E Ed e i Ll n |23 fE Venue © International Exchange Association,
organized
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H; nazuru Sﬂnbaso Composed in 1753

Sanbaso is a dance meant as an offering to god to pray for a good harvest. An ancient religious ceremony,
originally performed by priests and later taken over by Noh and Kyogen actors, Okina is made up of the three
dances-Senzai, Okina, and Sanbaso. After the Senzai dance, the shite (principal actor) puts on a white mask called
haku-shiki-jo on stage just before he dances the Okina (old man) role. After the shite finishes his dance, he removes
the mask, salutes it, returns it to its box, and leaves the stage. Then the stick drum joins in for Sanbaso, and the
rhythm of the accompaniment becomes more lively and stirring. The Kyogen actor appears and performs the
momi-no-dan, a cheery dance with much stamping of feet and exclamatory shouts by the actor himself. Next he
puts on black mask called koku-shiki-jo, receives a cluster of gold bells from Senzai, and dances the suzu-no- dan,
in which the bells contribute their sharp tinkle. The Senzai and Okina dances are prayers for general good fortune
and happiness, and the Sanbaso dance is a prayer for an abundant harvest. Reference :
[Nobh] Hoikusha
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Akikaze no Kyd(u (Autumn Wind) Composed-by Mitsuzaki-Kengyo
Written at a time when there was a surge of interest in things cIassicaI,{his piece is
unique in that combines two traditional compositional forms. The first section is in
"danmono" form, while the latter half of the work is a "kumiuta" with the—ﬁiﬁrfiﬁ‘;’:ﬁy‘liz\e\d
melody and song cycle for which this form is known. The te@&s*a free verse translatic‘)\;ﬁ
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Hisamatsu, having allegedly stolen money from his employer, returns in disgrace from
Osaka to the home of his foster father Kyusaku, in the village of Nozaki. He leaves behind
the shop owner's daughter, Osome, who has fallen in love with him but who is to marry a
wealthy suitor in an arranged match. Hisamatsu, for his part, is betrothed to Omitsu,
Kyusakus's daughter. On Hisamatsu's return to Nozaki village, Omitsu, happily making
preparation for her marriage, is interrupted by the arrival of a beautiful women looking
for Hisamatsu; She proves to be Hisamatsu's beloved Osome. The act continues in the
house of Kyusaku where Hisamatsu is massaging Kyusaku's shoulders while Omitsu
prepares to burn moxa for the relief of the muscular tension there. Suddenly Osome
appears at the gate and tries to attract Hisamatsu's attention. Eventually Hisamatsu and

Osome manage a cheerful reunion, while recognizing it is impossible for either of them to



break the strong obligation of family duty associated with an arranged marriage. They decide the only alternative is to
commit double suicide, consoled by the hope of being reunited in the after-life. Kyusaku, overhearing their plans,
pleads with them to consider their decision, but, while listening dutifully to his argument, they remain consumed by
their suicide pact. Omitsu however realises the lover's intentions. As her nuptial ceremony proceeds, in the highpoint
of the act, Omitsu's formal headdress is removed to reveal her shaven head, thus signifying her intention to become a
Buddhist nun to release Hisamatsu from his obligations and save the lives of the lovers. Duty, obligation and human
feelings are reconciled. Meanwhile, Osome's mother has arrived in order to escort her daughter back to the family
home back in Osaka. She thanks Omitsu profoundly for her sacrifice and, to avoid gossip, arranges for the lovers to
return separately by boat and palanquin.

Reference : A. Kimi Coaldrake
Women's Gidayu and the Japanese Theatre Tradition
Hisamatsu has an arranged marriage with Omitsu, but He loves Osome. Because they can't be together Osome and
Hisamatsu make a suicide pact, to be together in the afterlife. Omitsu becomes a nun to save their lives.

Lyle Warren  2nd of July 2004
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%osed in 1856 Kineya Katsusaburo Il
This piece, Kuramayama, its name from a mountain in Kyoto, where Minamoto no Yoshitsune, a famous

tragic hero in Japanese history, spent his childhood. At that period in Japan, there were two major reigning clans:
BT The Geniji Clan, and the Heike Clan. Minamoto no Yoshitsune's father was killed by the Heike Clan when he was still
'véry young, and he was sent to Kuramayama, while his older brother, Minamoto no Yoritomo, was sent to Izu.

b Wﬂenr':‘“p' 1amoto no Yoshitsune was old enough to understand what had happened to his father, he vowed to
b i eayHeike Clan. He trained very hard while he was growing up for this purpose, and eventually created a
e

F -

H‘-gl:eat army. His was later reunited with his brother, Minamoto no Yoritomo, who had become a shogun, and was
also fighting against the Heike Clan. Minamoto no Yoshitsune succeeded in defeating the Heike Clan, and was
greatly honored by the Emperor, which angered his brother and made him hate Yoshitsune. He attempted many
times to have his brother killed, and Minamoto no Yoshitsune was eventually murdered by a spy in Aomori. The
introduction to this piece portrays a scene in Minamoto no Yoshitsune's childhood at Kuramayama, when he dozes

off after a hard training session. Kelly Duke, June 3rd, 2004
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Sbin@/Oku Urmbimﬂ Composed in 1856 Kineya Rokuzaemon 13 th & Kineya Kangoro
Shinkyoku Urashima is a noteworthy Nagauta melody, as its origins and intent were the
brainchild of Professor Shoyo Tsubouchi, a man whose goal was to create a new sense of
[Japanese Opera.] Having first published #New Operatic Treatises,® he later created
[Shinkyoku Urashima, as a living sample to his new musical theories. What you are about

to hear today is only the finished prologue of Dr. Tsubouchi's lifetime work.

Abe Deyto 25th of August 2004
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Unzs/ﬂma Composed in 1828 Kineya Saburousuke

Urashima is based on a children's story about a fisherman who saved a turtle from a group of
children who were bullying and abusing it. The turtle took him away to Ryugujou, a castle
under the sea, where he lived for 200 years with a beautiful princess. He missed his family
and decided to ask the princess if he could leave. Before allowing him to go back, the princess
gave him a treasure box and told him not to open it. The first part of the story is accompanied
by Tomimoto, (a different style of shamisen music not related to Nagauta, refer to the chart
*Genres of Shamisen musict for more detail), while Nagauta accompanies the story from the
time when the fisherman returned to Earth. When he came back, no one knew him. He
regretted leaving the princess in Ryugujou. The treasure box was a souvenir of his time at
Ryuugujou, and although the princess told him not to open it, he did. As soon as he opened the
box, he became an old man, gaining the 200 years that he had evaded during his time in
Ryugujou. Today we will play the section of the story where he thinks about the princess. The
tsuzumi duet represents the two of them, imagined as falling petals and butterflies by the
fisherman. Lyle Warren, Makoto Nishimura 4th of June 2004
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This selection, also taken from Kabuki, is about street performers from Niigata who travel

to Edo during the winter to make a living. Echigo is an antiquated name for Niigata

prefecture and shishi (jishi) means lion. The performers would often dance, wearing a

lion's head mask as a part of their costume. Even though they all had families and usually -8 h\\_ 35
loved their wives, the echigo jishi would often have affairs with the single, female e
shamisen players that accompanied them. They always felt very guilty afterwards. In this

piece, one of the street performers is comparing humans to the beautiful Peony, a large,

red flower that comes from China. It is said that the composer of this piece composed it,

along with six others, in one night. He was in such a rush because of fierce competition

with other Kabuki theaters. When Puccini came to Japan, he heard this piece and liked it

so much he used it in his Madame Butterfly.
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) Fu]z' Ondo Composed by Kineya Rokuzaemon X
A famous Kabuki actor, the sixth generation Kikugoro had to play a 16 year old girl, and dance Fujiondo at the age
of 50. He was a very large, tall man so he asked the stage designers to create oversized wisteria and pine trees as
the background scenery. This clever trick effectively shrunk him to the size of a feminine 16 year old.
As a Kabuki dance, Fujiondo became one of the most popular dance pieces when it was introduced into the
Kabuki play Fujimusume. Clayton Evans, 27/July/04
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z kh;lﬁl (Multitude of Blooms) Composed in 1983 Tadao Sawai
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is in four sections - spring, summer, autumn, and winter - and is played without pause. Spring is a mass of
F flowers in wild disarray, expressed by the changing meter in the koto and 17-string bass koto parts. Tonal colors are

L : )
’ explored, and the season is summer, with the gentle scent of flowers filling the air. Autumn brings the sounds of

LA = ]
e insects and a grocade of red leaves, and winter is a particular image from the past The camellias were in bloom,
o i
¥ and the beautiful white snow falling on the deep green leaves and red petals dressed the flowers in warmth.

g 3 Within the wall of whiteness, glimpses of deep red burned, as if shouting out with the joy of life.
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Etenrﬂ/eu Composed by Kineya Rokuzaemon X
Etenraku is the best-known of all Togaku pieces, an essential element of wedding in Japanese style and often
heard (usually in recordee form) on festival days at temples and shrines throughout Japan. The origins of the piece

are obscure, but a central Asian origin has been suggested. The popularity of the piece has also prompted many

Japanese writers to suggest that it was composed in Japan, although the [Eten] (Ch.Yuetian)of the name would
seem to refer to the anciant Central Asian state of Khotan. The piece is made up of the repetitions of up to three

sections, each comprising eight measures in 4/4 meter.
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Both Indian and Chinese origins are postulated for this piece, which may have been transmitted to Japan by the
Indian Buddhist priest Bodhisena (later to officiate at the consecration of the famous statue of the Great Buddha at

the Nara temple Todai-ji in 752) and the (perhaps legendary) Vietnamese priest Fattriet (Jp.Buttetsu) in 736.
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Tum/eame Composed in 1851 by Kineya Rokuzamon X

Turu-kame was written in 1851 by Kineya Rokuzaemon, the tenth. Originally it was intended to be a concert piece,

but it has since become popular with dancers. It is considered to be the first genuine Noh-derived (utamono)
nagauta. The text is taken from the Kita school noh play 'Gekkyuden' This is basically the same text as is found in
the play 'Tsuru-kame' of the other schools of Noh. This play is rather short and is congratulatory in nature, with the
crane (tsuru) and the tortoise (kame) being good luck symbols in Japan. Reference: Heart of
Nagauta Dr. William.P. Malm
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COBL. AF, BT, VKX B, F5. BUhEW >z avhbihoTOWET, ThThot
72av0ELY BIEESFFHCEBZRXOBEZTLENSFIRHTETET, ChIFELDOEI P avIizoN
TLRLSENERAET, BEIV IV IBEDE ST AOTA—DEBEICE>TEI Va3 VHEDHECFE
FRAVEVWERGHERICESTEIVavDEDLYBEZHMLEDIEY LB EI L a0 T EDEBRM
DEALIFHDETEEB > T F=HIZKYITT, 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
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Hauta Kumiuta  Nagauta Naniwabusi ~ Jyoruri
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Kouta EAX — S\ ERER SATERER

Gidayu Ichubusi Gekibusi  Katobusi
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Utazawa KIEEE
Ogzatsuma
%
Bungobusi
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Tomimoto  Shinnai Tokiwazu

Reference : William P. Malm
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Traditional Japanese music and musical instruments BJT
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Glo L " Gidayu, also known as Takemoto, is the style of chanting with shamisen developed by Takemoto Gidayu (1651 - 1714)
y together with the texts of Chikamatsu Monzaemon (1653 - 172m7§5th,g\most important style of katarimono and

even though the word "Joruri" means all styles of theatrical narrative music including genres like Tokiwazu, when the
word "Joruri" is used, it usually refers to Gidayu, especially in the area around Osaka and Kyoto. This is the region where
Gidayu music was born and where it is still the strongest. The plays of Gidayu were written to be acted by puppets,
and usually a single narrator plays all the roles and describes the scene and the emotions of the characters. Many of
| the plays were soon adapted to the Kabuki theater as well and the narrator and shamisen player still appeared on

tage, even though the lines were spoken by the actors and not the narrator. For example, The Breaking of the Seals

'TRAD 030) is an example of a puppet play adapted to Kabuki. In time, Kabuki playwrights started adding narration
/by Gidayu musicians to plays originally written for Kabuki. So today, there are two separate, but related groups of
I.idayu musicians, the ones that appear in Bunraku and the ones that appear in Kabuki. For an example of Gidayu
ritten especially for a Kabuki play, see Toribeyama Shinju (JTRAD 029). Originally the shamisen music was quite
simple, mostly just adding rhythm to the chanting and filling in breaks between passages. Eventually, virtuoso music
r the Gidayu shamisen developed. In this section, Cho no Michiyuki (JTRAD 026) is one example that is famous for its
ure instrumental passages, but there are several other examples in the section of this website for instrumental music.
These include Nozaki (JTRAD 001) and Kitsunebi (JTRAD 075). Yanagi no Kiyari (JTRAD 082) is also a very famous
passage of Gidayu, but itis usually a showpiece for beautiful singing. This particular version is a modern arrangement
where the Gidayu chanter is replaced by orchestral music.

Reference : http:/ftrad.columbia.jplengli_gidayu.html
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Ga@ku Gagaku is the oldest of Japanese performing arts, with a history of more than one thousand

HREFD A Kk "Taiko """
by o
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years. In its contemporary sense the term gagaku signifies the whole body of classical
Japanese music and dance performed by the musicians of the Kunaicho Gakubu (music
Department of the Imperial House-hold Agency, Tokyo). It is classified by origin into three
categories:1. accompanied vocal music and dance of indigenous origin employed in Imperial
and Shinto ceremony :2. instrumental music and dance deriving from the Asian mainland,
imported during the fifth through ninth centuries : and 3.saibara and roei, genres of
accompanied vocal music which developed at the Japanese court of the through twelfth
centuries. The second category is sub-divided into two classes according to the reign, is
performed both as dance with accompaniment (bugaku)'A “instrumental music without
dance (Kangen) : komagaku, music of Korean .ofigin; Sﬂ&méﬂo‘n‘lz as dance. Togaku
dance is also referred to as Dance of the Left{Sa-r ‘m ].-‘Erﬁf’h-o agakk_}dance as Dance of
the Right (u-no-mai). It is the music of the" : frthe three ca Jdes, music deriving
from the Asian mainland, that is most often erfo ed=The"centra g this is made up
tl ﬂgﬁynasty(«&%uring the eight

¢Q%“111 . developed, and
ed by the

of togaku, music from the Chinese courtio

and ninth centuries, the ancient musicfculture- 6f Chlna was at its

included instrumental music, song /n dance whlch_was
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cosmopolitan nature of Tang culturg: This mu5|c. performed at m

Buddhist religtous ceremonies, was { ﬁsmltted ito Japan a
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The taiko used in gagaku is called “dad ko" (la ) or "kae o' (fla rum). The
largest of these instruments is about 2 J diam ete i e with a flame-shaped

decoration, the drum is played stand The taiko ‘i.-_ n (wind and s gs) called

"gakudaiko"(music and drum),which is um with steel-s g hed leather me ane about

60 cm in diameter on both ends. Suspended in a framj : e-shaped decorations, it is

played seated.
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brane about 23.5 cm in diameter stretched over both ends and tightened with a
shirabeo] (tightness controlling cord). To play this instrument, it is placed on a

], and beaten with two wooden drumsticks. There are two ways of playing. One

o,
i!B".I:'- v is beatiha ]mlddle of the drum face only once with one stick, and the other is beating it
i m quickly ar1' dntinuously with one or both sticks. The former is called [se] (strait), and the
latter [ ral] ‘( ing). This drum performs the important functions of determining the speed

of the performance and signaling the end of the performance.
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called [suru] (rubbing) and the other, [hirou] (pick up).
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one side of the pot. This instrument is played by alternately repeating inhaling @& exhaling. This alternate breathing
is called breath changing. There are two ways of playing the sho. One is blowing several pipes at a time to play

armony, and the other is blowing one pipe to play melody.

=& Ryuteki
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gen (wind and strings) and sa-no-mai (Left-School dances). Except for the

e pipe is wound with cherry-tree bark and is lacquered on the inside. The
overall length is about 36 has seven finger holes. It is used to play the main melody. This instrument
. ' Ve or below by use of the same finger holes, if the strength of breath is changed. The
higher notes are called "seme" (urging) sounds, and/\the lower notes are/ called "fukura” (easing) sounds. The ryuteki

harmonizes well with the hichiriki in the delicately ornamental changes of sounds.

Hichiriki
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" Reference: Tiukiji

Product design
Graphic/Package design
Web/Multimedia design

2-21-17 Matubara Setagaya-ku Tokyo Japan 156-0043
I \ / I | \ | I I H I | \ | Tel 03-5355-5451 Fax 03-5355-5452
L] http://www.monolith-inc.com e-mail : info@monolith-inc.com

B+



HEE DB

Performer profiles rakoros Suddenss

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.

Brandon Hocura : The curious advert in Metropolis had caught my attention shortly after
arriving in Japan. Here was my chance to delve into traditional Japanese music and taught in english,
my native tongue. My first lesson was filled with wonderful stories, shared coincidences and a freckle of
gossip. My feeling of pride at having finally made it was buttressed with an overwhelming joy at having
found such a wonderful and unique teacher. My admiration for Japanese music has never been stronger
and I look forward to every moment spent in the inspiring company of my teacher and friend Makoto.

Clayton Evans : I'm Clayton Evans, from New Zealand. Over the last 2 years I have become interested in
many aspects of Japanese culture, from the language to architecture, art and now Nagauta! Al love many kinds
of music, so I wanted to learn about Japanese music. So then I looked for a teacher of traditional Japanese
music. Luckily I found an amazing teacher in Nishimura Makoto. She has so much energy and is very passionate
about opening up the world of Nagauta to foreign people. I hope to continue playing the Shamisen and maybe
one day I could spread Japanese music throughout New Zealand!! 22/6/04. Clayton
Evans

Hashimoto Naoko : Native of Japan, spent the majority of her life in the U.S. As a solo pianist,
she gave her debut at Carnegie Weill Recital Hall as a winner of Artist International Competition. She
is very active in music education, and currently directs the choral program at Seisen International
School. She studied piano with Jane Carlson at Juilliard Precollege, BM in Piano with Benjamin
Pasternack at Peabody Conservatory of Johns Hopkins University, and MA in Music Education at
Teachers College of Columbia University.

]anet Pocorobba : she has been playing and performing shamisen with Nishimura Makoto since
1996. She has also studied drums with Katada Kikuyu and Nihonbuyo with Hayashi Chie. She now live
in Boston, where she teaches shamisen and gives lecture demonstrations and workshops on nagauta.

Jason Funk : 1t scems I've always led a musical existence.tMy father, who is a classical bassoonist
encouragedtme to peruse an instrument before entering junior high school. I chose to play the drums.tOver
the years, I've been living in Japan for nearly three years. I currently teach children English, which of course,
involves a great deal of singing. tHaving always gravitated towards new and challenging musical endeavors, I
am extremely excited to be now studying traditional Japanese music.fI am very grateful to have the chance to
learn from such a wonderful teacher as Nishimura San.

Katherine Dicker : After living in Okayama Prefecture for two years, I moved for to Tokyo for a
new job opportunity. I was starting to miss the side of Japan that I had experienced in Okayama. This
was one of my main reasons for going along to one of Makoto's “traditional Japanese music” workshops.
During the first lesson Makoto sucked me into her world and ever since I have been enjoying learning
not only shamisen and other traditional Japanese instruments, but also gaining a further insight into
Japanese culture, history and society. 11 July 2004

Madelaine Clarke : Little over a year ago I stumbled into Makoto's house to attend a 'Kimono
Workshop'. I remember clearly feeling very uncomfortable - unable to breath with the obi pulled tightly
around my waist, and having to contort my wrists and elbows at impossible angles to pose for
photographs holding a shamisen and tsuzumi. However after hearing Makoto play these beautiful
instruments my desire to flee disappeared. A week later I found myself back in Makoto's musical den for
the beginning of my Nagauta experience.



Marita Hagel : Hi, My name's Marita. I arrived in Japan from Australia about ten weeks ago to teach
English part-time. My aim was to try something different after four and a half years of studying and to
experience my firstf"real" job in another country. I was also keen to learn about Japanese culture. I hadn't
even thought of the possibility of learning traditional Japanese music until I stumbled across Makoto's ad in
the Metropolis magazine. I also had not expected to have the opportunity to participate in a concert wearing
a kimono! But here I am. I am very excited to have this chance to perform so soon after moving to Japan.

Matthew Guay : It seems I was born addicted to living abroad. I studied abroad in France for a year
during high school and then Russia for two trimesters during college. I gave up the beautiful California coast and
some wonderful Mexican food to come to Japan, because I knew I wanted to learn more languages and, having
not been to Asia before, figured that in Japan I could have a few bands while taking in something quite different
from my European experiences. While here I came to the realization that now is the perfect time to expand my
musical horizons into Asian music and am deeply indebted to Nishimura San for making that a reality.

Nathalie Cavasin . My interest with Japan is partly based on my specialization which is geography. As
a French, to go deeper in the understanding of the Japanese culture, while being in Tokyo, I have chosen a
new hobby: the Japanese traditional music with Nagauta shamisen. Singing and playing Nagauta songs with
shamisen are wonderful experience like to be back in the Edo period. The access to this mysterious world of
traditional music was only possible with Makoto Nishimura sensei. I'm now convinced that geography is also

to make music and one day I hope we can organize such a concert of Japanese traditional music in France.

Ogusbz Yuichi : 1 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.

Te oyoshima Masamsz - "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. Last time, I play the piece at
my first shamisen concert, and I'd like to say thanks to Makoto for this "twist in destiny".
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Curtis Patterson Professional Koto player : I began studying the koto and Japanese music at Cornell College in Towa 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.
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Hayashi Chie's Profile

Even as a young child Hayashi Chie had a dream to become a dancer, and by the age of
three had already begun to follow the footsteps of her mother who studied dance with
Hayashi Kinko, the founder and first iemoto (hierarchical head) of the Hayashi ryu
(school). Three years later Chie {(whose birth name is Miura Chikako) received her
natori, (stage name), and was qualified to teach by the age of seventeen, having been
awarded her shihan natori. While dedicated to her life of dance, Chie felt restricted and
longed to experiment with a new style of dance. Finally at Tokyo Fine Art University
(Geidai) Chie was able to study ballet and also began to learn the shamisen with a
renowned teacher Hiroaki Kikuoka. In addition Chie went on to choreograph dances,
mixing Nihon buyo (Japanese Traditional dance) with Western styles using kimono and
contemporary classical music. With her fascinating, unique talent Chie was often
chosen to perform new compositions that combined shamisen with Western orchestral
elements. To this day choreography is still Chie's passion, and she has been honored
with the opportunity to choreograph dances for one of NHK's preeminent dance
programs. While this is a dream come true for Chie, she continues to be driven by the
desire to create abstract, artistic dances which people can enjoy. One of Chie's main
projects now is working for a Non-Profit Organization 'Wa No Method'- organizing a
variety of concerts and workshops with the ultimate goal of expanding knowledge of

Japanese Traditional Culture.
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Nishimura Makoto's Prdfile

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.

Makoto NISHIMURA, musicienne, spécialiste de Nagauta Shamisen. Diplomée de
la prestigieuse Université des arts de Tokyo, elle pratique le shamisen et le chant
Nagauta. Pendant plus de 30 ans, elle a étudié avec le maitre Kikuoka Hiroaki de
grande renommée. De plus, elle s’intéresse a d’autres instruments de I’ensemble
Nagauta comme le tambour (tsuzumi, okawa, taiko) et la flGite (takebue et nokkan)
qu’elle a pratiqué avec des professionnels de haut niveau pendant de nombreuses
années. Depuis 1993 elle a choisit d’introduire et d’enseigner la musique
traditionnelle japonaise aux étrangers. Selon sa philosophie la musique n’a pas
de frontiére et doit étre accessible a tous ceux qui veulent apprendre. Cependant,
au Japon la musique traditionnelle est contr6lée par un systeme iemoto,
demandant un trés lourd investissement financier aussi bien pour les lecons que
pour les performances. Son sentiment est que le systéme d’enseignement actuel et
ses formalités rendent cette musique inaccessible a la plupart des personnes. Son
but est donc d’offrir dans un environnement informel et relaxant des lecons et des
opportunités de performance a des prix trés abordables. Makoto Nishimura
accepte toute personne désirant explorer la musique japonaise et la diffuser dans
le monde. Makoto Nishimura a réalisé plusieurs conférences et workshops dans
des universités américaines. Ressentant une sorte d’apathie parmi les japonais,
elle a décidé de s’ouvrir & la communauté étrangere. Cette rencontre s’est avérée
un succes, et il est intéressant d’observer que cet export de la musique japonaise a

suscité un regain d’intérét parmi les Japonais eux-mémes.
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