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ABSTRACT

Chikuho Ryu is a minor shaktdiachi sect in Japan. However, it is a 

valid poiTit if departure in the study of the shakuhachi honkvoku 

tradition in general. Past and current events leading to the present 

’’tenuous" existence of Chikuho Ryu, its notation system, and aurally 

transmitted aspects of the tradition that it represents are discussed « 

Transcriptions of recordings of real-time performances of the venerated 

honkyoku "Koku” by Chikuho Ryu players representing three generations 

are presented. This is the first time transcriptions of this nature 

have been attempted. Deviations in these actual performances are 

applauded by some as esoteric and inexplicable manifestations of the 

Zen nature of the music, the formlessness of suizen (blowing Zen), 

However, scrutiny of the variations found in performances representing 

three generations also suggests such mundane explanations as the status 

and age of the performer,
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PREFACE

All Japanese names in this paper are written in the Japanese 

custom of placing the surnames first and the given names last. All 

Japanese terms are underscored, including the word "shakuhachi." 

Regardless of the familiarity those of us who play the instrument have 

with the word "shakuhachi," until it appears in an English language 

dictionary, it remains, unfortunately, a foreign word However, no 

words are underscored in the table of contents and the list of figures, 

in order to maintain a neatness in presentation.

Because of the tremendous amount of literature in English on the 

shakuhachi which has appeared during the last decade, ths standard 

descriptions and diagrams of the instrument itself, common blowing 

techniques, and other basic information about the instrument has not 

been included in this paper. Such information can'be found in a number 

of sources listed in the bibliography.

I would like to acknowledge the assistance and encouragement from 

the members of Chikuho Ryu, including my kyodai deshi (fellow students) 

during my tenure in Japan, Mr. Yoshitake Shoho, Mr. Uemura Kyoho, Mr. 

Nishiguchi Juho, Mr. Fukumoto Takudo, and especially Mr. Koike Tetsuji, 

Mr. Tajima Tadashi, and Mr. Seki Ichiro. During the past fifteen 

years, they and their families have freely given me technical, 

financial, and logistical assistance, and enthusiastic encouragement.

I would also like to acknowledge the following: Prof. Tsukitani 

Tsuneko, who provided essential information by post, and who willingly 

met with me in Osaka for as many hours as she could spare; Mr, Dan E.
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Mayers, who has given me financial support and constant encouragement 

throughout this project; Mr. Sakai Shôdô, the present head of Chikuho 

Ryu, for the time and effort he gave during my field studies in 1985; 

Ms. Onari Michiko, for her assistance in translating materials during 

my field study in Tokyo; and finally, Dr» Ricardo D< Trimillos, whose 

encouragement played a vital role in my career as a professional 

musician, and whose scholastic guidance has inspired me from the very 

beginning.

Last of all, special acknowledgements must go to my two shakuhachi 

teachers, Mr. Sakai Chikuho II and Mr. Yokoyama Katsuya. My 

involvement with the shakuhachi has progressed primarily because of the 

quality these two persons possess as musicians and teachers. I am 

truly indebted to them.

The present study was funded by a generous grant from the 

East-West Center, Honolulu, Hawaii.



CHAPTER I

INTRODUCTION

This thesis is one result of a fifteen-year relationship with the 

shakuhachi, Japan1s classical bamboo flute. I first began studying the 

instrument in Osaka, Japan in October 1971, and have continued to do so 

since then. It was basically a matter of luck that I became involved 

with the instrument in the first place, and chance brought me in 

contact with the persons who were most influential in my career as a 

shakuhachi performer and teachsr, Sakai Chikuho II ( and

Yokoyama Katsuya ( $]a
It is natural that the topic of this thesis concerns Chikuho Tyu, 

because of my close involvement with the sect since 1971, leading to my 

receiving the rank of dai shihan ; grand master) in 1980. I

am particularly motivated to write about Chikuho Ryu because of its 

relative obscurity especially compared to Kinko Ryu. When Chikuho Ryu 

is mentioned at all, ic is usually given as an example of ''other 

smaller schools" of shakuhachi (Neptune 1978:5) which do exist, but 

about which little/seems to be known.

In numbers alone, Chikuho Ryu is a minor shakuhachi sect (estimated 

membership today is about 250, compared to 10,000 for the largest of 

three splinter groups of Tozan Ryîi (Shôdô 0C1985 and Kono 0C1985).! 

However, Chikuho Ryu is as representative of the shakuhachi tradition 

as a whole as any other ryu. In fact, its repertoire, with over sixty

^The following format for citations will be used in this thesis: 
oral communications, e,g., public lectures, as well as personal 
communications, e.g., private interviews, are cited as "00."
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honkyoku ) of the konnisô of the Edo period, all of the

major gaikyoku ( 9^ : ensemble pieces played with koto and shamlsen), 

naganta, and modern compositions is broader than any other shakuhachi 

ryü to my knowledge. Even Kinko Ryu, noted for its honkyoku, actually 

has only thirty-six in its repertoire. I contend that the study of 

Chikuho Ryu yields a wealth of information that is useful in its own 

right, and is necessary in attempting to understand the shakuhachi 

tradition in its entirety rather than as a single lineage within that 

whole.

Chikuho Ryu shared much of a common history with all shakuhachi 

sects until this century, A major section of the thesis describes this 

common history, relying primarily on research by noted ethnomusic
ologist, ^amisango Yukô ( Jb ), much of which has not been

translated into English before. The history of Chikuho Ryu, presented 

in detail, illustrates trends found throughout Japanese society•

Besides describing past and current events and people of Chikuho 

Ryu, the thesis will discuss the notation system, aurally transmitted 

performance practices, and teaching method used by Chikuho Ryu during 

my tenure in Japan, It will also address the question of what, if any, 

connection Zen Buddhism has had with the instrument and its music.

Finally, besides providing data on Chikuho Ryu which may be 

compared or contrasted, with other schools of shakuhachi , the thesis 

attempts what has not been done before: a comparative analysis of 

performances of honkyoku (Zen—influenced pieces for solo shakuhachi) by 

players representing three generations of the same lineage, based on

2



transcriptions of real-time performances. The analysis of the 

transcriptions provides examples of original methodology using data 

which cannot be obtained without transcribing real-time performances. 

Data derived from the transcriptions will also be compared with data 

from a transnotation of the original shakuhachi notation. Parameters 

analyzed Include pitch hierarchy, frequency and duration of notes, 

variations in pitch, and variations in embellishments. The analysis of 

the data provides insights into such areas as the change occurring 

within the music genre, the intrinsic elements of the "ideal 

performance" of Chikuho Ryu, and the elements in performance where 

variation is permissible. 1

In this thesis, the term "pitch” must be clarified. The original 

shakuhachi notation symbolizes fingerings rather than pitch. Pitch is 

only implied by the fingering corresponding to each symbol. In 

contrast, western staff notation explicitly notates pitch (see 

sec.4-4). Also, the pitches produced in the performance are rarely 

equivalent to the pitches implied by the standard A=*440. The pitches 

as defined in the transcriptions, are based on cassette recordings of 

the performances, another cause of variation. Pitches also vary within 

single performances as well as between performances. Consequently, the 

term "pitch" must be used with caution in this discussion of shakuhachi 

music, *

An alternative term, will be used unless the pitch as defined in 

the tempered scale is meant. The term "pitch degree” will indicate 

similiar pitches which may meaningfully be grouped together, a type of 

generic pitch. For example, the "pitch degree G" may indicate the

3



transnotation of the fingering_u (^ ) or the pitches which are defined 

as G in the transcriptions. The term "pitch degree" will be 

especially useful in the analysis, and in discussions ox such things as 

scales and durations, avoiding the implication of absolutes inherent in 

the term "pitch." However, in Chapter 3, based largely on translations 

of writings by Kamisangp, the term "pitch" is kept where the word 
"onkai" ( =N) is found i;i the original Japanese. Finally, 

references are made to pitch names originally used in China. They are: 

ichikotsu hyôivô ; shozetsu 

shimomu ("FM )î sôlyp ÔshiH > tankei
banshiki C-^iÿ) > shinsen î and kamimu (iM).

'Ichikotsu corresponds to the fundamental of a 1.8 shakuhachiî D.

A survey of literature pertinent to the shakuhachi will be the 

topic of the next chapter.
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CHAPTER II

SURVEY OF THE LITERATI'

Little more than a decade ago, there scarcely enough literature 

on the shakuhachi to warrant a survey at all, especially of material 

written in European languages. Futhermo*e, much of the material that 

was available before 1968 was biased on a limited understanding of the 

instrument and i^s music, especially the honkyoku. The major English 

source before the 1970a, Japanese Music and Musical Instruments (Malm 

1959:151-164), is a prime example, Malm’s chapter on the shakuhachi is 

unsympathetic to many of the philosophical and aesthetic beliefs of 

shakuhachi players; for example, the importance of the relationship 

between the honkyoku and 2en Buddhism. Malm’s musical analysis of the 

honkyoku is problematic as well. Gutzwiller (1974:86-147) discusses in 

detail weaknesses in Malm’s treatment of the honkyoku, as well as his 

misgivings with another major preii-1970 source, an article by Weisgarber 

(1968). It must be emphasized, however, that the writings of Malm and 

Weisgarber, and of Berger (1969) were virtually all that existed in the 

English language at the time, and remain essential reading today.

For the qualified scholar, there seems to be a number of primary 

sources written in Japanese bel re this century mentioning the 

shakuhachi. Many of these sources ar£ mentioned in chapter three of 

this thesis, the history of the instrument,. Secondary sources written 

in the Japanese language prior to the 1970s are also numerous, 

especially those from before World War II. However, much of the 

material published at that time was written by shakuhachi players 



themselves who limited, their research to their particular ryu or sect, 

or the lineage represented by their teachers, who were usually members 

of the Kinko Ryu. However, as all shakuhachi ryu largely share a 

common history prior to the twentieth century, valid historical 

research by a member of one ryu is pertinent to members of other ryu. 

Nonetheless, data related to ryu other than Kinko Ryu were frequently 

omitted, resulting in a biased picture, especially of the events and 

people after the Meiji Restoration (1868).

An outstanding Japanese work of this period was by an. amateur 

shakuhachi player, Nakazuka Chikuzen ( )» Between 1936 and
1939, he published four hundred pages of his NL

(Kinko Ryu Shakuhachi Shikan) in almost forty installmê: in the 

publication, = (Sankyoku; 1936, 1937, 1939) on the pré-history of 

Kinko Ryu, based upon extensive research of primary sources, especially 

temple records. His work discredited the "official history" of the 

Fuke Sect, as related in the g/S (Kyox^aku Denki; see

see.3.4.3). Though Chikuzan never finished compiling and publishing 

all of his findings, Hirand and Kami sa ngo compiled much of his work in 

1979. His original research remains in the care of the Kawase family, 

an esteemed lineage of Kinko Ryu.

Another important work, predating Ghikuzen by almost twenty years, 

yet still in print, is a book by another shakuhachi-playing amateur 

scholar associated with the Kawase family, Kurihara Kota 
( fit )* entitled j \ (Shakuhachi Shiko: Shakuhachi

Historical Research 1918). Like Ghikuzen, Kurihara was primarily 

interested in history as related to Kinko Ryu. Few Japanese

6



musicologists dealt with the shakuhachi before World War II (Gutswiller 
1983:3) » Tanabe Hisao $?|$6 )' a Pioneer ethnomusicologist, did

include the shakuhachi as a single entry in two broad surveys of 
Japanese music, 0 jp m (Nihon no Ongaku; Japanese Music 1954), 

and ’ÇB (Nihon Ongakushi? Japanese Music History 1963).

The relative lack of material on the shakuhachi before the late 

1960s may have been in part the result of the instrument being 

considered unworthy of scholarly research by many Japanese. This can 

be partially explained historically. The instrument lost much of its 

respectability in Japan during the late 1800s for several reasons. 

First of all, by the end of the Edo period (1868), the kpmusô 

(shakuhachi-playing mendicant Zen priests) were all too frequently 

associated with extortionists and otherwise undesirable dregs of 

society. More importantly, the primary shakuhachi organization, the 

Fuke Shu, had been closely associated with the ousted bakufu 

government, and was consequently completely suppressed by the new Meiji 

government in 1871, primarily for political reasons (Gutzwiller 

1983:3). Fathermore, being closely connected with Zen, the shakuhachi 

tradition suffered together with the entire Buddhist religion, as the 

Meiji government sought to lessen the influence of the Buddhist temples 

and strengthen the Shinto religion. Finally, as the Japanese society 

turned more and more toward the West for inspiration, things 

traditionally Japanese, including the shakuhachi, were neglected and 

deemed of little value, to the delight of later art collectors from the 

West. Shakuhachi players distanced themselves from their komuso past, 

one possible reason for the extreme popularity of Tozan Ryu, a sect 
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founded in 1896 with no classical honkyoku in its repertoire. Much of 

the source material on the history of the shakuhachi was lost during 

this time.
However, more than anything else, the preoccupation of the Japanese 

with World War II and their ultimate defeat contributed to the 

shakuhachi's relative obscurity. The typical Japanese individual had 

few resources and even less inclination to promote an instrument as 

old-fashioned and esoteric as the shakuhachi. Yokoyama Katsuya, one of 

today's foremost shakuhachi performers, remembers being taunted at 

school during the 1940s because his father was a shakuhachi maker and 

player (0C1985). Tsukitani Tsuneko ( i|g Zp ), one of the first

trained ethnomusicologists to specialize in the shakuhachi, was 

discouraged by almost everyone in her field when she first began 

researching the instrument in the 1960s. Though she was encouraged by 

the actual shakuhachi performers, even they expressed surprise that 

their instrument was deemed worthy of study by a music scholar 

(0C1985).

However, from the mid-1970s, the number of articles, monographs, 

dissertations and theses about the shakuhachi written both in Japanese 

and in other languages, increased dramatically. This sudden flurry of 

materials about the shakuhachi occurred at a time when Japan had become 

economically secure and more receptive to its own traditional culture. 

Futhermore, the West, especially Japan's new mentor, the United States 

of America, was becoming increasingly aware of cultures other than its 

own, partly because of the civil rights movement and the much 

publicized counterculture movement of the 1960s. Just as the Japanese 

8



were becoming somewhat concerned with their own nroots,u the Vest was 

becoming more receptive to aspects of traditional Eastern culture, 

including religions, such as Zen Buddhism*. The music of Asian cultures, 

such as the ragas of Northern India, was especially popular in the 

West, Japan in particular, had the resources and inclination to 

showcase elements of its traditional arts, including music, tn its 

trading partners abroad, A result of these developments was greater 

exposure for the shakuhachi, both in Japan, and in the USA end Europe *

In Japan, research of the shakuhachx by ethnomusicologists 

increased in the 1970s, Tsukitani Tsuneko in Osaka an d Kamis cm go Yuha 

in Tokyo were especially prolific. Tsukitani alone wrote fourteen, 

articles related to the shakuhachi between 1969 and 1982. Her research

is of particular interest because it deals with the largely neglected 

honkyokti traditions other than that of Kinko Ryu, such as the Melon 

lineages centering in the Kyoto area. Kamisango, besides co—editing, 

with Hirano Kenji ), the works of Chikuzen, authored a

number of lengthly articles. Others who have contributed Japanese 
language material include Ueno Katami ( tffSH ), who wrote

/X zTï (Shakuhachi no Rekishi ; The History of the Shakuhachi, 

1983) ; Takahashi Kazan ( Tsuge Genichi

and. Shirao Kunitoshi ). Kosuge Daitetsu

compiled and annotated a bibliography of research material on the 

shakuhachi containing 155 entries. Another bibliography, compiled by 

Tsukitani in 1984, listed ninty—two entries, many of which were not 

duplicated by Kosuge. In both bibliographies, the majority of entries 

were written before the 1940s or after 1970. Also, in 1981, Blasdel 
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completed a M.A. thesis on the aesthetics of the in the  

Japanese language at the University of Fine Arts In Tokyo*
Avenues for publication in Japan of research on the shakuhaebi, also 

increased during the 1970s, Indicative of the widespread interest in 

the shakuhachi was the publication -of two entire Issues of 

(Klkan Hôgakuj Traditional Japanese Music Quarterly* and No, 10), a 

prestigious quarterly sagogine for traditional Japanese a;£3ict devoted 

almost entirely to the instrument* 'Hie issuca, one la 1975 and another 

in 1979, Included scholarly articles about a number of ryâ, including 

Chikuho Ryu (Tsukitani 1977:23-28), biographies and interviews of 

important shakuhachi personages, and essays witton by composers and 

performers of shakuhachi music, According to -Yokoyama, these issues of 

Kikan Hogaku broke all previous sales records of the magasine (901985), 

Also important in the dissemination of knowledge of the shakuhachi 

tradition were Japanese recording companies who, vying for annual 

awards, began producing attractive sets of LPa and single IPs of 

shakuhachi music, with extensive descriptive notes. In one case, these ’ 

notes were over 80 oversized pages In length, with transcriptions of 

all fourteen pieces in the recording (Sakai Chikuho II 1974). Another 
LP set, posthumously released recordings of Jin Kyodo c #-WL) 

(1980), contained articles by Kamisango, Tsukitani, and Kyodo's son 

totaling 128 pages !

In 1984, the publishing company Ongaku no Tomosha published the 

(Hogaku Hyakka Jiten; Encyclopedia of Traditional 

Japanese Music, in future referred to as HHJ), Edited by Kikkawa Eishi 

), this monumental work is over one thousand pages in 
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length, with one hundred thirty-eight contributing writers. It has 

much information, on the shakuhachi, though spread out under specific 

titles. The encyclopedia has no index, but it is cross-referenced.

Before the previously mentioned publication, the main encyclopedic work 

was the excellent, five-volumed (pngaku Jiten; Music

Dictionary).

Literary-inclined shakuhachi players and amateur scholars continue

to publish books and articles. Some are about their particular lineage 

or ryu, such as (Meian 

Tomimori Kyozan C 1L\ * In 1981, 

the research of the komuso called "Komuso

Shakuhachi Tsukai; 1979) by 

an organization dedicated to 

Kenkyu Kain (

called

; Komuso Research Organization) began publishing a magazine

- (Ichi On JÔ Butsu; Attainment of Buddhahood Through

a Single Note). Kosuge's bibliography, mentioned earlier, appeared in 

issues two and three (October 1981 and April 1982). In 1985, noted

shakuhachi performer Yokoyama Katsuya became the first shakuhachi 

player to have an autobiographical book published with a commercial 

publisher, called \ (Shakuhachi Gaku nq Miryoku ; The

Fascination of the Shakuhachi). In it, Yokoyama discusses individual 

pieces within his repertoire, and the philosophy behind his music as 

well as his personal history.

However, the most dramatic increase of written matter on the 

shakuhachi occurred in the West. Between 1971 and 1983, there were no 

fewer than twelve theses, dissertation or published books, written 

about the shakuhachi in English and German. These include theses by 

Araki (1971), Keeling (1975), Samuelson (1971), and Stanfield (1977), 
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on aspects of Kinko Ryu; a thesis by Kudo (1977) on the methods of a 

Kinko Ryu shakuhachi maker; a dissertation (1974) and a book (1983) by 

Gutfitfiller on Kinko Ryu; and a dissertation by Fritsch (1978) on the 

solo music of Tozan Ryu. Also published during this time were 

instructional books by Abbott (1980; Kinko Ryu), Deaver (1976; Kinko 

Ryu), Grous (1978; Kinko Ryu), Koga (1978; Kinko Ryu) and Neptune 

(1978; Tozan Ryu).

Shorter monographs on the shakuhachi, primarily in English are even 

more numerous. One of the outstanding articles written in English is 

about the ahakuhachi-playing komusô and his organization, the Fuke Shu, 

of Edo Japan, by Sanford (1977). Other notable endeavors include eight 

issues of a newsletter for shakuhachi enthusiasts* A (Take no 

Michi; The Way of the Bamboo), published between 1979 and 1981 by 

Weiss, and a journal of Japanese music entitled (Hogalcy. [sic] ;

Traditional Japanese Music, first published in 1983), which covets 

material on the shakuhachi. The British Shakuhachi Society, formed in 

1983 (reorganized in 1985 as the International Shakuhachi Society), 

published six issues of its newsletter in 1983 and 1984. Both 

newsletters contain monographs as well as news, helpful hints, and 

announcements of interest to the English-speaking shakuhachi player.

One measure that the shakuhachi has entered the consciousness of 

the Western music scholar is it being accorded a separate, though small 

entry in the New Grove Dictionary of Music and Musicians (v. 17, p.218), 

as well as a larger entry under the heading "Japan" (v,9, pp.532-534). 

Also, Eta Harich-Scheider, in A History of Japanese Music (1973), adds 
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to the historical documentation of the shakuhachi, especially those 

instruments in the Shôsôin,

Finally, at least nine LPs and cassettes of traditional shakuhachi 

music, some with useful descriptive notes, have been produced over the 

last decade in the USA and Europe, featuring the performances of such 

noted Japanese musicians as Yamaguchi Goto ( ih Q ). Iwamoto 

Yoshikazu ( ), and Miyata Kohachiro ( ), as

well as lesser—known non-Japanese performers.

There is no longer a noticeable lack of written and recorded 

material for the student of shakuhachi. However, research on the music 

p and performers other than of Kinko Ryu is still comparatively lacking.

\\ Though many of the primary sources on the Edo period komusô and their

music may be irreplaceably lost (Gutzwiller 1983:4), there is still 

much to be gained from further research, especially in shakuhachi 

traditions other than the Kinko Ryu.
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CHAPTER III

THE HISTORY OF THE SKAKKHACHI

It is necessary to understand the historical development of a 

particular genre of music before conclusions regarding its present 

state can be made. Far example, the shakuhachi’s relationship with Zen 

Buddhism must be studied historically before the connection between Zen 

aesthetics and honkyoku music can be discussed. Fortunately, the 

difficult task of reconstructing the development of the instrument, 

especially during the sketchy period between the seventh and eighteenth 

centuries, has been for the most part, already accomplished by Japanese 
and to a lesser degree by western scholars,! The following chapter 

on the history of the shakuhachi is an edited and annotated translation 

of parts of the article, jL 1 <
(’’Shakuhachi Gaku Ryakushi; Suizen ho Itikai no Tame ni”; A Short 

History of the Shakuhachi Instrument; in order to understand Suizen, 
[Blowing Zen]), written by Kamisango in 1974,2 it 13 considered by 

many Japanese ethnomusicologists and shakuhachi specialists, including 

Tsukitani and noted shakuhachi performer, Yokoyama Katsuya# to be the 

most accurate and well-organized article on the historical developments 

of the shakuhachi published to date, representing the most recent 

theories and data available today.

^Those who have written on this subject include Tsukitani Tsuneko 
Kamisango Yûkô, Andreas Gutzwiller, Norman Stanfield, and Christopher 
Blasdel.

% An article by Kamisango, covering most of the same material, 
appeared in the Kikan Hogaku No. 10. March, 1977, entitled 

rjL«-$M?"Kinko Ryiî no Shiso">-
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It is important to include most of Kamisango's data in this thesis 

for several reasons. First of all, the institution of the ryu or sect 

is relatively ne# in the history of the shakuhachi, dating from around 

the end of the last century. Therefore, all ryu share a common history 

until the last one hundred years or so. Secondly, the material on the 

legendary origins of the Fuite Shu written in non-Japanese languages has 

increased in the last ten years, especially works by Sanford (1977), 

Stanfield (1977), and Gutzwiller (1974, 1983). However, factual data, 

especially concerning the historical period between the introduction of 

the gagaku shakuhachi into Japan in the eighth century until the late 

Edo era, and after the Meiji era (except data on Kinko Ryu) remain 

Inadequate compared with the material available in the Japanese 

language. It is hoped that the following discussion will help decrease 

this disparity. Finally, Kamisango's original article appeared in a 

series of articles and transcriptions accompanying a three-record LP 

recording of Chikuho II, iemoto or head of Chikuho Ryu until 1985, and 

Chikuho Il's younger brother, Shôdô, present iemoto of the Ryu. /

Consequently, Kamisango's article discusses Chikuho Ryu in greater 

detail than the ryù’s small size might normally warrant in a general 

history of the shakuhachi.

3,1. Types of shakuhachi

In trying to reconstruct the history of the shakuhachi, one must 

first realize that the term, shakuhachi, has referred to a number of 

related but different instruments over the centuries. According to
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Kainisango (1974:9), the various types of shakuhachi which have existed 

in Japan are as follows:

A. Gagaku shakuhachi /\ ). This instrument was

introduced from China into Japan during the Heian or Kodai period. 

Also known as kodai shakuhachi ( , it was one of many

instruments of the Chinese court or gagaku ensemble. Because a number 

of these instruments are preserved in the Shôsôin in Nara, it is also 

called Stiosoin shakuhachi ( ). There are six finger

holes, five in the front and one in back of the instrument.

B. Tempuku ( . Though different from the modern shakuhachi

in its name and the shape of its mouthpiece, it nonetheless is a 

vertical, end-blown flute made of bamboo, having four front and one 

back fingerholes. It developed during the Chûsei era (Heian to 

Muromachi periods), in Satsuma (Kyushu). According to Kamisango, it is 

considered a folk instrument and was thought to be almost non-existent 

by many scholars until recently.
C. Hitpyosiri shakuhachi ( w Jt ), This instrument is 

made from a piece of bamboo which has only one node or joint, thus the 

name, hitoyogiri ("cut from one joint"). It also has four front and 

one back finger holes. In the Muromachi period, there were various 

lengths, but a standard length which, when played with all holes closed 

produced the pitch ôshiki (the pitch A)l, became popular during the 

16th and 17th centuries. It fell into disuse soon after, but 

experienced a short-lived revival from the early 19th centuries.

3-See pp.3-4 regarding the term "pitch."
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D. Fuke shakuhachi l\ )• This instrument is the

present~day shakuhachi. Used by the komuso of Edo Japan, and is 

therefore also called the komuso shakuhachi. Unlik any of the above 

instruments, it is made from the thick root end of the bamboo. It has 

four front and one back finger holes. It is believed that the tempuku, 

the hitoyogiri, and the fuke shakuhachi are all derived from a single 

end-blown bamboo flute prototype.

Kamisango also mentions a fifth instrument, what he calls a "many 

holed shakuhachi," a shakuhachi with more than the standard five holes, 

usually seven or nine, Kamisango does not discuss this instrument 

further because, according to him, it is not often used (1974:9). In 

fact, the seven-holed shakuhachi is frequently used in Japan, most 

notably by the shakuhachi-playing members of Ensemble Nipponia, a 

much-recorded group of professional hôgaku musicians, known primarily 

for their performances of modern compositions. Flutes with more than 

seven holes are rare.

Makihara Shinichiro ), a professional shakuhachi

player who until the 1980s was known for using a nine-hole flute, has 

since returned to the standard five-hole flute. According to him, 

losing the timbre changes of the meri-kari technique which occurs with 

the seven and nine-hole flutes is not worth the increase in speed 

gained on them (001982). Watatsumi Do )> a famous

shakuhachi-playing monk, is shown on a LP cover seated on the floor, 

playing a twelve-hole flute (Watatsumi 1970). The bottom two holes are 

covered with his big toes. However, Yokoyama Katsuya, his most 
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outstanding student said that the instrument was mostly for visual 

effect and not often played (0C1985).

3.2 Kodai shakuhachi The origins of the shakuhachi

The term, shakuhachi originated in China in the early part of the 

T'ang dynasty. According to the (Tosho) document written during

the period, T'ang Teiken (627-649), a music reformer named Rosai

) was the first to make shakuhachi of various lengths to produce 

the twelve chromatic tones. Before that time, the vertical flutes of 

China were divided into two types, "long*' and "short." The long ones 

were used a great deal; there were twelve lengths to match twelve

tones. According to the "Tôsho" document, Rosai made the shorter 

flutes to fit the twelve tones in the same manner as the longer 

flutes. Among the twelve lengths, one was 1.8 shaku (one shaku = 54.54 

cm. or 0,994 feet; "8" ="hachi" in Japanese). The term, shakuhachi, 

came from the length, 1.8 shaku. The principle tone of the Kodai era 

in China was produced by a tuning flute of this type, nine sun (0,1 

shaku) in length.

The tuning flutes were open-ended; what were called "fue" (^ ; 

flute) were closed at one end by a reed. The tuning flute, kôshô 

which produced the pitch A, was twice the length of the 1.8 

shaLu tuning flute. However, the shaku of the T'ang period was shorter 

than the shaku today. Consequently, the 1.8 shaku flute was not the 

same length as the present-day shakuhachi. Among the eight flutes in 

the Shosoin, the longest is 43.7 cm, the equivalent of the T'ang 1.8 

shaku flute.
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During the Song era (960-1279AD), a different typo of flute began 

to supplant the shakuhachi in China. From the Yuan era 

(c. 128O-1368AD), the flute, dôshô i Chinese: tung hsiao),

appeared. It can still be found in China today. Therefore, the name 

shakuhachi now applies to an instrument remaining only in Japan.

3.2.1 Gagaku shakuhachi

The shakuhachi of the T*ang period entered Japan during the latter 

part of the seventh century. There is mention of a hanchiku shakuhachi 

• patterned shakuhachi) among a collection of T'ang 

instruments in Japan, in the book, (Saidaiji Shiaai

Cho; 780 AD). In the Heian era (809), a report published by the 

government called (Dajokanfu). lists the instruments of

the gagaku. Among the twelve togaku musicians, there was one 

shakuhachi player. Also, in 848, another issue of the same kôbunsho 

; government report) reported that the number of shakuhachi 

players was reduced from three to two. These reports indicate that the 

shakuhachi was used in the gagaku ensemble at least until the ninth 

century.

Among the eight flutes in the Shosoin, five flut s were among the 

articles donated to Todaiji [temple] by a lady named Kômyokôgo 

)- The shakuhachi are mentioned in the record of the 

articles donated, called the (Todaiji Kenbutsu

Cho). Four of the flutes were gifts from Shômu ( $$£4. >• the 

king of Kudara, a kingdom in the southern Korean peninsula. This fact 

positively identifies the flutes as of T’ang era 
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origins. There are no extant flutes of this period in Chinn, caking the 

Shôsôin flutes extremely valuable.
Mot all eight flutes in the Sbôsnin are made of bnabno. One is 

inlaid with mother of pearl, another of stone and a third of ivory» 

However, all imitate the nodes or joints of bnaboos the original 

material must have been bamboo. Each flute is a different length, but 

the fingerholes are placed proportionately in all of the flutes. There 

are four sizes of flutes producing pitches varying by intervals of a

minor second.
Besides the flutes of Shosôin, there is a shakyhacM preserved is

Hôryuji î a temple). It is said that this flute was played

by Shotoku Taishi *)" t 57^-522), who is supposed to hove

performed the piece, according to the book

$tv|,l4fÿ' ffooktrnshS; 1233)- There is nothing to substantiate this

legend. Almost nothing is known about the Shosoin and Horyuji 

shakuhachi, Nothing besides the instruments themselves has been 

preserved, including notation.

During the ninth century, the Japanese government reformed the 

musical system in an effort to reduce thy influence of foreign elements 

in the music, making it more Japanese in character. With this reform, 

many gagaku instruments such as the u_ ; a large sho) and the 

ohichiriki ; a large hichiriki) ceased to be a part of the

ensemble. The gagaku shakuhachi most likely disappeared during this 

time as well. It is reasonable to assume that the music reformers of 

the time believed the traverse flute, ryuteki (ÇfJ ), made the 

shakuhachi .edundant.
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Two books, (Kojidan; 1215), and (Taigenshô;

1512), note that the famous Buddhist priest, Jikaku Taishi Ennin,^- 

after returning from Chinn in 847, played a chant called ”h?zei no
Amida Kyo" (jj| 0 ) on the shakuhachi because he did not

have a loud voice. Though there is no proof of this, it is, none the 

less, an example of the early connection between Buddhism and the 

shakuhachi.

According to the book, (RyumeishS; 1133), the son of

Emperor Seiwa, Nangu Sadayasu no Shlnno ( :

870-924), transcribed a shakuhachi notation of the piece, ïBge 

("Ôshokun"). (Genii Monogatari; "The Tale of Genji" early

10th c.), mentions a "shakuhachi no fue.n indicating that the gagaku 

shakuhachi existed at least until the 10th century, In the end of the 

Heian era, Emperor Goshirakawa ( > 1158) commanded that

there be a shakuhachi performance during the New Year’s celebration, 

the first time that the instrument had been heard in the court in a 

long while. There are pictures of the gagaku shakuhachi being played 

in a book written by Fujiwara no Mi chinori ( ; 7-1159). 

The book (Ima Kagami; 1170) reports the last documented 

performance of the gagaku shakuhachi.

3.3 Origins of the five-holed shakuhachi

The five-holed shakuhachi seemed to have developed after the 

disappearance of the gagaku shakuhachi. The classification of the

1 (794-864), credited with having transmitted
Tendai shômyô chant to Japan from China.
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tempuku, hitojrogiri, and the fake shakuhachiall five-holed 

shakuhachi, is based on the differentiation of their shape* Il is 

unlikely that such a differentiation existed frees the first occurance 

of the five-holed, flute. Such a flute was developed before these three

instruments appeared. Kamisango believes that it is likely that there

was only one originel five-holed shakuhachi.

Kamisango reviews the articles mentioning the shakuhachi that

theexisted after the Kamakura era. According to 

(1233), mekura hoshi î blind priests)

book# Kvôlcunqho 

well as performers of 
saru uaku (^.^1 ? popular during the Heion^Ksfitidcurtt, music performed 

with kokkeikai "humourous plays**) # played the shakuhachi. In

the Nanjo era, the book (Ypshino Shui; 1358) states

, was a skilled shakuhachi performer. The diary, iU#Mt 

■flçBie. (Yamashina no K y ôf* en Nikki), states that on March 24th in 
the year Onin 15 (1408)# Emperor Gokomatsu ( ftjbM. ) listened to a 

shakuhachi ensemble perform soga ( Kamakura- Muromachi era vocal

music). These references can be taken as fact because the writers were

recording events which they had actually seen or heard.

None of the above documents mention what kind of shakuhachi were 

being used. However, a noted musician of the Toji era, Toyohara 
Muneaki (*^ î 1450-1524) included in his book, Taigensho , a

diagram of five lengths of shalcuhachi, stating that they produced the 

pitches hyôjô, solo, oshiki, banshiki, and ichikotsu (equivalent to the 

’ pitches of e g a b d). Muneaki also documented the Toyohara
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lineage, RySshû (lÿ 7-1441) lived three generations before 

Muneaki and was a skilled shakuhachi player. Among Ryôshü's students 

was Toyohara Atsuaki who excelled in playing dengaku

» music associated with rice planting). Zoami ï ca.

1400) was also Ryôshû’s student. The performers of dengaku claimed 

that the shakuhachi was their own creation, an unfounded assertion.

Accordingly, we know that in the years near 1400, dengaku 

performers and other performers played the shakuhachi, that the 

instrument had five-holes and one joint (similar to the hitoyogiri), 

and that a total of five different lengths were used, the longest

producing the hyojô pitch (i.e., approx. 50 cm.) Because of the 

different lengths, this instrument is not a true hitoyogiri. Even 

though the instruments played by the mekura hoshi and sarugaku, 

mentioned in the Kvôkunshô document, are of a much earlier era than the 

shakuhachi noted in the Yamashina no Kyôgenkyô" Nikki and the Taigensho, 

it is possible that they were all five-holed instruments.

Besides these documents, another document, the Kyotaku Denki 

describe thé five-holed shakuhachi during this period as having been 

transmitted by Hatto Kokushi from China. This document was briefly 

discussed above and will be elaborated on below.

Kamisango discusses stories about the Zen priest/poet, Ikkyu Zenji 

1394-1481), and his relationship with the shakuhachi. He 
wrote a collection of waka Nt) and other poetry, called 

(Kyôunshû), in which he mentions the shakuhachi and its meditative 

qualities. From these references, it seems certain that Ikkyu played 

the shakuhachi. Among the pieces played by members of the Fuke sect 
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cut bamboo» made

written

This may

the same

has

during the Edo period, one was supposedly transmitted by Ikkyu. Though 

there is no proof of this, it is not out of the realm of possibility.

Ikkyu and the shakuhachi are mentioned in many books dating from 

the Kinsei era. These books differ slightly in detail, but an overview

was at the Kyükoan temple of Uji, became friends with Ikkyu. 

have been the origin of the komuso.

of the material presents two possibilities. One possibility is that 

Ikkyu, together with a person named Ichirôsô (— ), gave up the 

worldly life to become hermits near Uji. The two

their jwn shafcuhachi and frequently played them. Another possibility 

is that a

These two possibilities may have been merely versions of 

story. Ichirôsô and Roan may have been the same person. It 

frequently been suggested that Roan originated the hitoyogiri and/or 

the komuso tradition. Being a foreign priest, Roan could have brought 

the instrument from abroad. According to the annals of Meianji 

[temple], Roan was the same person as Kochiku Zenji

d.1298), .credited as founder of the temple. Both of the above versions 

were written well after the fact, arid are therefore somewhat suspect.

It is still possible that Ikkyü's shakuhachi was the same 

instrument as the one mentioned in the Taigensho document. This would 

imply that Ikkyû*s shakuhachi was the original five-holed flute and the 

predecessor of both the hitoyogiri and the fuke shakuhachi.

In any case, Ikkyu played the shakuhachi in the spirit of the 

philosophy, kpunryûsui not becomidg attached to things,

being in compliance with things). Both Roan and Ichirôsô were the 

24



same type of person. It is likely that they knew each other» if they 

were in fact two different persons. Ikkyu was a priest of the Rinsai 

sect, which gives credence to Fuké sect’s claim that it is connected by 

tradition to Rinsal, a subject which will be discussed later.

It is probable that the kouta vocal genre) of the Cause!

era had a strong relationship with the shakuhachi. In the Taigensho 

and in the preface written by the editor of a collection of kouta r 

(Kanginshû-, 1516), the reader is urged to "become friends 

(i.e., one with) the shakuhachiIn the Eiroku era (1558-1569), a roan 

by the name of Matsuyama Shinsuke Q&zIa^W)). who lived in Sakai, 
often performed soga, accompanied by the kotsuzumi ({|~ ) and the

shakuhachi. In the same Sakai area, Takame Ryutatsu ( 5- J

1527-1611) compiled the book f)^X- CRv^tatsu Kouta). stating 

that the songs were to be accompanied by the shakuhachi. The poetry to 

some of the songs in this book mentions the shakuhachi as well.

3.3.1 The origins of the komuso shakuhachi

In the beginning of the sixteenth century, it is probable that the 

shakuhachi became the instrument of the komoso ). The komoso,

also called simply komo, were a type of beggar priests. They are 

thought to be the predecessors of the more famous komuso. They took 

their name from the straw bedroll, called komo, which they carried at 

all times and used to sleep on outside. Before this time, beggar 

priests of this type were called boro, boroboro, boronji, bonji, or 

kanji. They are mentioned in the book, Surezuregusa (early 1300s), 

The term, komoso, was not used until the sixteenth century. There 
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seems to be no connection between these early beggar priests and, the 

shakuhachi, until after the fifteenth century, with the coming into 

being of the komoso.
An indication of the social status of the komoso (using a different 

character ’priests of nothingness') is found in S 4"

(Sanjuniban Shokunin Uta Hi), a collection of songs 

dating before the year Tembun 6 (1537). The words to song number six 

are ’’Someone is blowing [ playing the shakuhachi] among the blossoming 

flowers, It isn’t the wind, it’s the homo’s shakuhachi." The critique 

to the song includes this: "The komoso concentrates his spirits;! 

that is, he does nothing but play the shakuhachi before the gates of 

the houses of all classes.”

According to Kamisango, the writer clearly makes the connection 

between the komoso and the shakuhachi. Also, once the characters for 

the original ’’straw priests" komoso ( ) were changed to the

characters used in the above text, "priests of nothingness" komoso 
qfcèlt ), substituting the characters for komusô (j^ )

becomes quite simple. The writer’s wording, especially the use of 

sanmai, gives the strong impression that the komoso were spiritually 
oriented, not just beggers.2

!Sanmai ( )- Translated as "spirit" when used in a
Buddhist context. Another definition of this word is "to do as one is
inclined to do, to do as one likes."

2See Sanfield (1977:176) for a more complete discussion of this 
waka=
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Kamisango points out that it is commonly thought that the komo.sp 

played the thin short hitoyogiri, in contrast to the komuso's thick, 

long fuke shakuhachi, However it is uncertain that such a simple 

delineation existed. As begger priests, the komoso had the 

predisposition toward being loners. If so, and if they made their own 

instruments, which they most likely did, then the length, width, number 

of joints, and pitches of their instruments probably varied a great 

deal.
According to (Boro no Shuki)1, written in 1628, the

person, Bankokei * 1733-1806) wrote in 4^.

(Kandenkôhitsu) that “people who play the shakuhachi and beg for rice 

are called komusq ) nowadays. However, in the book,

Kann insei Uta Ai, the term komoso ) is used. Looking at the

picture, one sees a seated man with long hair, a bedroll beside him, 

playing the shakuhachiThe instrument in this picture does not 

appear to be a short, thin hitoyogiri.

It is therefore likely that original chusei five-hole shakuhachi 

were made in various shapes and sizes. The komoso shakuhachi, the 

hi to y o girl, and the fuke shakuhachi of the komuso are all derivatives 

of the chusei shakuhachi. Finally, according to the previously 

mentioned Boro no Shuki, during the Kan E era (1630s), the boro or 

komoso became recognizably similar to the komuso of the Fuke Shu

•^According to Tsukitani, there is some question às to the 
authenticity of this document (1985a).

shakuhachi at that time had three joints and five finger holes. The
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(Fuke sect, to which the Icomuso of the Edo period belonged). The Fuke 

Shu will be discussed more thoroughly later.

3.3.2 The tempuku

There are no surviving documents or histories which record the 

origins of the instrument or the name of the tempuku. However, the 

circumstances of its origin hints at a relationship with the chusei 

shakuhachi.

The instrument is thin and relatively flat, made of the hotel chiku 

; a Chinese species of bamboo related to the madake )

species used to make shakuhachi today). It had three joints and is 

thought to have had a length of about 30 cm. Each player made his 

own. It is said that the measurements for making it were derived fron 

the width of a closed fist, or the width of a finger. This implies at 

least some variations in length occured. The mouthpiece is the same 

shape as the Chinese dosho. The inside of the bamboo is hollowed out . 

Contrasting the evenly proportioned distances between the fingerholes 

of the fuke shakuhachi, the distances of th,- fingerholes from the 

bottom of the flute increase progressively from the lowest to the 

highest hole on the instrument. The same is true of the hitoyogiri. 

However, the top fingerholes are raised even more on the tempuku.

The placement of the fingerholes were determined in a unique way. 

According to legend, the circumference of the outer walls of each 

■ bamboo became the basis of the measurements used to make the flute. 

Accoustically, there is actually no relationship between the two.
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Naturally, pitches hoped for by the maker tended to be elusive. There 

are many stories about the tremendous number of failures needed before 

a good flute is finally produced. The irrational manner in which the 

holes of the flute were placed implies a comparatively old instrument.

In fact, the five-holed Chusei shakuhachi was transmitted early to 

Satsuma. The tempuku is like a fossil, preserved in the closed 

environment of the remote region that is Satsuma. There, it was 

favored by the samurai class. It is said that it was most popular 

during the latter part of the 16th century. In the year Keicho 5 

(1600), during the famous battle of Sekigahara, the highest retainer of 
the Shimazu clan, Kitahara Hizen no Kami ( < It < Wi ) was 

captured by the Tokugawa forces. Just before he was to be executed, he 

played his tempuku. The impact of the music was so great on the 

Tokugawa leader that Kitahara was allowed to live,

Tho tempuku wav fairly common during the Edo period into the Meiji 

era. Kamisango believed that only a single person, Shirao Kunitoshi 

( a Kagoshima tempuku scholar, still performs a few

pieces. However, according to Tsukitani, a number of tempuku players 

are active in Kyushu (0C1985). However, there is no way of knowing how 

much of the earlier tradition has actually survived.

3.3.3 The hitoyogiri shakuhachi

From the various lengths of the early five-holed shakuhachi, the 

length producing the pitch, ôshiki, (with all holes closed) became the 

basis for the instrument called kyogi ’ narrow) hitoyogiri.

According to legends on the origin of this hitoyogiri, during the 

29



mid-Muromachi era, the foreigner Roan brought the instrument into 

Japan, presumably from China. It is also believed that it experienced 

a revival in the early 19th century. However, as stated earlier, the 

instrument played by either Ikkyu or Roan should not be thought of as 

the hitoyogiri, but rather its possible predecessor. If this is the 

case, then at the very least, we know that the instrument cannot be a 

recent foreign import. Neither the actual date of its introduction nor 

the origin of its name is known. However, as discussed above, an 

instrument of similar shape existed in Japan before the time of Rôan 

and Ikkyu. It is likely that the intrument developed from an 

instrument already existing in Japan from a much earlier date.

One of the difficulties historical scholars confront with the 

hitoyogiri is the confusion surrounding the terminology of the 

instrument, a problem common to musical instruments throughout the 

world. Today, when the term, hitoyogiri, is used, the kyôgi hitoyogiri 

is meant. The assertion that the kyôgi hitoyogiri originated in the 

middle of the Muromachi era is incorrect, as is the belief that the 

fulce shakuhachi originated from the hitoyogiri. During the Muromachi 

era, the length of the hitoyogiri was not fixed as was the kyôgi 

hitoyogiri.

The term, hitoyogiri is not found in the Taigenshô (1512).

However, a poem attributed to Ikkyu begins, "Shakuhachi wa hitoyo...," 

Also, a poem in the collection of songs, Ryütatsu Kouta, begins with 

"Shakuhachi no hitoyogiri no...." In written works dating before the 

Edo period the term, shakuhachi is used most frequently. The alias, 

hitoyogiri shakuhachi, became common after the beginning of 

30



the 17th century. After that, though it became necessary to 

differentiate between the shakuhachi and the hitoyogiri, the kyogi 

hitoyogiri was still frequently called shakuhachie In conclusion, it 

may be presumed that the hitoyogiri is one of several typés of 

instruments whose generic term is the shakuhachi.

According to the three books, tÊJ (Bosho no Kyoku),
(Shiçhiku ShoshinshG), and mA (Ika Ncbori), the 

lineage of the kyôgi hitoyogiri was begun by a man named Sosa )# 

who founded what is known as Sôsa Ryu. Nothing is known about the

person or the name Sosa. Though differing in detail, all three books 

list names suitable for priests and bushi ) ; one can sense an aura 

of hermitages.

Only one person mentioned in these books can be identified as an 

historical figure, the fifth or sixth generation after Sosa, named 

Omori Sokun ; 1570—1625). A descendent of Omori
Hikohichi (tM-t ), a retainer of Ashikaga Takauji 

( ), Sôkun worked for Oda Nobunaga L). After

Nobunaga's death, Sokun retired from the world of politics and war and

devoted his time playing the hitoyogiri. Due to his efforts, the

instrument experienced a revival in interest during that time.

The oldest extant book about the hitoyogiri,

(Tanteki Hiden Fu; copied in 1608), is attributed to Sokun. It

contains the notation for seventy pieces for the instrument, with such

names as (Netori) , (Shote), (Honte), and
fJ* jjPj, (Shôni). The word used is not kyoku ( "piece"), but 

rather tja ( "hand" or "fingerings"). The notation employs 
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katakana such as fu, ho, u, etc. All seventy te, are very short 

Instrumental solos. It is difficult to decipher the notation.

However, parts of the selections resemble pieces in the Fuke shakuhachi 

repertoire. Besides Tanteki Hiden lu, Sokun wrote a fingering chart 

for the shakuhachi called, (Shakuhachi Shuin Mokurokn).

Sôkun’s books were probably a major factor in popularizing the 

hitoyogiri. Rather than remaining a pastime heard only in the 

exclusive world of hermits, it began to be played by the general 

public. Finally# it should be pointed out that in Tanteki Hiden Fu, 

the term hitoyogiri is not used at all. Throughout the entire book, 

the term shakuhachi is used instead.

The considerable popularity experienced briefly by the instrument 

in the 18th century rapidly declined. By the beginning of the 19th 

century, there were almost no performers left. During the Bunsei era 

(1818-1830), an Edo physician Kahuya Juatei attempted to

revive the instrument. Also known by his hitoyogiri alias, ||» 

(Kotake), he compiled classical pieces, composed thirty new pieces, and 

wrote- a number of books, such as (Shichiku Kokinshu).

Despite his diligent work, he met only limited success. By the end of 

the 19th century, the hitoyogiri had all but disappeared.

The standard length of the hitoyogiri was 1.11 shaku (approx. 33.6 

era,). Instruments 1.8 shaku in length also existed, but were probably 

imitations of the shakuhachi. The placement of the finger holes 

resemble that of the fuke shakuhachi with the exception of the upper 

holes being progressively higher. The common notion that the ' 
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hitoyogiri produces pitches a perfect fourth above the shakuhachi is 

not true. Fingerings in the lower register are similar to those of the 

shakuhachi, but the fingerings in the upper register are quite 

different. Also the higher pitches in the upper register are 

impossible to produce. The range of the instrument is from oshiki, 

approximating the pitch a (cT=$iddle C)) to high ichixotsu (d1), a mere 

octave and a fourth.

The method of notation used by hitoyoeiri players is basically the 

same as that used by present-day shaKuhachi performers. The katakana, 

fuho ju, ate. denoted fingerings. However, the notation was not 

standardized; fingerings and symbols were not always constant. Kamiya 

Juntei used the katakana, ro tsu re, etc. With the fingering notation, 

pitch is implied, but rhythm was not notated at all. Kamisango 

therefore believes it impossible to recreate with certainty any of the 

old scores. Noatheless, I believe that it may be quite possible, using 

the old scores, and other primary sources to recreate an approximation 

of the original music which could further a historical perspective of 

the instrument.

According to old manuscripts, half-hole fingerings did not exist, 

though cross fingerings were used. In fact, the small diameters of the 

finger holes made half—hole fingerings more difficult than with the 

shakuhachi. Also, the mouthpiece is smaller than ,that on the 

shakuhachi. Consequently, the meri-kari or note-bending technique 

common in the shakuhachi does not work as ell with the hitoyogiri.

The oshiki—giri (hitoyoeiri of the oshiki length) produces the popular 
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ichikotgu ’‘scale” beginning on d’* a possible reason It was chose» 

among the various lengths.
However, the in or oxy a ko bubhj ( ) egelo Is

difficult to produced Froa the latter 17th century* the saisie 

generally heard in Japanin tha oiyaka tehl scale* which can M 

produced on the shakuhnchi quite easily with half-hole and mgri^kari 

techniques, but not on the hitoyagigl* The inability of the hltrnv^M 

to "keep up‘K with the Basic of the tine nay have been the pricary 

reason for its rapid decline after the 18th century, Historically, the 

hltcyosiri is a relatively recent instrument. However» because of ita 

inability to produce the "modern" in scale » it really belongs to an 

older era.

lfor a complete discussion of 
chapter 5.

the in, and other scales, see
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3.4 Kinsel (recent) shakuhachi

The fuke shekuhachi most likely originated in the hundred years 

between thé mid-sixteenth and mid-seventeenth centuries* a period 

during which a number of other important musical developments occurred 

in Japan. The following is an overview of that time.

The most important event musically was the importationand 

development of the shamisen (ca. 1560). By the end of the sixteenth 

century, the shamisen genre, kumiuta developed» After that,

the shamisen became associated with joruri and eventually

became the most important instrument in traditional Japanese music, 

including the music of the kabuki theatre. Also, the Chikushi Ryu 

sokyoku ) developed from the gagaku so (ca. 1580),

eventually leading to the present day koto tradition. Kamisango 

jnentidhs the commonly held though unsubstantiated belief that the blind 

musician, / x (ïatsuhashi Kéngyô 1614-1685), was fundamental
: : : ; \ . % . . - ... . . .. - . / . .. - ' .
in popularizing the koto and creating the tradition of shamisen and 

koto being played in ensemble. The fuke shakuhachi developed during 

this period just before the dawn of a "new era" or Japanese music. 

According to Kamisapgdv it was during this period that the mivako bushi 
. , ■■ ■ ■■ r
in ’scale" or ’'mode" was popularized at the expense of the yo ) 

dr ritsu ) "scale." The hitoyogiri could not adapt to this new 

scale, while the koto, shamisen, and the shakuhachi could.

Thé shakuhachi1 survived into the present because of expanded 

capabilities in dynamics, range, and timbre, while the gagaku ' ■ 

shalçuhaçhi, hitoyogiri and tempuku did note However, the primary \x

Ifor the rest of this chapter, Kamisango defines the term shakuhachi 
as the fuke shakuhachi. —”— ---- -v 
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factor may be the shakuhachi1s ability to adapt to the change from the 

yo to the in "scales'1 or "modes." The hitoyogiri and the tempuku 

lacked such an ability =

Kamigata clarifies this point.with two diagrams (see Figure 1 and 

Figure 2). Figure 1 is a diagram of the old hitoyogiri notation, the 

Chinese-derived names for each pitch of the twelve tone scale, and 

examples taken from actual pieces. The few problematic exceptions to 

the diagram were omitted. The top row lists the fingering symbols used 

in the hitoyogiri notation. Where there are double diagonal lines, the 

pitches cannot be produced by the hitoyogiri and have no corresponding 

notation symbol♦ A single diagonal line indicates that the pitch can 

be produced (with the fingering shown) but no corresponding notation 

symbol exists; i.e., the pitch was not used. Asterisks (*) indicate 

pitches which occurred only rarely.

Actually, the last three pitches (on the right of the diagram) are 

so high that they are almost impossible to produce and are almost never 

used, They are included in the diagram only to complete the 

twelve—tone scale. Omitting thèse pitches, and those with one or two 

lines or asterisks, what remains is fu, ho, ju, e., jra, and hi. These 

seven symbols indicate fingerings that produce the ichikotsu pitches of 

the ritsu scale. In order to produce the miyako bushi scale, the other 

pitches are needed, many of which are impossible to produce on a 

hitoyogiri.

Figure 2 shows the shakuhachi fingerings and corresponding twelve 

tones and their Chinese names for the first octave. . Omitted are slight 

differences found between ryü and special fingerings. The second
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Figure L Hitoyogiri fingering chart and scales,
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octave is produced by overblowing on the same fingerings. The 

fingerings without partially covered finger holes and which do not make 

use of the meri-kari technique (changing the pitch by changing the 

angle at which the mouthpiece is blown) produce the scale used in 

playing minyo ( * Japanese folk music). However, the shakuhachi

can also produce pitches between those of what Kamisango calls the 

ritsu scale, with the use of 1/2, 1/3, and 1/4 hole fingerings, and 

meri-kari techniques, including pitches between those in the 

twelve-tone scale. This ability is what dramatically differentiates 

the shakuhachi from the hitoyogiri.

A unique feature of Japanese music is the three tones marked kyu 

( , kaku ( ^ ), and chô . These are stable tones, compared

to the two tones shp ( ) and _u ( p|c| ), which are unstable and

deviate easily. Depending on the position of sho and u., the scale 

changes from ritsu to miyako. These two pitches may also occur between 

the pitches of the twelve-tone scale. Even today, these tones may vary? 

with the performer, his ryu, the piece, and even the performance. For 

example, the tone sho may have a pitch anywhere between almost 

ichikotsu [d] and shosetsu [fj. In the ca&u -f the stringed 

instruments koto and shamisen, these tones are determined in advance by 

the placement of the bridge, or the tuning of the string. However, the 

shakuhachi, using the half-hole and meri-kari techniques, can produce 

whatever pitch is desired. Because of this capability, the shakuhachi 

could change between ritsu and miyako bushi scales without much effort.

Furthermore, the shakuhachi has the unique ability to strengthen 

the miyako bushi scale. As seen in Figure 2, the tones dankin and 
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rankai are used. These two tones both change depending on whether the 

scale is ascending or descending. The required pitch changes are 

produced not by changes in fingerings, but with the meri-kari 

technique. Meri is produced by lowering one’s chin, making the 

distance to the mouthpiece shorter. The meri tones cannot be played 

strongly, and contrast with the main kari notes in timbre, sounding 

more muted and dark. These tones are also relatively unstable compared 

with the main kari notes. The descending scale becomes more strong 

sounding. The tendency for the unstable tones to descend to the more 

stable tones is the unique aspect of the miyako bushi scale. The 

shakuhachi emphasizes this quality, making it extremely suited to 

performing pieces in the miyako bushi scale.

All of this is possible with the shakuhachi because of two physical 

characteristics. First of all, the finger holes on the instrument are 

much larger in diameter than on the hitoyogiri, etc., allowing for 

half-hole fingerings. Secondly, thicker bamboo is used, creating a 

larger opening at the mouthpiece, making meri-kari techniques 

possible. Historically, the shakuhachi did not change from being able 

to play only ths ritsu scale of the chikushi-goto to being able to play 

on the miyako bushi scale. Rather, it became able to play both scales.

3.4.1 Using the root end of the bamboo

The following concerns the reason the root end of the bamboo began 

being used in the making of the shakuhachi. The book

(Katabisashi; 1853), mentions a person in Osaka named Karigane Bunhichi 

). Bunhichi was considered a kyôkyaku (JÈL ;
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"a person of chivalrous spirit'*- in actuality, often a ruffian), and 

was a skillful shakuhachi player, teaching all of his followers how to 

play the instrument. Bunhichi "quit" playing the shakuhachi one day, 

changed the length of the instrument and used the root ends of thicker 

bamboo in order to use the instrument in battle. Bunhichi was beheaded 

in the year Genroku 16 (1703), therefore making this much later account 

suspect. However, the fondness of the kyokyaku of the Edo period for 

the shakuhachi is mentioned in theatrical plays and in novels. The 

term, kenka shakuhachi ; fighting shakuhachi) was actually

used.

A rootless, three-jointed shakuhachi is depicted in the hands of 

the- statue of the founder of Meianji [temple], Kochiku Zenji. In the 

previously mentioned book, Boro no Shuki, a three-jointed shakuhachi ifi 

also shown. It is highly possible that the early komusô shakuhachi did 

not use the root end of t\e bamboo, and that the kyôkyaku were the 

first ones to construct shakuhachi with the root end.

According to the previously mentioned Surezuregusa, the boro 

(another term for kyôkyaku?) were often fighting and did not mind 

dying. Also as mentioned earlier, there may have been some connection 

between the kyokyaku and the komoso. An example of the relationship 

between the shakuhachi and kyokyaku is found in a story about Otori 
Itsube (jtj!)), who was beheaded in the year Keichô 17 

(1612). According to this preposterous story, Itsube bet an unskilled 

komusô that he could play the shakuhachi better with his backside
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(shiri; ), and won! This story la interesting in that it indicates

the low status of the komuso in the early Edo period A

3.4.2 The hold (religious tool) of the Fuke Shu

The shakuhachi of the Edo period was not thought of as a musical 

instrument. The author of the previously mentioned Katabisqshi wrote 

that, "The 1.8 shaku *kenka dogu* is not a musical instrument at 

present; it is a priest's tool. There is even a main toupie now." 

This was the general consensus at the time* The shakuhachi, was called 

a "priest's tool," or a "tool of the Fuke Shu,"

The Fuke Shu ) is a unique sect, with somewhat mysterious

aspects. According to its official history, it was founded by a Zen 

priest in T'ang China# Fuke Zenji,% There is no basis for this 

claim. In fact, it is probable that the sect never existed in China, 

but developed entirely in Japan.

^This story is quoted by Malm (1959:157') and Sanford (1977; 437) 
possibly in order to deemphasize the connection between the shakuhachi 
and the lofty ideals of the Zen religion. Yokoyama (1985) believes 
that original incident must surely be misrepresented by the above 
version of the story. Though one meaning of the word shiri word is 
backside or behind, in this case Yokoyama maintains that it means 
merely the "rear end” (of the bamboo) as in the word, kanjiri

: the end of the pipe). In other words, Itsube bet that he 
could play the shakuhachi upside-down better than the komuso could 
right-side-up# a more plausible and less libelous story.

In any a*..se, the scatalogical is not necessarily shunned in the 
Zen tradition. As his final "deathbed*1 poem, the venerated Ikkyu (see 
p.23-24) is said to have left his disciples the following poem, 
paraphrased by Alexander Eliot: "After years and years and years of 
dimly sweating and straining, I excrete my faeces and present the same 
at the Buddha's altar" (1976:57). *

2^fcfÿ^(di gth c.).
Chinese reading is P'u-k'o or P'u-hua.
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The priests of the Fuke Shu were komusô. They played the 

shakuhachi and begged, leading the life of religious mendicancy. The 

shakuhachi was not just the means of the mendicancy. They believed 

that the blowing of the shakuhachi was a way to obtain enlightenment, a 

type of Zen practice. Playing the shakuhachi was what the reading and 

chanting of the entras was to other Buddhist sects. In this way, the 

shakuhachi was considered a religious tool of the sect. The komusô 

rejected the idea that the pieces that they played on their instrument 

was music.
They were eventually recognized and given special privileges by the 

bakufu government, becoming a type of extraterritorial organization, 

even though many of those who joined the ranks of the komuso did so in 

order to remain ’’knight errants” without giving up the ways of the 

samurai. Some of the komusô ware merely ronin (masterless samurai 

noted for their lawlessness) in temporary disguise.

Nonetheless, the right to make pilgrimages as part of their 

religious practices was officially recognized. They were given freedom 

of passage throughout the country, and were exempted from toll station 

and ferry charges. They hid their faces with the tengai ), a

hat made of woven reed, which after the early 1700s, became shaped like 

an inverted basket, covering the wearer’s entire face] and did not have 

to show their faces at any time. They were above all laws. When they 

asked for alms, it was expected that the alms be given. Only the 

komusô could play the shakuhachi. Though not all of these and other 

rights were recognized throughout the Edo period, there was a long 

period during which time they were. How this kind of situation
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came about and how the shakuhachi fared will be discussed in the

following section on the origins and development of the Fuke Shu.

3.4.3 The Kyotaku Denki

The "official history" of the Fuke Shu was recorded in a document 

which, according to Sanford (1977:416), "was created almost entirely 

out of whole cloth," but was upon publication immediately accepted by 

the bakufu, and became "a prime source of the traditional 

self-understanding of the Fuke sect and the modern misunderstanding of 

its history" (Sanford 1977:416). According to Sanford, the original 

document was written probably by the Zen flutist, Ton*5 ) or his
student, Mufû (4jf no earlier than 1765 (1977:416). Kamisango’s 

main source is an annotated version, translated into the vernacular by 
Yamamoto Morihide ( fa ) in the year Kansei 7 (1795), entitled 

(Kyotaku Denki Kokuji Kai).

Sanford summarizes the four main points of this document as 

follows:

1. According to Kyotaku Denki, the founder of the Fuke sect was 
Ch^kfamous Zen eccentric of T'ang China, Chen-chou P’u-k'o
I WR Tn ; read j'ulce in Japanese. Pru-kro died in the 
ninth century], who, we are cold, 'was one of the wisest men 
of his times; when he lived in Chen-chou he liked to play the 
role of a madman and run through the streets ringing a bell.

2. Toward the emi of P’u-k'o's life, a Zen—oriented admirer, 
Chang Po [ fgj ; probably did not exist], managed to
capture1 the ineffable, non-verbal, transforming essence of

P u-k’o’s hand-bell and play it on the flute. He called this 
flute tune the 'Hollow Bell* or 'Empty Bell' [ *
Kyotaku], since the flute was hollow; but the sound was still, 
in principle, that of P'u-k'o's bell.

3. Chang Po passed this melody down as a secret, mind-to-mind Zen
transmission through, a series of sixteen later Change to one 
Chang Ts an > also a "literary character"] in the
thirteenth century. Chang Ts'an was a student not only of the
Empty Bell* flute transmission but also of regular meditative 
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Zen. In the Hu-kuo temple (in Chen-chou he met 
the important (and quite historical) Japanese monk, Kakushin 
Hatto Zenjiand passed the ’Erapty Bell' transmission on to 
him. Although he vas not actually a flutist and although the 
supposed connections with Chang Ts'an and Chang Po are quite 
mythical, Kakushin was nevertheless considered by virtually 
all wings of the komuso movement to have keen the first 
Japanese patriarch of the Puke school of Zen, He was not 
unaided in the propagation of of this teaching, for Kyotaku 
Benki relates that four flute-playing Chinese lay-disciples 
came back to Japan with him: in addition, Kakushin had one 
direct Jananese heir to the teaching in his following, Kichiku 
Ryoen [^-ff 7 “historically doubtful” ).

4, The final major figure in the supposed Juke lineage was the 
warrior Kusunoki Masakatsu [ * fl* c.1400].
Again, Masakatau was a historical figure, an outstanding 
warrior who ended up on the losing side of the Imperial 
Succession dispute in the late fourteenth century. In 
gyotaku Benki he is depicted as the prototypical samurai 
convert to the fraternity, (Sanford 1977:416-417)

Besides creating a history for the Fuke sect, with the prerequisite 

Chinese origins and suitable lineage, the Kyotaku Denki also documented 

the three earliest and most revered honkyoku of the sect, now known as 

the (Sankyorei). The first is the ’’Empty Bell" of Chang Po.

The second two, also composed with the inspiration of the non-rational, 

are|^M^t (MukaiJi; Flute in a Misty Sea), and (Kokuji; ’*
Flute in an Empty Sky), The Kyotaku Denki states:

In later years, Kikuchi [Hatto Kokushi’s heir] conceived a 
desire to go on a pilgrimage. So he asked leave to seek the roads, 
to pass by every door playing the 'Empty Bell' as that everybody 
could hear its wondrous quality. Kakushin agreed to this ’very 
fine idea’ and Kichiku departed immediately from Kii. He climbed 
to the top of Mt Asakuma in Ise province. There, beside an empty 
sutra storehouse, he spent a night's vigil. He rolled himself up 
into a tight ball and prayed earnestly until dawn when, as he was 
about Co drift off into sleep, he had a mysterious dream.
] ; 1207-1298. "In his youth [Kakushin] was a

Timber of the Shingon sect, but he later went deeply into Zen. In 1247 
he traveled to China.... In 1254 Kakushin returned to Japan and 
founded Saihoji ( ; later called Kokokuji in the
Yura domain in Kii province." (Sanford 1977:416-417) '
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Kichilcu was rowing a small boat in the ocean. He was there 
alone, admiring the bright moon above. Suddenly a thick mist rose 
up and enveloped the moon. Then from the depths of the mist the 
melody of a flute burst forth, a remote, mysterious melody, beyond 
the power of speech to describe. After a moment the music 
stopped. The obscuring mist gradually began to congeal until at 
last it froze into a solid lump. From this lump issued forth a 
second melody—a strange, wondrous melody unlike any ever heard on 
this earth. In the dream Kichilcu was deeply moved and wanted to 
capture these melodies on his own 'empty bell1 flute. Just at that 
moment, he awoke from his dream. The mist, the lump, the boat, the 
oars, all vanished. Yet the sound of the flute still lingered in 
his ears. Kichiku marveled at this. He.took up his flute and 
tried to play the two melodies from his dream. When he discovered 
that their essence was still with him, he set off directly back to 
Kii, where he told Kakushin of his dream and the melodies he had 
received. Kakushin had him play the melodies and then said, 'These 
are truly gifts from the Buddha. The first we will call "Flute in 
a Misty Sea" and the second "Flute in an Empty Sky". ' [sic]

Thereafter Kichiku wandered the highways and byways. He would 
first play the ’Empty Bell' when he met people. If they strongly 
pressed him about the magical qualities of his music, he would go 
on to play the other two melodies.

(Sanford 1977:430-431)

The Sankyorei remain the three most important honkyoku in the 

shakuhachi repertoire today, and exist in a number of versions and 

under different titles. In the Chikuho Ryu honkyoku repertoire alone 

there are seven versions of "Koku", four versions of "Kyorei", and 

three versions of "Mukaiji".

IThese are: "Koku"; "Hôkyô Koku" ; "Ryugin Koku"; "Mesasa Koku"; "So" 
Kokû"î "Gyo Koku"; "Shin Koku"; "Kyorei"; "So Kyorei"; "Gyo Kyorei"; "Shin 
Kyorei"; "So Mukaiji"; "Gyo Mukaiji"; and "Shin tiukaiji." See Appendix A 
for a complete list of Chikuho Ryu honkyoku and their Chinese characters.
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3.4.4 The Fuke Shu

One of the best secondary sources of information concerning the 

events leading to the writing of the Kyotaku Denki is a series of 

articles written early this century by Makatsulca Chikuzen, an amateur 

shakuhachi player/scholar of the Kinko Ryù, Chikuzen wrote a series of 

articles called Kinko Ryü Shakuhachi, Shikan.æ Unfortunately, a fatal 

illness prevented Chikuzen from writing any definitive conclusions 

based on his extensive research. However, the data he and others have 

gathered has been analyzed by a number of Japanese and western 

scholars. The history and legends of the Fuke Shu and the komuso is 

dealt with in detail in particular by Sanford (1977). The following, 

taken from Kamisango, elaborates on material in Sanford’s work.

It is likely that during the middle ages .Japan (Heian-Muromachi 

periods) there were, according to Kamisango, "crazies, vagabonds, and 

troublemakers" among the ranks of the shakuhachi-plaving komuso 

prototype as well as sincere Zen priests such as Ikkyù and Rôan. 

After the period of civil wars, ronin (masterless samurai) increased, 

many of whom joined the ranks of the komuso. From the beginning of the 

Edo period, when the large Toyotomi clan was destroyed (1615), the 

ronin rapidly increased throughout the country, a situation the bakufu 

(military government of Edo Japan) thought was dangerous. As the

ÏChikuzen's articles appeared in Sankyokut a publication devoted 
to the music and musicians of the shakuhachi , shamisen. and koto .

yaJ«6dited by the amateur shakuhachi player, Fukuda Eigorô 
) from July, Taishô 10 (1921) until May, Shows 19 

(1944), in Fukuda’s hometown of Hakata, Kyushu. Chikuzen’s articles 
totaled 400 pages, and appeared between 1936 and 1939.
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bakufu gradually tried to control this situation, several revolts 

occurred which were brutally suppressed, including the Christian- 

related Shlmabara no Ran (revolt) of 1637, and the Yuishôsetsu no Ran 

of 1651. The bakufu exerted stricter control over the ronin. In order 

the prevent the spread of Christianity, the government arrested all 

Christians, who were discovered by checking the membership records of 

the Buddhist temples. The komuso were also threatened by these 

developments. Forming an organization, they became more assertive in 

attempting to protect themselves.

The legend of the shakuhachi being connected with Fuke Zenji was 

created during the late middle ages. The life and writings of Ikkyu 

Zenji influenced the legend. Perhaps the first person to play the 

shakuhachi arid beg for alms as a religious practice was Rôan. Komosô 

began to be called komus0.no later than the Keicho period (1596-1614). 

The komuso were homeless vagabonds who developed a sense of 

comradeship. Faction-like groups developed, and simple rest-stops 

where the komuso gathered developed in each area. The ronin -who became 

komuso created the Fuke sect.

The playing of the shakuhachi came to be thought of as one type of 

Zen practice. The term komoso, which had a derogatory connotation, was 

changed to komuso, a Zen-related term. The instrument was standardized 

as a 1.8 shaku length of a root end piece of bamboo, to be used in part 

as a defense weapon. No one person made these changes; they occurred 

over a period of time.

The motivation to create the new Fuke sect *as not primarily 

religious or musical, but rather political in nature, however, the
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religious structure or system was a problem. By becoming a religious 

sect, a head, temple became necessary. The komusc rest stop at Kyoto’s 

Shirakawa came to be considered the head temple. However, after the

Shimabara Revolt and the Christian problem, the bakufu would not 

recognize the newly created head temple. It became necessary to become 

a branch temple of an older, established temple. After much searching» 

it was decided that the temple would become registered as a branch 

temple of Kokokuji in Ura (Hyogo prefecture). To insure that the 

bakufu recognized this connection between the Kokokuji and the new 
temple, called Meianji,^ the legend of the Kyotaku Denki was created.

To further consolidate the position of the komuso, copies of a 

document called (Keichojosho) were "discovered"In

this obvious forgery, also known as the Charter of 1614, certain 

privileges were said to have been given to the komusô by the founder of 

the bakufu, leyasu. Though there is no record of the government.

officially recognizing this document, it was not rejected either. The

l%he characters used to write the name of this temple fjfï' ) 
can be read as "mei-an" or "myo-an”. Though Sanford, GutzwiIler and 
others use the reading "mySan," the more simple "meian" will be used 
throughout this thesis. In the Kansal a, which encompasses Kyoto, 
"meian" is used more frenquently among shakuhachi players* including 
the members of Chikuho Ryu and Meian Ryu, The present iemoto of 
Chikuho Ryu, Shodo, stated that either reading could be used, though he 
favored "meian". He thought that the "mycan" reading was used in order 
to give an unnecessarily esoteric aura to the word, (Shôdo OC198S).

^The full, formal title of the work is .Wa6, %. 3 (Gonyukoku no Watasaseraresorô Osadamegaki). It appeared 
in many versions, one of the first being an 11—article version sent to 
the government by the head temples of the Fuke Shu in 1792,, The 
original version was supposed to have been burned in the early 1600s, 
(Sanford 1977:418) See Sanford (1977:418-420) for a detailed 
discussion of the document.
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government decided that to reject it might cause yet another uprising, 

and besides, a strong komusô organisation might be useful in helping to 

control the lawless ronin.

According to Ka 'sango, in exchange for the approval of the 

privileges listed , the Charter of 1614, and in order to function 

better as a policing agency over the sect, the bakufu made the Puke Shu 

move the main temple from Meianji in Kyoto to two temples in Edo, 

Ichigetsuji ( ) located in Shimofusa Kogane near Edo, and
Reihôji ) in Musashi 5me. The temple administration of both

temples were created in Edo proper.

The implication that Meianji predated Ichigetsuji and Reihôji as 

the (unofficial] head temple of the komusô, is not substantiated by 

Sanford. According to his sources, Meianji was a sub-temple of Reihôji 

until 1767, when Meianji became a branch temple to Kôkokuji, to the 

distress of the latter temple. It did so in order to accomplish a 

"genealogical coup" over both Ichigetsuji and Reihôji, by establishing 

a direct link to Hatto Kokushit the founder of Kokokuji. Hatto 

predated the supposed founders of both Ichigetsuji and Reihôji. It is 

hoped that this contradiction can be resolved in the future.

It has been my experience that the rivalry between the supporters 

of Meianji (members of the the present-day Meian Ryu, Chikuho Ryu, 

etc., predominately in the Kansal area) and those of the 

Ichigetsuji/Reitioji (i,e«, the members of Kinko Ryu, centered in the 

Edo or Tokyo area) continues today. Many players of the "Edo faction" 

accuse those of the Meian-derived sects of performing simplistic

versions of the honkyoku with woefully inadequate playing technique.

,50



On the other hand, the honkyoku of the Kinko Ryu are derided by Meian 

players as being overly technical, adulterated versions compared to the 

honkyoku of the Meian schools, which are closer to the original, 

"purely spiritual,f pieces.

No one seems to know the reason both Ichigetsuji and Reihôji became 

main temples of the Fuke Shu. It may have had to do with the influence 

of the factions or sects already prevalent within the komusô movement. 

Eventually, Ichigetsuji became the head temple of the Kinsen Ha.^

Chikuzen, mentioned earlier, refers to the book, Boro no Shuki 

which contains it W| th t (tfr <i Kalman Fuke Osho
Nappa Ju Roppa Ari), a list of sixteen factions of the komosô.% The 

Kyotaku Denki Koku.ji Kai lists six factions or subsects. These 

factions may have continued well after the establishment of the Fuke 

Shu.

According to later Fuke Shu documents, there were originally as 

many as 120 komusô temples throughout Japan. This figure probably 

included main = temples not considered '‘full-fledged’), temples

that, recognized komusô as worthy of accommodation, and sub-temples of 

the Myoshinji line of Rinzai Zen (Sanford 1977:415). Many of these 

temples were originally mere rest stope of the interant komusô. The 

recorded number declined thereafter. Relying on a scroll at Meianji,

1-This ha or sect was named after the founder of Ichigetsuji, 
Kinsen ( ; the supposed disciple of Pao Fu, who was Hattô’ s
disciple (Sanford 1977:432). Reihoji became the head temple of the 
Kaso Ha ) • The first decree from the government to 'the
temples was in Empo 5 (1677). In other words, the bakufu's approval of 
the Fuke Shu began in 1677. . *

^Tsukitani suggests that only seven factions existed (1985).
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Chikuzen listed 77 temples on a chart called

*** (Zenk.?ku Fuke Shu Jiin Ichi Ranhyo). Probably all 77

temples did not exist at the same time. The Kyotaku Dcnkt Koku j i Kni 

lists 55 temples. Hot.ever, many are listed incorrectly or omitted. 

Kurosawa Kinko I ( Î 1710-1771), in (Kinko Dera

Cho)l, lists 64 temples. In Hôreki 13 (1768)t the twentieth 

patriarch of Meianji, Nemuriyama Ikkei ( ) listed eleven

sects and 73 temples. Sanford writes that (Shakuhachi

Shiko; late Edo-period work) notes that the "former 120 komuso temples 

had been reduced in number to ninety-two" (1977:415).

As the original number of 120 temples is suspect, it is possible 

that the komuso temples had actually increased in number by the latter 

Edo period. In any case, even if the number of temples had decreased, 

it was not an indication of the decline of the komusô. Kamisango notes 

that with the legitimacy of the komuso movement and elevating effect of 

the bakufu decree that only persons of samurai birth could become a 

komuso, many of the lower class komoso were "weeded out »16 Also, with 

time, many temples disappeared, changed religion, merged or split up.

3.4,5 The life of the komuso and the pieces he performed

After the Fuke Shu was acknowledged by the authorities regulations 

were developed in accord with orders received from the bakufu. The 

first such order was in Empo 5 (1677). It concerned the manner of 

choosing the head priest of the main tempi es and branch temples, the

According to Tsukitani (1985), this should read 
(Kinko Techo; Kinko Notebook). w<_
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contracts between students and teachers, and the handling of 

rule-breakers within the sect. These three points set out in the order 

became the basis for what happened later.

The rules covering initiation into the sect, based on the three 

above points were quite strict. As mentioned earlier, komuso were 

limited to the bush! or samurai class. Potential members were 

subjected, to strict background checks, and had to have a known member 

of the samurai class guarantee their birthright, After paying the set 

entrance fees, a contractual ceremony was performed before the altar of 

the founder of the Fuke Shu. Only then were the "three tools and three

most

The

seals" (sangu sanin; ) received, and official komuso status

achieved. The "three tools" were the shalcuhachi, the tengai 
basket hat), and a sash. The "three seals" were the honsoku (^-^j ), 

the kaiin ( , and the the tsuin ) • The honsoku , also

called honsoku iuyo ) stated the tenants of the Fuke Shu

and that the bearer had officially become a komuso. It was the 
important of the three seals.1 The kaiin was an identity card.

tsuin allowed the bearer to pass freely throughout the country.

Komuso living in the temples held various ranks and roles. The 

ranks included the jushoku head priest), the indai

second ranking priest and representative of the jushoku), the 
shutsuyaku ( fVÆ ; the priest who made official visits to other 

temples), the kanshâ ; a jailer/guard/warden), the yak* co

» administrative priest), the rusui Î protector of the

temple when the jushoku was away), the monte! (; a gatekeeper),

3-See Sanford (1977:422 and 439) for a complete translation or 
this important document.
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etc. Every day, the temple community followed the path of Buddha,

making the shakuhachi the focal point.

In the morning, before dawn, the yakuso played the piece 

(Kakusui Rei; no longer in the Chikuho Ryu repertoire), signaling 

everyone to awake, All would gather before the altar, and as a morning 

ritual, would play the piece (Chôka; Morning Theme). Then they

would do morning zazen (seated meditation). In the middle of the day, 

time would be set aside for shakuhachi practice as well as budôshûren 

( the Pz/actice of the martial arts), and begging for

alms. In the evening, the piece (Banka; Evening Theme) was

ritually performed, followed by evening zazen. When a secret ceremony

was performed in the middle of night, pieces such as (Shinya;

Deep Night) (Reibo; In Memory of the Bell) were performed at

the beginning of the ceremony.

Once a month, everyone was expected to make a pilgrimage for three

admitted. These ceremonies,

days. While on a pilgrimage, pieces such as fj (Tori; Passing), 
(Kadotsuke; On a Corner), and Ml (Hachigaeshi ; Returning of

the Bowl) were played. When two komusô met on the street, it was 

customary to play such pieces as (Yobitake; Bamboo Calling) and
Yj" (Uketake; Receiving Bamboo). When travelling afar, visiting 

other temples, B8P1 (Kaimon) or m (Monkai; both meaning Opening 

the Gate) were played in order to be

customs and pieces differed somewhat from temple to temple.

Besides performing pieces during ceremonies and pilgrimages, the 

komusô also played pieces of seemingly non-religious nature. However,
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all pieces were considered suizen, blown Zen, In fact, the nieces were 

greatly influenced by the secular music of the era. There were æany 

pieces which were inspired by folksongs, or adapted from music of the 

stringed instruments of the time. However, the komusai changed the 

music in order to "add Zen" to it. Names in particular were chosen to

have a connection with the teachings of Zen,

The common customs of the komuso were also influenced by the the 

changing times. The lifestyle of the komuso became more orderly 

compared to the earlier kotnoso. The book, (Kiyu Shoran;

1830) noted changes in the appearance of the komuso in ths following 
manner: During the Jo 5 Mei Reki era (ca.1650), the komuso wore a 

messy yaro atama hairstyle ï typical hairstyle of the

samurai), a regular ami gasa î rain hat) and a white, unlined

kimono. In the early Genroku period (1688-1703), besides still using 

the shallow rain hat, a sash was worn. From the Kanen era (1748-1750),

the dress was basically the same as the present (1830), with a maruguke 

obi ; type of sash). The kasa (also called tengai) had a

wide opening at the bottom, with a "window." From the Meiwa period 

(1764-1771), a flute bag made of silk embroidered with gold hung from 

the waist. The kasa had a narrow bottom. The komuso*s appearand* 

became much more stylish. The kasa became deep, with one's face never 

showing only toward the end of the period. The emergence of santo 

komuso ( ), "dandies" who dressed "in a flashy

modification of the komuso pilgrim costume" (Sanford 1977:425) in the 

late eighteenth century was the final stage in the change toward 

stylishness.
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3.4.6 The secularize eion of the shakuhachi

The general populace were prohibited to perform publically on the 

shakuhachi during this period. However, throughout the Eda ora, the 

instrument was played by the common people, alone and with the koto and 

shamisen. To a certain degree, the Fuke Shu acknowledged this 

occurrence, separating the members1 professed spiritual intention with

their real musical intention. In Genroku 7 (1694), the regulation for

Students,

issued by Meianji in Kyoto, differentiated between to ara jikl montai

(Mit PU j students of the temple) and machikata zaiju

honsoku monte! ( ; students who were

townspeople). It also mentions the existence of places cutside the

temple which taught shakuhachi and gave certificates, The regulation 

was extremely strict with the playing of rankyoku î corrupt

pieces), and in ensemble with the koto and shamisen, thereby 

acknowledging the practice,

Meianji also issued 4^ Ÿ(Kakun Sanjusanka Jo;

Thirty-three Rules of the House) prohibiting giving licenses to the 

farmers of the town. Howaver, it states that "to the degree of not 

taking part in the enterprise thinking only of profit for the present, 

there is meaning in the giving of licenses to the farmers in the town

who are suitable persons," The underlying meaning of this obtuse 

declaration may be that the temple thought it all right to teach the 

common people if the the temple itself received some of the financial 

gain, .
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Reihôji gave out special licenses to commoners called suichiku mei

c ) or simply chiku mei. The license was similar to the natori

% î professional name) of the iemoto system, and provided a source 

of income for the temple. In Horelci 9 (1759), the bakufu conducted an 

investigation concerning this. It was decided that Reihoji's license 

resembled the licenses given to haiku poets, and was acceptable.

Ichigetsuji, having a different, unacceptable system, was reprimanded. 

Further evidence of the shakuhachi outside of the temple setting is 
found in the document 3^(Gaiyu Manroku; 1755), which states 

“Now, typically the shakuhachi is a long, thick instrument. It is 

tuned with the shamisen, and so its pitch has become quite low» Its 
voice is the height of licentiousness. “ The book, «19 (Kakezu; 

1782), contains an illustration of a sankyoku performance.

In Kansei 4 (1792), the bakufu asked both Ichigetsuji and Reihôji 

if it was good that the shakuhachi was being played with the shamisen 

and koto. They replied, “It really was something which should not be 

done. The people are misbehaving, but they are doing it privately. We 

can not hear it, so we can not say whether it is good or bad," The 

answer has a definite air of resignation. In Koka 4 (1847), the bakufu 

once again inquired, “The playing of shakuhachi with shamisen and koto 

occurs; is this all right with the temples?" The temples answered, “It 

is deplorable and very bothersome,"

Obviously, even among the komusô, there were inherently skilled 

players and those less talented. The necessity < ' teaching in the 

temples naturally fell to the more skillful players. Kamisango calls 
these teachers fuki awase (^^ ; literally 'blow together'). Many 
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were temple administrators. In the beginning they taught only within 

the temples- As discipline in the Fuke Shu became lax, and the number 

of common people who played the shakuhachi increased, practice places 

(also called fuki awase) in the city were opened. In Kansei 4 (1792), 

in an answer to an inquiry by the bakufu, Kurosawa Koeœon

Kinko II) is mentioned as teaching at two locations other than his own 

Edo residence." His son, Gajuro * Kinko III) had a house

other than his residence where he taught. There were similar examples 

in the Kansei area. A Meianji document of Kaei 5 (1852), indicates 

that certain kenbun yaku ( ), going beyond their job of taking

care of troublemaking komusô in each area by teaching the shakuhachi to

commoners.

Concerning the fuki awase, the document continued, “The fuki awase 

is, an extension of the temple. Therefore, pieces other than those 

transmitted br the temple are not to be taught there. They are not to 

be called keikojo ; practice places) or shinanjo •

teaching places).11

In theory, the Fuke Shu had a monopoly on the playing of the 

shakuhachi. However, musically speaking, it is easy to see how the 

instrument continued to progress and develop. A person who had a 

tremendous influence on the future development of the instrument, and 
had a large following during his lifetime, was Kurosawa Kinko Wè 

(1710-1771). He was originally from Kyushu, a Kuroda clan samurai. He 

joined the Fuke Shu and became a teacher (fuki awase) for both main 

temples in Edo. He is considered the founder of Kinko Ryu. Present 
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day Kinko Ryu is not a unified organization^ but rather a group o£ 

completely independent branches who share a common repertoire, playing 

style and heritage. Because the history, the repertoire and 

organization of the Kinko Ryu have been the subject of the majority of 

studies in non-Japanese languages, it will not be dealt with here,

3.4.7 The corruption of the Fuke Shu

The privileges of the Fuke Shü were not present from the beginning, 

but were gradually increased through political maneuvers. At first, it 

was advantageous for the bakufu to recognize and advance the Fuke Shu 

organization as a means of controlling the rônin ï masterless

samurai), and as a secret police. Privileges were therefore bestowed 

on the sect. It is unlikely that the Fuke Shu created any problems for 

the first fifty years of its existence, until the mid-18th century.

However, after a few decades after its founding, the Fuke Shu found 

it increasingly difficult to keep its ranks disciplined. The giving 

out of chikumeisha, licenses to commoners, was one example of the 

breakdown of discipline, but not the only or the worst. The discipline 

of limiting membership to the bushi class began to lose meaning. 

Commoners were allowed to join the Sect if the entrance fee was paid. 

Fake komuso increased, whose primary skill lay not in the practice of 

"blowing Zen", but in extorting rice. Lawbreakers used the disguise 

and privileges of the komusô for their own devious means. Attempts 

were made to eliminate these types of unwanted komusô, but with little 

success throughout the country. -
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The Japanese society during this time created an atmosphere 

conducive to a lack of discipline. A century after the creation of the 

bakufu, the controlling factions were completely secure in their 

position of power. This sense of security pervaded the country, which 

Katnisango believes effected a corresponding lack of activity and 

creativity. The change of dress of the komuso to one of a dandy, with 

brocade shakuhachi bag hanging from his waist is an indication of the 

decadence of the era. The loss of discipline within the Fuke Shu can 

be, in part, attributed to this factor.

In a society of peace, the reason to be for the Fuke Shu became 

non-existent as far as the bakufu was concerned. From the latter 18th 

century, inquiries, orders, etc. from the bakufu to the Fuke Shü 

suddenly increased. These indicate the bakufufs intention of not 

preserving the privileges of the komuso. As the loss of discipline in 

the sect increased, those in power saw the sect become more and more a 

liability to the government.

As early as Anei 3 (1774), the bakufu stated that it would take ' 

severe steps in controlling extortionists dressed as komuso and komuso 

who did not uphold the law. The Fuke Shu attempted to return to the 

better disciplined days of the past as best it could. The manufacture 

of the sect's respectable origins, lyrically described in the Kyotaku 

Denki Koku Jikai was one such endeavor. The list of privileges 

supposedly given the members of the Fuke Shu by leyasu, 

(Keictiojosho) was also written during this time. In Tempo 10 (1841), 

replies to orders from the offices of the bakufu show both temples 
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in Edo making great efforts to legitimize the sect. By this t? t 

was no longer possible to prevent further decline.

Finally, in Koka 4 (1847), the opinion that the privileges of the 

Fuke Shu should have never been given was made public on the furegaki

; announcement board). The komiisô were prohibited to beg for 

alms. It was also stated, that as the Fuke Shu was part of the Rinzai 

sect of Zen Buddhism, it was not necessary that members of the Fuke Shu 

be exclusively of the bushi class enjoying special privileges. Rather, 

like priests of any other religious sect, the important thing was 

cultivating charity of the heart. The privileges of the Keichojosho 

were no more.

After this furegaki announcement, the authority of the Fuke Shu 

declined rapidly, /scroll preserved at Meianji, very conscious of the 

announcement, urged the sub-temples to exert self-control. One can 

sense the shock felt by the sect. Attempts to reform the Fuke Shu were 

made. However, the even more violent shock of the end of the bakufu 

was coming about with the approach of the Mei Ji Restoration.

3.4.8 The end of the Fuke Shu and the development of the ryu

Ironically, though the Fuke Shu as an organization suffered a 

number of irreversible setbacks during the latter nineteenth century, 

the music of the shakuhachi gradually became more popular.

Certificates were issued by various temples, and in each district the 

beginnings of the ryu could be seen. The beginnings of Kinko Ryu were 

described briefly earlier. The Kinko lineage lasted until the fourth 

generation. A bushi of the bakufu, Hisamatsu Füyo (
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took over the responsibilities of being head of the lineage from Kinko

IV, called an Inferior shakuhachl player by Kamisango. He wrote a 

number of essays concerning the shakuhachl, ^uch as Hi tori

Hondo).* These essays still stressed the concept of playing the 

shakuhachl as a means of self-discipline. However, the idea of the 

instrument being a hôki (religious tool) became less prevalent, with 

the shakuhachl losing its religious context for a more musical one. 

This became the direction of the Kinko Ryu after the Heiji era* After 
the death of Fuyo, his top students, Yoshida Itcho ( i ;

1812-1881) and Araki Kodô £jt_ '■ 1823-1908) were told , 

continue the work of the Kinko Ryu. These two saw the coming of the 

Meiji Restoration, the end of the Fuke Shu, and the beginning of the 

modern Kinko Ryu,

The widespread use of the shakuhachl in ensemble pieces, especially 

Edo nagauta, dates from Kodo's time. In the Kansal area, changes 

occurred more slowly, even though it is probable that from an early 

time ensemble pieces were being performed outside Meianji and other 

temples while the honkyoku was still being played inside. The 

todoshoku yashiki ( ; pre a-ses of the todo, blind

musicians who existed in Japan since the Muromachi period) were common 

in Kyoto. The musical genres, jiuta and sokyoku, and the music of the 

kokyu centered in the Keihan area. It seems natural for the shakuhachl 

to become associated with these instruments. The book, 

(Uta Keiru), claims that the jiuta piece, "Yachiyo Jishi" was

^See Gutzwiller (1934:175—198) for the complete texts and 
translations of three of his essays.
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nicknamed Charumera Sôetsu. He ?nter became quite skillful at the

soon had many students. Before Soetsu, a shakuhachi teacher named

Kachiku[?] ) taught many students in Osaka. However, after

shakuhachi. As a middle-aged nan, he went to Kyoto, entered Msl'anji 

and became the student of the administrative priest, Ozaki Shinryû 

(f ), Soetsu also became an administrative priest of the

originally a shakuhachi piece which %sajina Kongyô '

d, 17S0) transcrit jd for the kokvu, and Fujlnaga Kengyo

Masajima Kengyo’e teacher) transcribed for the sangen, after which the 

piece became widely popular. Also, there are pieces for shakuhachi and 

koto sharing the names of solo shakuhachi pieces, such as Tauru no 

Sugomor; • ^ny other shakuhachi pieces exist which are

related to compositions for the stringed instruments of that time.

It was also during this period that the Soetso Ryu was created.

Soetsu Ryu is of particular interest because of its direct relationship 

with the founding of the Chikuho Ryu. Kondo Soetsu »

1821-1867, founder of Soetsu Ryu) had a keen interest in music from his 

childhood in Nagasaki. He often played the charumera1 and was 

Kyoto temple, but was most active in the Osaka district. Besides 

honkyoku, he played jiuta and sokyoku music. He adopted as a son the 

koto composer, Furukawa Kengyô ), and with Furukawa’s aid

composed original shakuhachi parts for jiuta and sôkyoku pieces. He 

i frii/H? ; from the Portuguese word, charamela. A small 
double-reed instrument related to the hichiriki, used by food vendors 
to draw attention to their products. They were used by sellers of 
cotton candy during Soetsu*s childhood . Todaynoodle vendors in small 
trucks with recordings of the charumera blaring from loudspeakers are 
commonly heard in most Japanese cities. See Hogaku Hyakka Jiten 
(1984:657-658).
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Sôetsu became active, Kachiku1 s students gradually went over to

Soetsu. It is said that eventually Kachiku himself became a student of

Soetsu.

As a result, Soetsu was called the shakuhachi millionaire* and the

Meianji Soetsu Ryu, or just the Soetsu Ryù was begun, After the MeiJi 

Restoration, students of his, such as Majima Kakao

Tsukahara Gyokudo ), and Kids Kakushû >

became noted shakuhachi players in the Osaka area. The Soetsu Ryu no

longer exists in name or organization. However, the majority of the

shakuhachi players in the Kansai area can tru-e their lineages back to 

' Soetsu, including the founder of Chiicuho Ryu, Sakai Chikuho I.

Sôetsufs teacher, Ozaki Shinryu was a well-known shakuhachi player 

in his own right. Active just before the Meiji Restoration, he

transmitted a typically Meianji style of playing honkyoku which was 

called Meian Shinpô Ryü ( . Because his primary

student, Kondô Sôetsu concentrated mainly on gaikyoku, the leadership 

of the Shinpô Ryu was transmitted to Ozaki's second ranking deshi or 
student, Katsuura Seizan ( il?,; 1856-1942). Seizan eventually

became the head of the Kyoto branch of the Meian Kyokai. Living a long 

86 years, he became known as the "last komuso." By accurately teaching 

the honkyoku • repertoire of Meianji, he exerted influence on many

performers of the Fuke shakuhachi honkyoku.

Soetsu shared the unofficial title of the greatest authority of the 

Meianji lineage with a player not connected with Ozaki, Matano 

Shinryu I ‘ d»1861). He was active in the Kyoto area,

and transmitted his "style" of playing, called the Meian Shinryu Ha,
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to his son and descendents. According to Kamisango, the Meian Shinryu

Shu, ) was a student of Hofuku Kyoshi

The temple of the Nesasa Ha became the komuso base of

the JÔ Shu area. Its influence spread through the Tohoku district

name and the name of the sect was no longer

in the Joshu Numada area, a komusô named Kurihara

came under the Reihojji organization and the temple’s

district, of the Nesasa Ha style of playing. This style of playing is 

noted for it use of komibuki a pulsating breathing technique 

said to be conducive to meditation. It continues to be performed in

Later, the temple

used. However, in the

Ha still exists.

Umeyama Gyokudô ) was also a famous shakuhachi

player. One of his students, Kanetomo Seien ( ; 1819-1895)

also studied under Tsukahara Gyokudo of Soetsu Ryu and was active in 

the Nagoya area. He founded the Seien Ryu. One of his students,

Bunka Nenkan era,

Kimpu ( ) of the Empôji [temple] transmitted the playing

techniques of the Nesasa Ha, to Isshuku (<- ; d.1835), who brought

it back to Hirosaki, his hometown and the center of the original 

The unique ryu of other districts include the Nesasa Ha Kimpu Ryu 

(%-P centered in Hirosaki city of the Tsugaru 

district. Nesasa Ha is one of the original sixteen ha of the Fuke
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Ha Kempu Ryu pieces in its honkyoku repertoire.

the Hirosaki area. It was brought to the Kyoto area by Jin Nyodo

who taught it to Chikuho II. Chikuho Ryu has Ce*.i Mesasa
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3.5 Modern shakuhachi. Meiji to present

According to (Pajokan Fukoku), the Fuke Shu was

abolished in October of Meiji 4 (1871). The komuso temples were 

abandonedThe komuso, no longer considered priests, became merely 

lay persons. In Meiji 5# begging for alms was also made illegal. On 

the surface, it would seem that the Fuke Shu honkyoku and the 

shakuhachi would also become extinct*.

Actually this was never a distinct possibility. Regular lay 

persons were being taught the shakuhachi music of the komuso from quite 

early in the history of the Fuke Shu, Then, the shakuhachi was already 

being used by mendicant musicians and performers of minyo (Japanese 

folksongs), though not as a hôki. There were, however, many ex-komusô 

throughout Japan who would not immediately give up their instruments. 

It would have been nearly impossible for the shakuhachi to have 

disappeared. However, for the persons who begged for alms with the 

shakuhachi and who centered their religious practices around the 

instrument, the abolition of the Fuke Shu was a serious problem 

indeed. In every district, there were attempts to restore the Fuke 

Shu, but without success. Officially, the shakuhachi could only be 

played as a gakki» a secular musical instrument.

The persons most responsible for the survival of the shakuhachi as 

a gakki immediately after the abolition of the Fuke Shu were two 

members of the Kinko Ryü in Tokyo, Yoshida Itchô and Araki Kodô.2

2See Kamisango (1977:21), Keeling (1975:22), and Gutzwiller 
(1974:27-29 and 1983:26-29).

2-See Sanford (1977:436-438) for a detailed description of the 
decline and suppresion of the Fuke Shü and its temples.
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They were able to answer successfully the inquiries by the new 

government, preventing an outright prohibition of the performing of the 

instrument even as gakki, This was the beginning of the modern 

shakuhachi tradition. That tradition included two directions. One 

focused on protecting the "blowing Zen" function of the instrument, 

with the strong association between it and Zen Buddhism. The second 

direction emphasized the use of the shakuhachi as a secular musical 

instrument. Those who leaned towards the first direction became 

indentified with the term Meian Ryu, and those who leaned towards the 

latter usage became members of ryu such as Kinko and Tozan.

3,5.1 The various sects of Meian Ryu and the preservation of suizen

Most of the patrons of Ichigetsuji and Reihoji became part of Kinko 

Ryu. Those who wished to preserve the practice of suizen went to 

Meianji in Kyoto. However, eventually Meianji was also forced to close 

its doors. The 34th and last head priest of Meianji, Jisho Sakuhi 

),1 eventually became a lay person with the name

Akekure ) and began pursuing a different profession. Those who

were trying to preserve the practice of suizen no longer had an 

authority figure to follow.

At the time of the abolition of Meianji, Sakuchi took the statue of 

Kyoehiku Zenji, the founder of the temple, the kyorei zanji gaku

Î framed tablet), the rekidai jushoku »

genealogies), the indai ; names of persons of authority), and

^Tanabe (1954:228) incorrectly names the 34th patriarch of 
Meianji as Watanabe Kakuzan. (Tsukitani 1985).
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the kanshu no rekai ( M ; tablets of the posthumous names

of the members of the temple) and left them in the care of Jikeirin

Osho ) the head priest of Zensuiin temple ).
^1*** '/***>

It was understandable that those desiring to preserve Meianji gathered

at Zensuiin.
In Meiji 14 (1881), at the request of various Buddhist sects# after 

a prohibition of ten years, the new government one# again allowed the 

kornuso to beg for alms legally» The resurgence of the komuso rapidly 

occurred, centering around Kyoto. At that time, Tofuknji experienced a 

large, fire. A movement to collect donations to rebuild the altar was 

instigated. It was suggested that the komuso beg for alms specifically 

for this movement. The government was petitioned. In Meiji 16 

(1883),1 permission was given. The Meian Kyôkai was thus founded, 

organizing those who still had strong ties with Meianji. After 

Tofuknji was rebuilt, Kujii Michitakako ) became the

head of the Meian Kyôkai. Katsuura became the head of the Kyoto .* 

branch. The Meian Kyôkai became the nucleus of the reorganized 

Meianji.

Following the founding of the Meian Kyôkai, the Fuke Kyôkai 
(t^{|£^^^) was organized at Kôkokuji in 1888. After that, the Myoon 

Kyôkai was founded at Kokutaiji, and the Hotô Kyôkai

) was founded at Myôkoji. The suizen of the komusô was 

being practiced once more.

These "kyôkai" (societies or organisations) decided the dress, 

including the sanin of the old Fuke Shu and dispensed licenses and

^Tsukitanl finds this date questionable (1985). 
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certificates. They also decided the times and circumstances of the 

practice of begging for alms and making pilgrimages. However, with all 

of the kyôkai, anyone could become a komusô once the required fees were 

paid. Some of the members of the kyôkai did subsist solely on their 

efforts as a komusô. However, according to Kamisango, on the whole, 

neither the art nor the establishment of musical lineages were helped

by the early kyokai.

There were innovators in the Meian Kyokai who changed this
situation. One such person was Higuchi Taizaii (&D sèfrck;

1856-1914; original name Suzuki Takamichi), from Nagoya. Higuchi first 

learned the shakuhachi from the Seien Ryu, He went to Kyoto in Mei Ji 

18 (1885) at the age of 31, and joined the Meian Kyokai, eventually 

becoming a teacher. Besides the honkyoku associated with Meianji, he 

collected and energetically consolidated pieces of other ha. With his 

superlative technique,- he increased the influence of the Meian Kyôkai,

and repopularized the shakuhachi suizen tradition in general. He f 

became the 35th patriarch of the temporarily suspended priestly lineage

of Meianji.^ Taizan's musical lineage became known as the Meian Ryu

Taizan Ha or simply Taizan Ryu.
patriarch of Meianji was Kobayashi Shizan ( d'M )•The 36th

followed by the 37tb patriarch, Tanikita Michiku ); the
38th patriarch, Koizumi Shizan ( (hM-lLd-X^* 39th patriarch, 

Fukumoto Kyoan and the present, 40th patriarch, Yoshimtira

^Tanabe (1954:228) incorrectly names the 35th par triarch of 
Meianji as Ozaki Shinryü (Tsukitani 1985).
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In March of Showa 25 (1950), the "Fuke Seishiï Meianji" (

) was founded and acknowledged as the corporate body of thé 

Meian Kyokai. Meianji became a sub-temple of Tofukuji. In the 

following year, the various ryû existing at that time joined together 

and founded the "Kyochiku Zenji Hosankai” ).

This non-partisan organization continues to produce each year in the 

spring and autumn, a "National Shakuhachi Honkyoku Benefit 

Concert".! In Showa 41 (1966), a stone monument on which the word 

suizen is carved was erected before Meianji. In Showa 44 (1969), the 

temple was rebuilt. The new Meianji was able to transcend the various 

setts, musical lineages, etc., to be acknowledged as the main temple 
(hon zan; ^ ^ ) of the "Way of the Shakuhachi. "

The honkyoku being transmitted by the present Meianji differ from 

those pieces which were associated with the Meianji of the Edo period, 

in part a result of Higuchi Taizan being given the newly restored 

position of patriarch of Meianji. Katsuura Seizan, who learned the ’ 

Shinpô Ryu repertoire from Ozaki Shinryu, left his position as the head 

of the Kyoto branch of the Meian Kyokai around the time Higuchi Taizan 

appeared on the scene. With his departure, the repertoire of the Meian 

Kyokai became primarily Taizan*s repertoire, only one branch of what 

was a larger Meian lineage.

Even those persons for whom suizen was central to their lives held 

different attitudes and opinions, and sought independence from others. 

Different styles or sects of playing were created during the Meiji and 

Taisho periods, into the Showa period (1868 to 1920s). Among the more

^See Lee (1976) for a description of one of these concerts.
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important persons of that era were Hasegawa TÔgaku (.\), who 

taught the repertoire of Futaiken (temple) in Sendai; Konashi Kinsui 

and his student Uramoto Setcho ); and Jinbo

Masa no Sake gf) ) representing the lineage of Renpoken

(temple) in Fukushima. The pieces of Nesasa Ha of Hirosaki, mentioned 

earlier, were transmitted through Nyüi Kendo ) and Nagano

Setto ) to Nagano’s student, Jin Nyodô. Also from
Hakata’s Itchôken (temple) were Miyakawa Nyozan (^ I’) ) and

Itcho Fumon (—- ).l Tani Kyôchiku ), a student

of Nyozan, and Takahachi Kazan ( were also well known.
Among players from thu Talzan school were Shimizu Seizan ( y}C 

). Originally f-.om Itchôken, Seizan founded the Kyushu Meian 
Ha. Tsunoda Rogetsu $)» from Kumamoto, began the Meian

Kogetsu Ha. The original r%u of Higuchi Taizan, Seien Ha in Nagoya 

continues to exist independently.

Many individuals studied with a number of teachers and were 

influenced by the syles of more than one rjru, A primary example of 

this is Takahachi Kuzan. Kazan, besides studying with Miyakawa Nyozan, 

studied with Takase Sukeji Kobayashi Haou (

), Komichi Toyotarô ( J* , Kobayashi Shizan, Okazaki

Meido (® ), and Katsuura Seizan. He also learned pieces of

Kimpu and other ryu. He is said to have learned over 150 pieces.

Another person, Jin Nyodo originally of Kimpu Ryü, energetically 

traveled to the temples of various regions, gathering honkyoku

-ketcho Fumon was one of Watatsumi Do’s teacher, who in turn 
taught Yokoyama Katsuya.
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transmitted by the komusô there. Myodô also studied the repertoire of 

3hinpo Ryu, Taizan Ryu and Selon Ryu. Furthermore» he studied the 

music of Kinko Ryu, and played gaikyoku, not only on the nhakuhachi, 

but on the koto and the sangen as well I

Others were equally eclectic in their pursuit of the shakuhachi 

honkyoku. Consequently, charting the relationships between students 

and teachers becomes extremely complex. Moreover, there are many 

persons who learned from a number of ryû ha, and who started new ryû» 

Kami san go suggests that there are as many ha as persons playing the 

shakuhachi. The lack of a strong central organisation is one reason 

why this situation occurred. It was believed that the honkyoku was to 

be interpreted by the honnin ; the individual in question).

Students were not bound strictly to their teachers or ryû» 3,

Most of the members of the various sects of the Ueian lineage, with 

few exceptions, played only koten or classical honkyoku, i.e*, suizen 

pieces. They had little interest in other types of shakuhachi music, a 

stagnant situation creatively speaking. Also, because there was almost'’' 

no public activity that was considered music performance, little 

dissemination to the general public occurred.

After World War II, attention was paid to the honkybku by western 

trained Japanese musicians and by foreigners. The honkyoku has 

strongly influenced much modern music. However, in the area of 

performance, players of other ryu who have learned suizen honkyoku

lit is clear in this instance that the ideal sensei ["mentor” 
(Malm 1959:38)]- student relationship, whereby switching teachers, even 
if his teachings seems inadequate for one's nbeds...would be a gross 
breach of etiquette” (Malm 1959:33), does not always exist in reality. 
This contradiction will be discussed further fn sec. 5.2, "Teaching and 
learning methods."
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dirëctly or indirectly have been more active than the members of the 

various Meian ryu. Nonetheless, the Meian players performed the 

valuable service of protecting the suizen tradition, especially during 

the critical period after the Meiji Restoration, and continue to do so 

during these rapidly changing times.

In contrast to the Meian sects, Kinko Ryu concentrated on the 

musical rather than the suizen side of the instrument, though the 

honkyoku was always respected by the players of Kinko Ryu. Though 

there are over 200 honkyoku (counting variants), it was decided to 

expand the gaikyoku repertoire rather than deal with more than the 

thirty-six honkyoku already in the Kinko repertoire. After the 
previously mentioned Yoshida (see p.68) retired, Araki Kodô I became 

the head of Kinko Ryu. Araki spent much energy in expanding the 

gaikyoku repertoire. At first, he played many Edo nagauta, but later 

concentrated on jiuta. Araki's earlier teacher, Toyota Kôdo "

), was very close to Kondo Soetsu, so Araki may have been 

indirectly influenced by the Soetsu Ryu Sankyoku ensemble. After 

Arakit the sankyoku ensemble became popular in Tokyo.

Today ? the term Kinko Ryu does not refer to a single organization 

Such as Chikuho Ryu. In a manner similar to the Meian sects, numerous 

different branches developed in time, with variations in performance 

technique and notation. However, Kamisango concludes his discussion on 

thé ’recent history of the shakuhachi with the observation that all ryu 

or branches in the tradition possess a distinctly Kinko flavor which 

can be readily discerned by the listener, >
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The ryû with the most member» in Japan today is Tozan Ryu, founded 

in Meiji 29 (1896) by Nakao Tozan J 1876-1956) in

Osaka.1 Ironically» the Tozac Ryü repertoire today has no koten 

honkyoku, only gaikyoku. Whaf are called honkyoku by members of the 

sect are original compositions by Nakao Tozan and others. Its system 

of organization has served as a pattern for a number of later ryu, 

including Chikuho Ryu. 

■ * h3.6 The Chikuho Ryu ;

Chikuho Ryu was founded in Taisho 6 (1917). In order to understand 

the events leading to the founding of this ryu, Kaaisango provides in ; 

his article the following discussion of the circumstances of the 

gaikyoku from the Meiji to the Taisho era. The shakuhachi music parts 
\ of pieces originally for shamisen and/or koto were not newly composed, „■ 

j . ■ , ; ’ c> o

■//but rather created by transcribing the existing pieces^ The majority h .. c . "
l/ of the shakuhachi transcriptions of gaikyoku followed the string parts 
\V . ■ '
ü almost exactly. It was acceptable for the shakuhachi player to V

memorize the melody of the jiuta or sôkyoku and then play the s(\me '

part. The important thing , was to memorize the placés. As there was no 

standardized notation such as western staff notation, the shakuhachi 

player had to learn the pieces from thé performances o^i à koto of
. V'.' ' ' •

sangen player. After a number of pieces had been transcribed, one 

could then teach the pieces to other shakuhachi players.

^See Tanabe (1977j 17-22). One of the few sources in non-Japanese 
languages orv-Tozan Ryu is by Ingred Fritsch (1978). Tozan Ryu has 
recently split into three separate organizations (Kono 0C1985).
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According to Kamisango, these transcriptions appear simple by 

today's standards. However, as the general level of musical technique 

then was relatively low, the transcriptions were considered difficult 

at the time. It was enough just to be able to perform the gaikyoku 

with the koto, or sangen. Sôetsu made the koto player Furukawa Ryusai 

) his successor, probably because of his familiarity with 

the gaikyoku pieces rather than his shakuhachi playing abilities. The ' 

koto player Miyagi Michio also is reported to have supported himself 

when he was young by teaching the shakuhachi « If one was able to 

transcribe the gaikvoku by oneself, one was not only able to become an 

independent teacher, but could organize one's ryu as ;11, akao Tozan

did just that, without having studied with any partie la.- ryu. Such 

was also the case with Fajita Matsuchô ( ), who founded his

own Matsuchô Ryu. The creation of Chikuho Ryu was also possible 

because of these circumstances.

On the other hand, having begun a new ryu, it was possible that the 

ryu would cease after only one generation unless one had ie capacity 

to attract and keep students. In order to insure that his ryü 
outlasted himself, the ryu so (^lM) or so ke head of the

ryu) needed first of all, to create something which could not be 

surpassed by his students, and/or secondly, to be technically better 

than any of his students. Though Rinko Ryu was not founded in this 

era, it faced the same problem. Its thirty-six Jhonkyoku acted as the 

"unsurpassable something", keeping the ryu from failing, Nakao ’Kazan's 

own compositions, wiUch he called "honkyoku/' had a similar function 

for Tozan Ryu. Nakao Tozan was also active in the shinkyoku movement
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(^pft * "new music"). In other words, the founder of Tozan Ryu took 

the lead in producing and performing new pieces and had the resulting 

organizational success. How Chikuho Ryü managed is the topic of the 

following discussion, based upon Kamisango’s article, the official 

Chikuho Ryü history found in the (Chikuho Ryü

Shakuhachi no Tebiki; Chikuho Ryü Beginner’s Manual), an article by 

Tsukitani (1977:23-28), and personal communications with Chikuho I, his 

two sons, and other members of Chikuho Ryü between 1971 and 1985.

The founder of the ryü, Sakai Chikuho I was born in Osaka on

October 15, 1892 (Meiji 25). Given the name Seibi (&C^<_) at birth,

he was the eldest son of Sakai Seijirô who worked in

the textile business. He grew up in the Tenjinbashi area, where the

present Osaka Postal Bureau is located. As was the case of Nakao 

Tozan, he was greatly influenced from an early age by his mother, who 

frequently played the koto and the shamisen. He began playing the 

shakuhachi at age thirteen, participating in .jiuta ensembles in the f 

neighborhood. .

In Meiji 43 (1910), he became a student of Fujita Matsucho.

Matsucho was a Spetsu Ryu player. He was a koto player and also taught 

the violin. He founded the Matsucho Ryu, teaching gaikyoku. Chikuho 

received his shihan license in only one year, due to either the limited 

number of pieces Matsucho knew or Chikuho*s skill as a shakuhachi 
player, or both. He was given the name Shôdo (jfejf J and began 

teaching st kuhachi under Matsucho Ryu. He began shakuhachi lessons 

with Uemura Setsuô ( ; the highest* ranking member of the

Sôetsu Ryu), and Zenpô Kôfû ( Taisho 5 (1915), He
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learned approximately ten honkyoku of the Soetsu Ryu, including such 

; ’’The Call of the Crane”),pieces as "Tsuru no Sugomori (

In the same year, misunderstandings developed between Sakai and his 

teacher, Màtsuchô. According to Chikuho's biography in the Chukuho Ryu 

Shakuhachi no Tebiki, the initial factor for the misunderstanding was 

Chikuho having transcribed a newly composed sokyoku piece,

(Mizuho no Sakae) after hearing it on the radio,

without his teacher’s permission, Matsucho apparently did not react 

favorably when presented with Chikuho ’s handiwork. ”Afterwhich, a deep 

chasm developed between them, as a result of a variety of miscrossed 

paths" (Chikuho Ryu:1971:5),

A prominent figure in the sSkyoku worlde Nakahira Fuku no To 

Daikengyo acted as mediator between teacher

and student, but to no avail. Chikuho finally left Matsuchô Rÿü, and 

became independent with the help of his younger brother, Seiko 
(È.ÏIL). On February 20, in the year Taisho 6, (1917) he took the 

name Chikuho and founded Chikuho Ryu,

In order to avoid complaints of copyright infringement by his 

former teacher, it was imperative that Chikuho re-notate his music with 

a new system. The new notation system he devised was an attempt to 

synthesize the notation of the Meian lineages with the notation of more 

modern schools such as Tozan Ryu. The rhythmical markings became more 

precise than those of the Meian school, in part because of Chikuho’s 

interest in playing the snakuhachi with the violin and other western 

instruments, (See p.93) *
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At this point, however, Chikuho Ryu was in every respect a sub-acct 

or derivative of Soetsu Ryu. Soon afterwards, he began studying with 

Minamoto Unkai a student of Katsuura Seizan, Chikuho

learned over ten Meian Shinpo honkyoku from Unkai. However, with 

Unkai's introduction, he began studying directly with Kat saura.

Between Tais ho 8 to Taisho 10 (1920-1922), he learned fifty to sixty 

honkyoku of the Meian lineage from Seizan including the hikyokn 

secret pieces) known as **Sanlcyoreih. Chikuho incorporated 

these pieces intc the repertoire of his own ryu. Consequently, Chikuho 

Ryu became part of the lineage of Katsuura's Shinpo Ryu with its 

typically Meian style.1

During this period, Chikuho also composed new pieces. Early in his 

career, he became connected with the shinkyoku movement of the Kansal 

area. Beginning with Miyagi Michio's pieces, Chikuho quickly included 

shinkyoku into his repertoire, expanding the domain of his ryu. One of 

Chikuho*s most memorable experiences involved the first experimental / 

radio broadcast in Osaka. His description of the event gives an 

interesting glimpse of the music that was popular at the time, as well 

as the excitement in the community caused by the advent of radio 

broadcasting.

"'Radio* broadcasting in Osaka began on January 26, in the 
13th year of the Taisho era (1924). At that time, there was a 
week-long celebration of the marriage of the prince, the present 
Emperor, All of the people were excited by this event. Radio was 
not called radio ( 7/\ ) at that time, but rather "musen denwa"
(wireless telephone). The first experimental broadcasting in Osaka

1 The rest of Chapter 3 is not based upon Kamisango's article. 
The material presented is taken from Chikuho Ryu no Tebiki and from 
personal communications with Chikuho I and II, 
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was sponsored by the Asahi Newspaper Agency and lasted eno week» 
from January 26 to February 4. It was a brilliant success. I 
Derformed on that first broadcast with oy younger brother, Seiho. 
We performed at the Osaka Kotô KôgyÔ Gakkô (Osaka Engineering High 
School), the present-day Osaka University, fteparcceat of 
Engineering, in Sakuranoaiya. The aaze performance was given at 
the hall of the Main Building of the Asahi Newspaper, before a 
specially invited audience. The performers in the program besides 
myself and my younger brother Seiko, were Miyagawa SheansM, a 
performer of rokyoku, also called naniwa hushi; Tafmlsa Tacko, a 
Taltarâzuka singer, accompanied by a chorus from the Takarasuka 
Girls' Musical Troupe; Gondo Enryu, a tenor who saog ninyo 
(Japanese folksongs); and Tamagata Julchi, whs played she 
harmonica.

The performance was repeated for three days before the 
invitation only audience in the Asahi Newspaper Hall* For the rest 
of the four days of the celebration# a (radio! receiver was sat on 
a car, which was driven to intersections throughout the city of 
Osaka. The sound (of our performances] was amplified so that the 
common people could listen to it. On March 22, Taidw 14 (1925), 
the Tokyo Ho go Kyoku [Tokyo Broadcasting Company] was founded and 
was later renamed the Nippon HÔsô Kyôkai [ïKiK]. Oa November 30, 
Taisho 15 (1926), Osaka Huso kyoku started its broadcasting from 
the roof of the Mitsukoshi Department in Knràibashi, Osaka. After 
that, broadcasting stations were established in Hiroshima, Okay»» 
and other places. At the 30th anniversary of the first broadcast, 
I was presented with a letter of appreciation and a gift frcm ths 
head office of the NHK in Tokyo.

I have performed 154 times for radio broadcast. After the 
first time on the "musen denwa”, I often performed three or four , 
times a month. When Hiroshima and Okayama stations were opened, Ï 
was invited to perform live for the opening ceremonies, Of course, 
at that time, everything was performed live.

(Sakai Chikuho I 1980)

Chikuho T composed at least twenty-nine works, ranging from solo 

shakuhachi pieces, to piano and shakuhachi duets, to shakuhachi 

quartets with Japanese and western instrument accompaniment. On 

February 21, 1929, he published the first edition of 

(Chikuho Ryu Shakuhachi Gaku), a biannual newsletter. Recent 

newsletters average fifteen to twenty pages in length. They report 
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news about people and events concerning the ryS and. information on 

pieces in the repertoire. Issue number 103 was published in 1985.

Chikuhc I retired in Shown 42 (1967) and took the name Chikuo 
( ŸïM ) • His elder son, Chikudô (*T£ ; b, 1933) became Chikuho II. 

Chikuho II actively disseminated the repertoire handed down by his 

father, leaning primarily in the direction of the Fuke Shu koten 

honkyoku. He also incorporated honkyoku playing techniques of other 

tyu ha, a practice common among the performers of the Meiji era. Like 

his father, he has been active in performing modern compositions. His

talent was acknowledged by shakuhachi players throughout Japan after 

his performances of (Chikurai Go Sho; Five Pieces for

Shakuhachi), between 1964 and 1969. This piece, composed by Moroi 

Makoto in close colaboration with Chikuho II in 1964, is

considered by many to be one of the greatest modern compositions for 

solo shakuhachi. In October, 1967, Chikuho II received the Music 

Critics Club Award and the Osaka Cultural Award for his performance of

“Chikurai Go Sho.”

Throughout the 1970s, Chikuho II continued his father’s work with 

recitals, radio and television appearances, and LP recordings. In a 

fashion similiar to the relationship between his father and his uncle, 

Chikuho II relied on the help of his younger brother, Shôdô ( ),

in managing the ryü. The two brothers frequently performed together, 

also recording a number of LP recordings together. However, Shôdo 

inevitably played the lesser part in any undertalcing with his brother.

Despite the efforts of Chiicuho I and his son, Chikuho II, the ryu 

remained relatively small, especially compared to Tozan Ryu. A
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recital celebrating the 65th anniversary of the founding of the sect 

was held on September 15, 1981. The program listed under the finale of 

the evening, all active members holding any rank, even those who vonld 

obviously not be attending. The names of one hundred and fifty-six 

shakuhachi players were listed, who were accompanied by seventy-five 

koto players. This is a small number for an entire sect, if not for a 

single stage.

During Chikuho Il's most active period, between 1964 and 1977, it 

seemed that the Ryu was possibly on its way to becoming a truly 

national organization. In 1973, a high ranking teacher of Tozan Ryu in 

Shikoku defected to Chikuho Ryu, bringing with him over twenty of bis 

own students, and eventually forming a new Chikuho Ryu branch in 

Shikoku. Other less spectacular defections by experienced shakuhachi 

players occurred regularly. Players came to Chikuho II primarily from 

Tozan Ryu in order to learn the honkyoku of the komuso, which their 

former sect did not have in its repertoire.

However, the growth of the sect faltered after 1981, due in part to ;
(( 

a recurring illness of Chikuho II, He gradually stopped performing and 

teaching. His father, Chikuo once again took over the administrative

duties of the sect, with the help of a board of regents. Many of the 

ryu-related activities ceased and the expansion of the ryu experienced 

during the 1970s halted.

In 1985, repeating a pattern seen throughout the history of 

traditional Japanese music, Chikuho Ryu split into two factions 

following the death of its founder. One faction retained the original 

name and legal rights of the ryu under the new leadership of Shodo,
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the younger brother of Chikuho II. The second faction consisted <?f 

some of Chikuho I and Chikuho Il's most active members, including 

almost everyone who lived in the Osaka area, traditionally the center 

of Chikuho Ryü activity. This group took the name "Wan ShaimhacM Do

Yu Kai ’ The Friends of the %y of th® Wan

Shakuhachi), and immediately began legitimizing their status aa an 

independent shakuhachi sect.I

The small sect could ill afford this internal fragmentation* As 

with any dispute, there are conflicting explanations of the events 

leading to the split. Because it was not possible to question Sakai 

Shôdô, the new iemoto or organisational head of Chikuho Ryu, about the 

dispute directly, the following description is not completely without 

bias. It represents the facts available to the dissenting members of 

the original Chikuho Ryu and their opinions»

In October, 1984 Chikuho I died at the age of ninety-one years and 

eleven months. In the spring of 1985, all licensed teachers of Chikuho 

Ryu received a mailed packet from Chikuho Il's younger brother, Shôdô, 

The packet contained three items. The first was a formal letter from 

Shôdô expressing the Sakai family's gratitude to all of the members of 

the ryu for the attention given to the elder Chikuho during his last 

dayq in this world, and the sympathy extended to thjfamily during the

iThe premier endeavor of the Meian Shakuhachi, Do Yu Kai was to 
organize the group's first "annual" happyokai ; student
recital), held in November, 1985 in Moriguchi city, a suburb of Osaka. 
The second act of independence will be to devise a new notation 
system. The group's members hope to devise a system as similar as 
possible to the Chikuho Ryu notation system without infringing upon the 
copyright legally owned by Shôdô. A radically different system is 
undesirable because of the frustration learning a new system would 
cause, particularly among the older members.
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days following his departure. It also claimed that one of the last 

wishes of his father was for Shôdô to become the third iemoto of 

Chikuho Ryu. It went on to describe that this wish was expressed by 

Chikuho I from his deathbed and witnessed by his elder son* Chikuho 

II, The letter concluded that Shôdô hoped that the members of Chikuho 

Ryu would continue to work together in making the sect a strong one.

The second item of the packet was a printed card from Chikuho II 

with a terse statement stating that he concurred with the information 

in Shôdô’s letter and that the members of the sect should acquiesce to 

Shôdô's authority. The third item was a form to be filled out by all 

licensed teachers of Chikuho Ryu with detailed instructions, 

Information required included the name, address, dates of 

certification, etc., of the teacher, as well as the same information of 

all of his students* for the purpose of updating the records of the 

sect. The instructions concluded by stating that those who did not 

return a completed form to Shodo by April 15, 1985 would no longer be 

considered accredited by Chikuho Ryu; their names and the names of 

their students publicly expelled (hanryu; ) from the membership 

roles of the sect.

. Approximately fifty members of Chikuho Ryu, including most of the 

living original students of Chikuho I, refused to comply with this 

directive. Doing so would have meant public acquiescence to Shodo’s 

claim to authority as Chikuho Ryu’s new ieraoto. In the autumn of 1985, 

official notice was given that those having not, yet returned the 

completed forms were no longer members of Chikuho Ryu. At the same 
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time., the expelled members created a new sect, the "Meian Shakuhachi Do 

Yu Kai."

The senior ranking teachers of Chikuho Ryu did not choose to 

affiliate themselves with Shodô because they felt that he had not 

adhered to the proper protocol in assuming the role of iemoto. He 

apparently did not advise or seek the advice of the board of regents in 

the matter. The question of propriety was further complicated by 

Shodo’s having renounced Chikuho Ryu over five years earlier, 

voluntarily isolating himself and his students from the sect, until 

after his father’s death in 1984. The defecting members admit that 

Shodô does have a claim to the iemoto title as the younger brother to 

Chikuho II, assuming that Chikuho II has agreed to relinquishing his 
authority.^ It is therefore not the legitimacy of Shodo’s claim 

that is questioned by the senior members of Chikuho Ryu, but rather 

actions of his prior to his father’s death, and the manner in which he 

asserted his claim.

Chikuho Ryu, with its varied repertoire, including honkyoku, has 

always remained small and is facing a serious decline today. This fact 

is all the more ironic to those who appreciate the Zen-inspired "main 

pieces" of the komusô, that Tozan Ryu, with a repertoire containing not 

one classical honkyoku of the Fuke Shü era, is the largest shakuhachi

In the late 1970a, Chikuho II decreed that his only child, a 
daughter who played the koto, would be the heir apparent. Soon 
afterwards, Shodô, who has one son, left the ryu not to return until 
his father’s death. Chikuho II no longer holds to this decision on 
succession*. In an interview in August, 1985, Chikuho II implied that 
he and Sjodo would "work together" as 'ual iemoto, This situation is 
mademorejainbiguious by Shodo calling himself the sansei iemoto

32-7Cs ; third generation iemoto), but refraining from usine the title "Chikuho III".
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sect in Japan today* However, Tozan Ryu has also experienced 

factionalization in recent years, due to questions of succession after 

the death of the ieraoto. Today, there are in fact three ryû derived 

the original Tozan Ryu. However, even the smallest of these enjoys a 

membership approaching 2000 licensed teachers (Kono 0C1985). The size 

and quality of the repertoire of a ryu is not necessarily related to 

the size and health of the organization itself.

In this chapter, the history of the shakuhachi, from its 

introduction into Japan twelve hundred years ago until the present was 

summarized. The history of the Chikuho Ryu was presented in detail, 

including the factionalization which occurred in 1984. The following 

chapters will discuss the performance practices of the Chikuho Ryu, 

particularly as they existed during the 1970s, the height of the ryu’s 

activities.
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CHAPTER IV

THE LITERATE TRADITION

4.1 Chikuiw Ryu notation

Members of Chikuho Ryu use tablature notation called fu ho u 

notation, in the teaching and performing of all pieces in the Chikuho 

repertoire. Fu ho u refers to the first three of twenty katakana used 

to symbolize fingering positions of the instrument (see p,92). It 

shares many symbols with the earliest notation system for the 

shakuhachi family of instruments in Japan, a hitoyogiri notation system 

first documented in 1608 in the Tanteki Hiden Fu (HHJ;888), Though 

Stanfield states that no direct relationship exists between the 

present-day fu ho u system and the early hitoyogiri notation (Stanfield 

1977:87), the number of shared symbols imply the contrary.

The hitoyogiri system had no rhythmic notation other than circles / 

indicating pauses between melodic lines. The old Meianji lineage of 

shakuhachi, active before the Meiji Restoration of 1868, used many of 

the same fingering symbols of the hitoyogiri system, with the addition 

of symbols for upper and lower octaves, simple rhythmic indications, 

and symbols for various performing techniques and grace notes 

(HHJ:888). Katsuura Seizan taught Chikuho I the Meian Shinpo Ryu 

hpnkyoku using a version of the old Meian notation system.æ

1Seizan*s system is explained in detail by Yamaue Getsuzan 
Cd.(L\ ) (1982).
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Neither of the two larger shakuhachi ryu, Tozan Ryu and Kinko Ryu, 

use fu ho u, notation. Instead, both use variants of the ro tsu re 

system, which was devised by Araki Kodô II, a Kinko Ryu player» 

Rhythmical notation was further developed for the Kinko system by 

Uehara Rokushiro and Kawase Junsuke after the Meiji Restoration of 1368 

(Stanfield 1977:87)» Tozan Ryu notation is basically a derivation of 

the Kinko Ryu system with differences securing in the symbols for 

rhythm and secondary fingerings (half-holed and/or aeri, or "flatted" 

fingerings).

A third major shakuhachi ryiî, Meian Taiwan Ryu also uses a 

variation of the ro tsu re system. Because only honkyoku are performed 

by members of the Meian Taizan Ryu, there are fewer symbols for 

secondary fingerings and less precise rhythmic Indicators in this ryu’a 

notation system than in the Kinko or Tosan Ryu notation systems. As 

Kinko, Tozan, and Meian Taizan Ryu encompass tha majority of shakuhachi 

players in Japan today, almost all present-day shakuhachi players are 

more familiar with the ro tsu re than the fu ho ja notation system.

Chikuho Ryu notation, devised by Sakai Chikuho I in 1916, utilizes 

many of the same symbols for fingering positions as the hitoyogiri 

notation. It also incorporates most of the additional indicators of 

the old Meianji systems, such as those used by Katsuura Seizan. 

According to the Hôgaku flyakka Jiten, it is the primary existing 

example of the old fu ho u system of shakuhachi notation

In contrast to ths two earlier fu ho u systemsChikuho Ryu 

notation has rhythm indicators equivalent to those of western staff 

notation. It can therefore adequately represent most modern
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compositions, something which the earlier systems could not do.

Besides incorporating into the already existing fu hou, system the more 

accurate rhythm indicators, Chikuho I borrowed the main kana of the 

"newer" Kinko and Tozan schools, ro, tsu, re, chi, ha, and hi. These 

i<ana are used by Kinko and Tozan schools to indicate the kari, 

open-holed fingerings. In contrast, Chikuho used them to indicate the 

jneri, half-holed notes. He did this in order to symbolize what he 

thought was one of strengths of his new ryu: a repertoire of both the 

classical honkyoku of the Kyoto Meian tradition, and the newer 

repertoire of both gaikyoku such as performed by Kinko and Tozan 

players, and modern compositions by Chikuho himself and others.

, According to Chikuho II, the fu ho u system was devised at a time 

when the shakuhachi was used almost entirely as a solo instrument to 

play honkyoku. The katakana representing the main fingerings of the 

instrument were chosen because their soft, "blown" sound- 

fu ho u e ya i, resembled the sound of the blown bamboo. However, when 

the newer system was developed, ensemble pieces were being performed on 

the shakuhachi more frequently, usually with the koto and/or the 

shamisen. Percussive attacks are character v tic of both of these 

stringed instruments. Consequently katakana v jre chosen because of 

their percussive sounds—ro tsu re chi ri. Typically, Chikuho II 

thought that the fu ho ti system, being older and more closely 

associated with the venerated honkyoku, was superior to the to re 

system of the rival ryu . He thought that the, latter system tended to 

subordinate the shakuhachi to the other instruments (001981).
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Within Chikuho Ryu, a noticeable increase in prescriptive notation 

and a consequent standardisation of the music occurred during the 

period of my own apprenticeship under Chikuho II, between 1971 and 

1977, From approximately 1973, Chikuho II would periodically announce 

that he had transnotated into Chikuho Ryu notation, a honkyoku which he 

had learned previously but which had never been included in the 

standard Chikuho Ryu repertoire. He would proceed to perform the piece 

for those of us fortunate to be present that day. He would then say 

that he was now ready to teach the new piece to his more advanced 

students.
According to ShôdÔ, Chikuho Il’s younger brother and present iemoto 

of Chikuho Ryu, Chikuho II in fact acquired some of the "new" honkyoku 

from him (0C1985). Tsukitani substantiated this claim by explaining 

that Chikuho II, as iemoto. could not go to other shakuhachi teachers 

to learn new honkyoku. Doing so would be contrary to the rank and 

status of iemoto., and might result in a loss of esteem for both / 

Chikuho II personally and for the ryîî. Shodo, however, had no such 

restrictions, and in fact did study with a number of teachers other 

than his father, such as Koizumi Ryoan, student of Hikuchi Taizan of 
Taizan Ha; Monden Teikiku ( ) of Tanikita Ha u&Wo:

Moriyasu Stiïitô A ' student of Jin Nyodo of Kimpu Ha; and

Yoshimura Fuan, fortieth patriarch of Meianji. Tsukitani believed that 

Shôdô subsequently taught Chikuho II honkyoku not originally in the 

Chikuho repertoire (0C1985). Perhaps Chikuho II would then contribute 

his own playing idiosyncracies, intergrating the pieces into the rest 

of the ryufs repertoire.
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It was my impression that these newly transnotated pieces were 

typically notated in more detail than were pieces transnotated 

earlier. Also noticeable in the scores were embellishments 

ideosyncratic to Chikuho II, but less evident in performances of 

Ghikuho I and his students, and which were generally not notated in 

earlier pieces. Examples of this can be found in such Chikuho Ryu 

honkyoku as "Futaiken Sanya” and "Futaiken Reibo,,f1

4.2 Chikuho Ryu fingering chart .

The following charts shows the standard fingering positions used in 

Chikuho Ryu* and the corresponding notation symbol» The charts are 

translations of the fingering charts found in Chikuho Rvu Shakuhnchi no 

Tebiki (1971:20-23), The fingering symbols are divided into "common" 

notes (Figure 3) and "special" notes (Figure 4). Though the "special1* 

fingerings are labeled so because they usually do not occur in 

gaikyoku, they are in fact quite common in honkyoku scores. Of course»# 

the honkyoku are usually not taught until the student is relatively 

advanced in his training, having learned gaikyoku first.

Below the fingering positions on the charts, the pitch produced is 

indicated, using western pitch names. Because the notation symbols 

represent fingering positions rather than pitch, two octaves are 

usually indicated with each symbol. The charts note those exceptional 

fingering positions which represent a single octave. Fingering 

positions which must use the meri-kari or head-bending technique in 

order to produce the correct pitch are also marked appropriately.

^•The Japanese characters of all Chikuho Ryu honkyoku are found in 
Appendix A (p.290).
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Finally, the most common method of rearticulating each fingering 

position is given. This usually involves the rapid inclusion of a 

grace note between the notes being rearticulated.

Duration symbols are also presented in Figure 5. Sbte that almost 

all duration symbols become relative in honkyoku scores». The accuracy 

in describing the duration of notes is not needed in honkyoku as it is 

in gaikyoku or most modern music.
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Figure 4. Fingering chart (special notes)
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4.3 Other elements of Chikuho Ryu honkyoku notation

Besides the symbols for standard finger positions and durations, 

instructions regarding various performance techniques and other 

information regarding the piece are frequently notated in Chikuho Ryu 

honkyoku scores. The information is represented by kanji, kana, 

symbols borrowed from western staff notation, graphic symbols peculiar 

to Chikuho Ryu notation, or a combination of these. Frequently, the 

same technique is represented by kanji in one instance, kana in 

another, and graphically in a third.

For this thesis, these elements of Chikuho Ryu honkyoku notation 

have been divided into eleven categories of performance practices. 

They are: methods of rearticulation; types of vibrato; types of 

glissando; repeating notes or phrases; dynamics and/or timbre; tempo; 

meri/kari technique (referring to a single note); special finger 

positions; duration; sections of pieces; and miscellaneous elements,, of 

notation. Neither these nor any categories are actually used in the 

teaching of the pieces to which the information pertains. Note that 

some of these categories overlap each other. For example, similar 

meri-kari techniques are used in some types of both rearticulation and 

vibrato techniques. Also, many of the symbols have ambiguous or double 

meanings. They may also be dependent upon the context in which they 

are found. As with all elements in the notation, the notated 

instructions may be ignored entirely if the teacher so dictates.

The following presents the majority of this written information, 

found in the scores. They are presented according to the eleven 
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categories listed above. Different representations of the same 

technique are listed together. The romanization of the Japanese, where 

aoplicable, and the general meaning of the instructions are given.

Finally, examples of the context in which they are found in Chikuho -Ryu 

notation and the name of a piece in which they are used in its score.

Symbols, etc., which are commonly used throughout the Chikuho Ryu 

honkvoku repertoire are so noted.

1, Symbols denoting methods of rearticulation:

t Furl, "wave or shake." Very rapid meri-kari head-bending
W I technique. Commonly used.

M or
• n

% 'I

I

4Tor*y

%

Yuri, "shake." Ambiguous symbol, Most common meaning is to 
rapidly open and close a finger hole. Which hole is 
frequently notated. May also be the equivalent of furi. 
Commonly used.

Yuri furi. Rapidly open and close the appropriate finger 
hole, followed immediately by a furi. Commonly used. ,

In some cases, the nayashi in 
1977:95). More often-, a kind 
Chôshi.11

Kinko notation (see Stanfield 
of double furi. "Yamato

The same as above, though generally executed faster and with 
less variation in pitch. ,vYoshiya no Xyoku."

A rapid meri-kari. headbend at the beginning of a kari pitch 
which is preceded by a meri pitch. This technique is 
usually not notated. "Banji no lyoku."

Utsu, "hit.” The finger hole to be hit is also notâtnd,
unless evident by the context of the symbol. Commonly used.

Atari, "attack, strike." May be synonymous to utsu. 
Frequently denotes the striking of one or more holes (which 
then remain closed) at the instance of producing the note, 
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creating a percussive sound similar in effect to tanguing* 
In this case, a distinct grace note is nat prodœeâ» ualikû 
the utsu technique* "Sashi*”

"push." Very similar to utnn. Coraouly uoed*

donda, "slow hit/* Close and 
hole in a slow, lazy nann&r.

reopen th» appropriate finger 
iïesasa Ha "Sa^aahi

4T 

tA

Uchi komu, "pound in, be absorbed in*" Str to finger Mie 
as forcefully as possible, "TosMya no Kyc&»j."

4T
3- if

Uchi yuri. Strike one hole, then rapidly open and close 
another. "Taihei h'anzai Raku."

Suri, "slide." Rapidly sliding a finger over the 
appropriate finger hole (in this case §2 hole) with an 
up-and-down motion, "Sulcaku deibc."

5 X,oko utsu, "sideways hit." The appropriate finger hole is 
-n struck with a sideways, glancing movement of the finger, 
ft "Igusa Reibo."

2.Types  of vibrato:

Initially, a slow vibrato with great pitch deviation, the 
*2 oscillation decreasing and becoming more rapid. Commonly 
\used.

The same as above, with the added instruction to execute it 
grandly (okiku), i.e., exaggerating the variation in 
pitch. "Sokyorei."

Begin with the previous vibrato, ending with a slow 
kari-meri glissando with as large an pitch interval as 
possible. "Banji,"
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Same as above in reverse* Segin with an as large as 
possible kari-wi glissando followed by a vibrato as 
above* "Echigo Sanya*"

L
Same as above# with the ending vibrato being more 
exaggerated* “Echigo Sanya/’ 

'<?' Found only in Mesa sa Ha honkyoka*, Symbolizes the boni hukl
<-£, technique (see p.14-3) instead of the vibrato listed above,
> The number denotes the number of pulsations to be performed 
i (in this case# seven). All îfôsasa !?a .hratkyoku,

gp Two of the above komi buki techniques (in this case with 4 
p and then 3 pulsations), connected by a vide furl. All 
*,Nesasa Ha honkyoku. ”’**”*"*'

*+
?

•fe

Yuttari to yuru, "slow and deliberate vibrato," "Hyugin
Koku/’ '

’I

T

T3-
Ago yuri, ’’chin shake.” Very slow vibrato with extreme 
pitch variation. Standard finger rearticulations may be 
added to the beginning of each oscillation, "Ajikan.”

/2- Yukkuri furi yuri, slow furl yurt. Similar to ago yuri. 
2* Frequently played without the finger rearticulations, 
f becoming synonymous with above. ’’Yamato Chôshi/’

Aik
3-

Yuri shizen ni* ’’spontaneous, unaffected yuri.” Player is 
instructed to add furl techniques and rearticulating grace 
notes (yuri) at will for the duration of the phrase* 
"Monica! no Kyoku/’
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5“ Yurazu, ’’without vuri.” The note in to bo played without
5 any vibrato or r.eri-fenri pitch changee» ’’Monkal RO Kyoku*” 

$ Te yuri, ’’hand yurt J1 Similar to ana yuri (see above) » 
L, ^Igusa Reibo.11

•I
Ar pai yurt» ’’great yuri*" Extremely exaggerated vibrato*

Same as dai yuri» "Tstirukame Hondo/’

Soko yuri, "bottom yuri/’ Slow, subtle vibrato created by 
varying the pressure or distance of the lips from the 
mouthpiece* "Shoganken Heiko*"

3, Types of glissando.

A kari-meri glissando with as large an pitch interval as 
possible. The ascent is rapid, the descent is slow. 
"Kyushu Reibo <. "

Same as above. Hesasa Ha "Koku/‘

Suri, "rub or slide.” Simple glissando between the given 
notes, using both the meri~kari technique and a sliding 
motion of the appropriate finger hole. Commonly used.

Z Suri age, "slide upwards." Same as above, though always to 
V the higher pitch* "Monkai no Kyoku/1

T'
Yuri age, an upward yuri._ Glissando upward, using primarily 
the kari technique. "Oshu Nagashi/1
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A 
b £

Dandan kari nagara, "while gradually becoming kari," i.e., 
higher in pitch. r,ShiI<a no Tone."

t* 
% 
K 
A 
tv

Joio ni meru, "become slowly meri," 
"Tasogare Kyoku."

i.e., lower in pitch.

%
$

Iki yuri, "breath vuri«11 Similar to standard furl 
(meri-kari or down-up bend of the head), with a breathy 
timbre added for emphasis.

4. Repeating notes or phrases.

Borrowed from western staff notation. Standard repeat 
symbol. Usually used when more than a single phrase is to 
be repeated, including entire sections of a piece. "Yoshiya 
no Kyoku."

RapJJly repeat the previous note or notes. The context 
determines what is to be repeated, which may be an entire 
phrase. If following a single note, Indicates repeating the 
note with yuri technique. Also used with the £717 (koro) ' 
figure. Overall rhythm may vary with context, e.g., 
beginning slowly, accelerating and ending slowly. Commonly 
used. .

Similar to the above, though never more than two notes are 
involved. May also indicate a finger rearticulation 
executed simultaneously with the yuri technique. Commonly 
used.

Repeat the yuri technique the prescribed number of times 
only, in this case three times. "Yoshiya no Kyoku."
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I 
I
1 
»

“Repeating utsu.” Hit (in this case the 1 hole) rapidly for 
the duration of the note. “Yamato Choshi.”

i
li ii

Repeatedly strike appropriate hole. “Yamato Choshi.“

Indicates rapid finger rearticulations simultaneously with
* ç repeating yuri technique* “So Kyorei."

i Ç
j Ç *

X ' Indicates the exact number of repetitions to be executed (in 
this case, four repetitions). “Mushi Kuyo.”

o<•

, 4 Moe» “burn." Repeat appropriate material as rapidly as 
possible. “Asuka Reibo."

S) kai me wa hayaku, “second time faster.” Used in tandem 
y with the staff notation repeat symbol. This rule ultially 
+ applies even if not notated in the score. Commonly used.

Yukkuri to shidai ni hayaku suru, (andante poco a poco 
accelerando). Used in tandem with symbol. "Sukaku 
Reibo.” 6

t
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Shidai ni hayaku utsu, "gradually 'hit* faster." "Igusa 
Reibo."

K '

7n

I
K

iu
*■* 
4T 
10
1 
t

ft 

Shidai ni yuru meru, gradually accelerate repeating finger 
rearticulations (yuri) and bends of the head (meri). "Gyo 
Kyorei." •

Ichi utsu yon uri kggo. Alternatively hit (in this case) 
the 1 hole and rapidly open and close (in this case) the 4 
hole. This is done as rapidly as possible. "Oshü 
Nagashi."

Nin i su. "number of times optional." The performer is 
free to determine the number of repetitions. "Reizan no 
Tsuki."

Hito iki san furl san kai kaesu, "repeat three times, three 
furl in one breath." The entire phrase, which contains three 
furl, is to be repeated three times, each repetition in a 
single breath. Used only in "Yobitake, Ukétake."

19 Ju hakkai kamuri, "eighteen diadems." Refers to the rapid
-b' ynri repetition. Significance is unknown. Occurs only in

"Jinpo Sanya."
il

5. Dynamics and/or timbre.

mP' Standard dynamic symbols borrowed from staff notation. 
Commonly used.
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Standard symbols for crescendo and decrescendo* barreled 
from staff notation, Commonly used.

Dandan yowaku, "gradually softer," "Osnu b’agashi."

Akusento, "accent." The meri or lowered pitch is to be 
played loudly and with a breathy timbre. "Monks! no Kyoktu"

Shizuyaka ni, "quietly." "Heizan no TsukiJ*

Yawarakaku, "gently." Nesasa Ha "Hachi Caeshi*’’

Fuki komu, "blow, aspirate»" Blow with an intensity which 
may produce a breathy timbre, "Oshu Nagashi,"

Î

7

Ki o, kaete, "Change or transform the feeling." The 
performer is to transform the feeling or mood that he is 
experiencing while playing, This may or may not result in a 
audible change in the actual sound product. "Koku,”

b'
* 
/
9

1/

7 
X

•* Kono kyoku no kuraimakkusu de aru kara nori ki de. "because
" this is the climax of the piece, to be played with an 

excited feeling." Found in "Gyo Kyorei" only,
g)
£h
n ‘

7
4
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6. Tempo.
Hayaku, ’’rapidly.” Commonly used

jrt 
JF

Yaya hayaku, "relatively fast.” Less rapid than hayaku. 
Mushi Kuyo?'

Jo, "slowly.” Frequently refers to an entire piece or 
section. Commonly used.

Saijo, "slowest.” Same usage as jo. Commonly used

' or ”
< 
1 
t

•n
1*>

Yukkuri or yukkuri to, "slowly." Usually refers to a single 
phrase. Commonly used»

Shohayaku, "a little faster.” Usually refers to a single 
phrase, ’Vlnpo Sanya."

T,r Symbolizes ritardando and accelerando respectively. 
Commonly used.

> Otoshi, "let fall." Decrease both tempo and dynamics. To 
*1 be played "like the falling let yes in the autumn." Refers 
r to a single phrase only. "Koku."

Shizumi, "let sink." Same as otoshi. Refers to a single 
phrase only. "Renbo Nagashi."
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iruyaka ni, “loosely, gently." Refers to a single phrase 
only. "Koro Sugagaki,"

*

7
I
I
*)

a

Sukoshi nori. Increase "excitement" e.g., both speed and 
dynamics, a little bit, Refers to a single phrase only, 
"Sanya no Kyoku."

Dandan hayaku suru, "poco a poco accelerando," Refers to a 
single phrase only. "Renbo Nagashi,"

J4.
1

Yuttari to hito iki de, "deliberately or unhurriedly and in 
one breath," Refers to a single phrase only. ^Gyo Kyorei."

5

7. Meri-kari technique (refers to a single note),
b 4? Kari, karu, or ka. Raise pitch without using finger holes,

*IV* i.e., with the kari technique. Commonly used.

a X Meri, meru, or me. Lower pitch without using finger holes, 
f Hz i.e., with the meri technique. Commonly used.

'f Chu kari. Raise pitch slightly, to an interval no more and
-b frequently less than a minor second above the standard
h pitch. "Ryugin Koku."

')

Chu meri. Lower pitch slightly, to an interval no more and 
frequently less than a minor second below the standard 
pitch, Nesasa Ha "Koku."
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> Dai meri. Lower pitch as much as possible using only the 
A meri technique, usually to an interval at least à major 
i) second below the standard pitch. Commonly used.

8. Special finger positions.

Aki, "open." Used with ^0 Qga) or (hi), or (i)
F finger positions, Finger holes 1 and 2, normally closed, 

are left open. Commonly used.

7 Kazashi, "hold aloft." Fingers are held above the 
appropriate finger holes without touching them, thus 
lowering the pitch. Nesasa Ha "Shishi."

Kasazu, "do not cover," Usually used with ftp (ho dai 
meri), to emphasize dai meri instruction. Bottom finger 

»* hole must remain completely open. Nesasa Ha "Matsukaze.11

The remaining special finger positions pertain to a single finger 
position. Numbers refer always to finger holes to remain opened. The 
positions are graphically represented. in the format used in the 
fingering chart (see p.91). Given pitches are produced on a 1.8 shaku 
length flute only, >'*

Ichi san han no u, "1 and 3 hole, half opened u." The pitch 
G. Commonly used.

» A A nomi aku no u, "2 hole only opened _u." The pitch
• &Ï / G-flat. Nesasa Ha "Renbo Nagashi."
: is

e_ . *
• Tadashi u, "correct u." In contrast to ichi san han no u.•S'” The pitch G. "So Kyorei,"
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o J, Ichi shime no u, ”1 hole closed _u." Identical to ni nomi no
•" 7 —"Tori.”
oe

Tc'-i san yon han no ha, "1, 3, and 4 hole half open ha." 
The "pitch B-^flat. "Monkai no Kyoku.”

(5) X> San no e, ”3 hole e,." The pitch B-flat, "Monkai no Kyoku.11 
o

e»

San aki no i, "3 hole opened i." Identical to san no e. 
"Monkai no Kyoku,

Ichi han san go aki no ya, ”1 hole half opened, 3 and 5 
holes opened ya." The pitch C. "Banji no Kyoku."

-g
V°

Ya no goto. The pitch equivilant of jra is to be produced.
The pitch C. "Sô Koktù" ‘

8 ra 
e o

Ya no ko. The pitch equivalent of ja is to be produced. 
The pitch C, "Shizu no Kyoku,"
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xS)o 
oe•o

Ichi yon go aki no ko, ”1, 4, and 5 holes opened ko." The 
pitch D-flat. Nesasa Ha "Sanya Seiran,"

Go yon han aki no koto, "5 and 4 holes half-opened koro."
The p±tch&-flat. Kokù."

s

o 
9 
0

Ichi san no no hi, "1, 3, 5 holes hi J1 The pitch D-flat. 
"Banji."

'o’
é 
9

Yon no ya, "4 hole ya," The note is overblown, producing 
the pitch D. "Yoshiya no KyokuV1

o 
9 
9 
»

4 % Yon go no 1, "4, 5 holes i." The pitch D. "Yoshiya no 
Kyoku."

W

• Hr
6 1.

Yon go kazashi ichi hân aid no ko, "4, 5 holes partially 
covered, 1 hole half-opened ko.17"* The pitch D-flat or 
D-double flat. Nesasa Ha "Kudari Ha."

"%* 
9 
O 
e

Ichi shine ni aki no ro, "1 hole closed, 2 hole opened ro." 
The pitch D-flat or D-double flat. Nesasa Ha "Kudari Ha."
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1 o nette ya no oto o dasu, "mari the £ finger position s©
*£<*- ta J J#. MMWiniw Me*. ,i.iii»ii. ■■*i.l.rf*ÉM *-> '^ii||,mR*.- Mflh "o 7, that the pitch equivalent of %a is produced." the pitch C.
j |R -t "So Kyorei."
i (V)

9. Duration.

Borrowed from staff notation, ^ote is hold f@r a longer 
duration than usual, Commonly used,

/ Nobiru, ’’stretch." Same as above. Ccmtonly used* 
b 
ft-

Fuki nuku, "blow unceasingly." Hold note as long as
1 possible without taking a breath. îîesasa Ha "Shirabe."

10. Sections of pieces.

Jed Shirabe, "Searching J* Similar to a prelude (see p.169).
96| Nssasa Ha "Matsukaze." ’

Take shirabe, "Bamboo Searching." Same as ahitabs. 
"Shoganken Reibo."

Netori, "getting the sound." Similar to shirabe, "Shlka no
Tone." ’

Mae buki . "preceding sound J1 Similar to shira be, "Mutsu 
RéibôT7”

<r Honte, "main hand," The main body of the piece, Cc-sasa Ha
"Matsukaze."

Honkyoku, "main piece," Same as honte. "Shika no Tone."
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Dai issho (ni3hô, sansho, etc,), “section one (two, three, 
etc.). Also dai ichi gaku shô, "musical section one,” 
Nesasa Ha "Kudari Ha."

Ichidan (nidan, sandan, etc.), "first section (second 
section, third section, etc.)." "Mutsu Reibo."

Teion, "low sound." Section predominately in the otsu or 
lower octave. Preceded only by shirabe section, if at all. 
"Kyorei."

Çhûbn, "middle sound," Middle section, utilizing both qtsu 
and kan (lower and higher octaves). "Futaiken Sanya,"

Taicane, "high sound." Section played predominately in the 
upper octave (kan). Frequently the climax of the piece is 
in this section. Commonly used.

Sho; no takane (ichi no takane, ni no takane, etc.), 
"beginning takane (first takane, second takane, etc.)»" 
"Sanya no Kyoku."

Kaeshi, "repeat." The previous section is repeated.
Nesasa Ha "Hachigaeshi."

Takane kaeshi, "repeat the takane." "Shôganken Reibo."

Hachigaeshi, "returning the bowl." Frequently the iInal 
section of a piece. (See p.54). "Shôganken Reibo."

Gin, "singing." Meaning in context unknown. Found only in 
"Gyo Kyorei. "
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Mu subi, "wrap up." Often the final section of a piece* 
Nesasa Ha "Matsukase."

Tsuyu harai, "clear out the dew," Ithere present, always the 
final section of a piece, even after musubi. The co~.“on 
meaning of tsuyu harai is % "herald" or "pioneer."

Fuki tome, "cease blowing," The concluding section. "Shika 
no Tone."

, Miscellaneous elements of notation*

Otsu, lower octave. Found in almost every piece.

Kan, upper octave. Found in every piece.

Dai kan, "great kan." The octave above kan, produced by 
overblowing and with special fingerings. Ho dai kan ) 
is not an octave above ho kan, rather a ninth above ho lean, 
"Ryuhei Chô."

Ho dai kan (u dai kan, etc.). Symbolizes dai kan, "Ryûhéi 
Cho."

Kan de mo ^oi, "kan is also all right." The performer may 
choose which octave to perform. "Shinya no Kyoku

Hi to iki de, "in one breath." The notes .indicated are to be 
performed in a single breath. Commonly used.
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Same as above, Cg^oniy used

Marubeku hito iki de, "in one breath if at all possible,1*
MTh^fasashi.1"""

Breath mark, Found in every piece,

Tamane, ’’ball sound,” A technique similar to flutter 
tongueing. Nesasa Ha "Koku.”

Go, “compare.” The previous technique (special fingering, 
rearticulation, etc.) is to be repeated. Neaasa Ha "Hachi 
Gaeshi."

Tsugir1, Name of a particular pattern of notes Involving 
the central note fu. Nesasa Ha "Shirabe.11

Used in duet pieces. The notes between the parentheses are 
to be played by a single player rather than in unison, 
usually the second player, "Igusa Reibo.”

Oto gashira, "head sound," A part played by performer 
number one. Found only in "Shika no Tone."

Jo on, "assistant sound." A part played by performer number 
two. Found only in "Shika no Tone."

Ren, “together." A part played by both performers. "Igusa 
Reibo."
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San £112. (julESJH» etc.), "three minutes (eleven minutes, 
etc.)" The time in which a piece should be completed, 
implying a correct tempo for the piece, 'tesasa da 
"Shirabe." 

H

«81 
4 
t

ghika no nakl oto, “the sound of a calling deer." ""eizan 
no Tsukl,"

4

vf *L

Yobi wa otsu de fukn, uke wa kan de fuku, "yobi performer 
plays in lower octave, uke performer plays in upuer 
octave." Found only in "Yobi Take, Uke Take, Gutai Kyoku."

Matsu mushi, hlgurashi, suzumtishi, "a kind of cricket, an 
evening cicada, a ’bell-ring’ insect." Indicates the 
symbolism of certain musical phrases. Found only in "Mushi 
Kuyo" (The Prayers of the Insects).

Tomare, "stop." Denotes the end of a piece. Found at the
end of every piece.
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4.4 The use of staff notation and resultant changes in the shakuhachi 

tradition

Despite the shakuhachi honkyoku being largely an aurally 

transmitted music, notation of some type is commonly used by most 

shakuhachi players. All shakuhachi notation systems were developed by 

shakuhachi performers to symbolize certain aspects of the process of 

performing the then existing music. However, in addition to these 

shakuhachi-specific systems, today many of the most experienced 

performers of Chikuho Ryu and other ryü frequently use western staff 

notation. Many of the changes in the shakuhachi tradition which have 

taken place since the Meiji Restoration, including changes in the 

Chikuho Ryu tradition, are related to the technological differences 

between notation systems specific to the shakuhachi and staff 

notation. These changes are not only limited to the performance 

practices of the honkyokn. They are evident in symbology and 

aesthetics, in playing techniques, in instrument construction and 

repertoire, and in social context and pedagogy. The following 

discusses the differences between traditional shakuhachi notation and 

staff notation, and changes in the shakuhachi tradition which have 

occurred in part by these differences.

After the Meiji Restoration and with the help of such Westerners as 

Luther Whiting Mason, western music and its staff notation system were 

introduced into Japan’s compulsory education systêïs as part of a large 

concerted effort to westernize the country (see May 1963). By the 

early part of this century, most of the music being composed
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and performed in Japan, including newly composed shakuhachi pieces was 

written in staff notation,

, This section examines two major differences between traditional 

shakuhachi notation and staff notation, first by looking at fingerings 

and pitch, and then at the exclusivity in the use of traditional 

shakuhachi notations. Finally, effects that the adoption of staff 

notation for shakuhachi music has had on the shakuhachi tradition are 

considered. Because all traditional shakuhachi notation systems are 

similar in concept, conclusions derived from a study of one system, in 

this case that of the Chikuho Ryu, can be applied more broadly to the 

tradition as a whole.

In staff notation as promoted by the music educators in Meiji 

Japan, a primary function is to inform the performer of a given note 

representing the specific pitch to be produced. Of course, there are 

some exceptions, such as the resultant pitch intended for the b-flat 

clarinet and other transposing instruments, pitch and timbre for •*’ 

harmonics on the violin, and the timbre of alternative fingerings on 

the western flute. However, staff notation as adopted by Japan was 

predominantly product-brie:1, .ed, with the representation of a specific 

pitch to be produced, and its duration, being a main function.

In contrast, traditional shakuhachi notations function more as a 

tablature than a sound product notation. Fingerings are intrinsic to 

traditional shakuhachi playing and its notation. Yet most of the 

English language literature on the shakuhachi treat the katakana of the
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notation systems as symbols of pitch (Malm 1958:270; Berger 1969:34; 

Keeling 1975:69; Stanfield 1977:85; and Gytzwiller 1983:246*). And, 

in fact, today many Japanese shakuhachi teachers and instruction 

manuals imply the same, an indication of how thoroughly concepts of 

staff notation have intruded into the shakuhachi tradition.

Before the Meiii Restoration, the specific length of a shakuhachi 

was not considered important (Gutzwiller 1983:243). Today shakuhachi 

are made in a number of lengths, most commonly ranging from 1.6 shaku 

(one shake - 0.994 ft.) to 2.4 shake. When performing honkyoku, it is 

usually unwritten tradition that determines which length shakuhachi is 

to be used. Some honkyoku are considered best played on a standard 

length 1.8 shaku flute.% Other honkyoku are thought to sound better 

on a longer flute, though how much longer is seldom specified— a 2.1

*Both Stanfield (1977:85) and Berger (1969:34) describe 
traditional shakuhachi notation as tablature, Stanfield also states 
that shakuhachi notation "refers to a specific fingering rather than a ..
specific pitch" (1977:90). However, more central to Stanfield’s •*" 
discussion of notation is his statement that of the three groups of 
symbols forming, the entire notation vocabulary, the first and second .
groups denote pitch and pitch repetition respectively. The third group '
consists of diacritical symbols (1977:85). Berger likewise states, 1
"The characters used in determining pitch for the shakuhachi in actual .»
notation are variations of katakana" (1969134). This ambiguity ,
concerning the centrality of fingerings versus pitch in traditional J
shakuhachi notation reflects how strongly the bias toward pitch ■
inherent in staff notation influences the conceptualization of other «
notation systems, 4,

2fhe term shakuhachi means one shaku, eight sun (one sun = ,
0.1 shaku), the length of the "standard" instrument. There is evidence 
to suggest that in the T’ang Dynasty, 1.8 shaku was related to the 
length of a particular bamboo tube used to generate the pitch 
Huang-chung (Yellow Bell). The pitch of the Huanp,-chung was critical 
because it represented the harmony between the dynasty and the Universe 
(Stanfield 1977:38). It is interesting that the name shakuhachi is 
derived from a concept of pitch that is in one respect more absolute 
than that of the western tempered scale, yet in the "main music" of the 
shakuhachi, the honkyoku, both fundamental pitch and intervalle 
relationships can be relative.
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shakuhachi will do as well as a 2.4 shakuhachi. In contrast, recently- 

composed pieces, especially those for ensemble performance, do specify 

the length of the instrument,

However, whether length of shakuhachi.is specified or not, the 

referent of the katakana is fingering, which remains constant in the 

notation. For example, the notation symbol, fu ("/), means all holes 

closed regardless of the length of the instrument used. On a standard 

1.8 shakuhachi, fu in the lower octave is approximately D-natural above 

Middle C, while on a 2.4 shakuhachi, fu is A-natural below Middle C. 

Fu could be any pitch at all, including those which do not exist in the 

western tempered scale, depending upon the length of the shakuhachi.1

However, in Chikuho Ryu honkvoku notation, the katakana on occasion 

do represent pitch rather than fingerings. These discrepancies almost 
always occur with the symbols u_ (^) and ru (It/). Frequently, following, 

a ru, U is used where the fingering ru-meri is actually required. ÏJ 

and ru-meri produce the same pitch (on a 1.8 shaku flute, the pitch is' 

approximately G). According to Chikuho II, _u is used to remind the 

player to "bend" the ru-meri enough to produce the pitch equivalent to 

u,. Another discrepancy found in Chikuho Ryu notation involves the 

symbols tsu (E-flat), ho-meri E-natural), and ho-dai-meri (Sfe ) 

(E-flat). Ho-meri, or ho-dai-meri are used while the fingering 

actually used is tsu (see Appendix F).

In the case of ho-meri, both the actual fingering and the resultant 

pitch do not correspond to the notation. The difference between 

ho-dai-meri and tsu is that the latter uses the bottom finger to help

^•See Chapter 1 regarding the problems of equating fingerings with 
pitch.

116



"bend" the note to the correct pitch# while the former does not. In 

the piece, "Chôshi," ho-dai-meri is played as notated whan the bottom 

finger is required to be off the bottom hole in order ta hit the bottom 

hole for articulation, When such an articulation is not required,. tsu 

is substituted instead of ho-dai-meri.

These and other examples in Chikuho Ryu notation of symbols not 

corresponding to the actual fingerings used are exceptions. They are 

reminders of a particularly difficult or important technique, or in 

some cases, according to Chikuho II, are simply the result of 

inconsistencies between transcribers or transcriptions of different 

times. They are not contrary evidence that fingerings are more central 

than pitch in the notation*

The greater importance of fingerings than ^itch in playing the 

honkyoku could be marginally related to the Zen philosophy of process 

being more important than product (Gutzwiller 1974:141), The komuso 

may have considered that the manner of producing a certain pitch was 

more important than which pitch was produced. They also placed great 

importance on the timbre of a given tone in honkyoku (Blasdel 1934), 

and consequently greater importance on specific fingerings. Different 

fingerings are used to produce different timbres for the same pitch; 

conversely with the same fingering, different pitches with different 

timbres can be produced with meri-kari or note-bending techniques.

Another major difference between staff notation and traditional 

shakahachi notation is'the contrast between the universality of trie 

former and the exclusivity of the latter. Traditional shakuhachi 

notation systems are not only specific to the instrument, but are even 
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exclusive to the ryu as well. Though the main principles of notation 

in all ryu are similar, each system differs in detail. Among the ryu, 

different symbols are assigned to the same fingerings or time 

duration. Symbols—and even their meanings—in the notation of one ryu 

may not exist in another's notation. Because honkyoku were transmitted 

orally for many generations, often, in a secretive manner, pieces of the 

same name exist in quite different versions among the various ryu. 

Playing techniques peculiar to a ryu were symbolized in its notation 

system. Many shakuhachi players cannot read the notation system of 

another ryu, Normally, to learn to do so, one must first learn the 

techniques of the other ryu.

In general, a composer who uses a specific traditional shakuhachi 

notation is a member of that particular ryu. Otherwise he would not 

possess the familiarity with the system needed to notate in it, or even 

compose for it. Because affiliation with more than one ryu was 

strongly discouraged—and to some extent is today—and to the extent *' 

that only pieces written in traditional notation are available, 

performers are limited to the reperoire and compositional talent of a 

single ryu.

The shakuhachi tradition has undergone a number of changes since 

the Meiji Restoration. The Zen-inspired honkyoku repertoire is the 

most representative of shakuhachi music of that time. It was, and 

ideally is, a process-oriented exercise in spirituality, in which the 

sound product is not as important as the physical and mental state of 

the performer. We may hypothesize that ideally honkyoku were composed 

so that the physical act of performing them would be conducive to a
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State of concentration, contemplation and possible enlightenment. The 

oldest, most venerated honkyoku, especially those versions considered 

least changed, contained fingerings chosen not- only for the variety of 

pitches and timbres they produced, but for their difficulty and the 

concentration and breath control needed to produce them (Sanford 

1977:434).
As western notation became widely used in Japan, many shakuhachi 

players very likely began transferring the western emphasis on pitch 

onto the traditional notation of the honkyoku; how the shakuhachi 

performer placed his fingers on the holes of his bamboo becoming less 

important as he became more concerned about the pitches coming from his 

bamboo. As performers began to conceptualize pitches rather than 

fingerings in the symbols of their honkyoku notations, the essential 

function of process may have begun to be overshadowed by the sequence 

of definite pitches in the product. The shakuhachi would have then 
become less of a hôki «te- ; a religious tool) than a gakki dhtt* 

a secular musical Instrument). Familiarity with pitch-oriented staff 

notation may have changed the performers conception of their own 

traditional notation, and thus changed a function of the music.

Whether this was the case or not, only after the introduction of 

western music and its notation did "good" intonation in honkyoku become 

widely associated with a uniform standard. Yokoyama asserts that there 

has always been a definable standard of intonation in the honkyoku 

(Yokoyama 0C1985). He argues that all other traditional Japanese music 

genres used a standard of intonation similar to each other, which was 

for the most part based on Chinese intonation, which was in turn 
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derived from natural phenomena, i.e>, the theory of blown fifths. The 

earliest players of shakuhachi had this model of intonation in their 

subconscious when they made their instruments and composed honkyoku. 

It was onl] 3 difficulty in constructing and blowing a shakuhachi 

with a correct intonation which led to variations in intonation being 

accepted by certain players and ryu. Skillful shakuhachi players, 

according to Yokoyama, have always had a uniform standard of 

intonation, though these players were in the minority.

Nonetheless, intonation other than that of the tempered scale can 

still be heard, especially among ryu associated with the Myôanji 

tradition, including Chikuho Ryu. Ironically, these ryu consider their 

playing of the honkyoku to be less changed by secular influences than 

renditions by members of Kinko and Tozàn Ryu, a claim supported to some 

degree by historical fact (Sanford 1977:431-433). In at least one 

case, it appears that varient intonation may reflect cultural 

compartmentalization; Chikuho II, a respected player, performs modern •* 

compositions following the conventions of equal temperment, .yet he 

consistently performs the honkyoku of his ryu with a clearly 

non—western intonation (Chikuho II 1970). It is difficult to make 

aesthetic comparisons when the "aesthetic rules" differ.

However, in the performance of staff—notated compositions, 

performer of different ryu are more easily compared—the technical 

ability of the shakuhachi players being the criterion for comparison. 

Differences which were specific to one sect become less noticable in 

playing techniques in honkyoku. Thus the use of staff notation has had 

a unifying effect on many of the shakuhachi ryu while at the same time 
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further alienating more traditional ryû which retain thr-ir c.wa 

standards of interval relationships. This is true especially with sweh 

ryg as the present-day Meian Ryu, which plays only honkynkn of the 

komuso. Such alienation is not as apparent among the members of 

Chikuho Ryu because of the relatively large number of modern piece# 

that have always been readily included in its repertoire*

Another notation-influenced change in the ahakahacht tradition ia 

the development of instrument making as -a spscxali^fid skill, 

particularly in producing correctly pitched instruments. Xu the days 

of the komuso, most dedicated shakuhachi players could also make their 

own instruments (Kono OG19S2), though there were players such as Kokyo 

(ca. 1785) who were especially famous for their instrument-making 

(Sanford 1977:433), Today almost all shakuhachi are purchased from 

professional makers. As pitch becomes more important in playing the 

shakuhachi, particularly because of the influence of staff notation, 

players demand instruments that are more consistently voiced* This 

turn demands more skill in construction—or at least a different 

emphasis in the skills of a maker. Some craftsmen now use electronic 

tuners and employ other innovations in making shakuhachi.

Much music written in staff notation is not idiomatic to 

traditional shakuhachi techniques » Consequently more demands are made 

on a player who attempts to perform both traditional and contemporary 

music, The successful professional performer now needs more practice 

time, and perhaps more talent, especially because standardization in 

intonation induces more competition. At present, it is difficult to be 

both a fine maker and fine performer of shakuhachi.
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The universality of staff notation has also esconraged change orang 

the composers of music for the shgfeteM* ‘fosie na Gtaff ncta:»<a can 
be written by any musician, who need not belong to a partisoiar OS* 

, , composer ray not be at all tel liar with any traditi-tpal notation

T syStem of the instrument or even the inocrment itself to write for the

shakuhachi.* Similarly, music in staff notation con be road by

! anyone familiar with it. For the first timo, there exists a repertoire

of shakuhachi music unaffiliated with eny particular rgs. father than

' being separated by affiliation, performers ore ieing separates Into

; those who can and those who cannot read staff notation. The osa of

- staff notation also allow# a player to experiment with nuaic net

■ written specifically for his instrument. For example, in 1Q70.

i #1% fc. (Muraoka Minoru), a well-known performer now in his

j sixties, was recording such pieces us "Talco Five" and Scarborough

V Fair" (1970). ..
A

Because music written in staff notation is not the property ot any

? one sect, the social importance of. the ryo is diminishing in proportion

to the increased use of staff notation» If one wishes to play a 

particular honkyoku, one usually seeks out whatever ryu "possesses"

c it. One feels an obligation to the ryu because of its function in

perpetuating the valued honkyoku front generation to generation, and an 

obligation to the teacher for adding "flesh" to the skeletal honkyoku»

* Because music written in staff notation is not the property of any

i one sect, the social importance of the ryu is diminishing in proportion

। ^-Examples of composers who have written for the shakuhachi
i without extensive knowledge of the instrument are Takemitsu Torn and
• Henry Cowell,
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to the increased use of staff notation. If one wishes ta play & 

particular honkvoku, one usually seeks out whatever rve “p^eessen" 

it. One feels an obligation to the ryu because of it5 function in 

perpetuating the valued honkycTm froin generation to generation, and as 

obligation to the teacher for adding “flesh* to the skeletal hankycfel 

notation. Much less obligation is involved when perfoming itusfc 

written in staff notation. Many teachers d& not or casaot play 

staff-notated compositions not associated with their ryû. The student 

must then learn from the written music, at fro a listening to a cassette 

recording, in many cases by a performer of a différant run and playing 

style. In doing so, the student does away with both ryu and teacher in 

what formerly would have been a most disrespectful assertion of 

self-reliance. The shakuhachi teacher becomes more like his western 

music counterpart: a single individual who represents only one—i.e., 

his own—interpretation of a work, and whose influence on the student 

is largely a function of his own talent, rather than a rigid •*

father-figure whose unquestioned authority is based on a long lineage 

of shakuhachi patriarchs.

It must be added that changes in a musical tradition are rarely 

precipitated by only one cause or event. Many of the changes discussed 

in this chapter began occurring before the introduction of staff 

notation- into Japan. For example, shakuhachi players began paying more 

attention to relative pitch as soon as they became members of the 

sankyoku ensemble, which they did almost two centuries before the MeiJi 

period (Kamisango 1974:18). However, even today it is the custom for 

the stringed instruments of the sankyoku ensemble to tune to a pitch 
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produced by the shakuhachi. I believe that the notion of absolute 

pitch did not enter the consciousness of most shakuhachi players uiitil 

after the introduction of Western music through staff satatioa»

Likewise , the shakuhachi seemed to have been played by commoners in 

secular settings, such as in minyo or eankyoku ensembles» since the 

early Edo period (Kamisango 1974:18). Naturally, the instrument in 

those cases had already become a gakki, a secular musical instrument, 

under no influence from the introduction of staff notation into Japan. 

Nonetheless, one can assume that there were sincere practitioners of 

suizen, blown Zen, throughout the Edo period and later, who considered 

their instrument to be a hoki or religious tool. As suggested above, 

for these shakuhachi players, the introduction and widespread use of 

staff notation in Japan may very well have altered the concept of their 

music, the honkyoku.

Chikuho Ryu has attempted to diminish effects of staff notation 

which might be adverse to the Ryu by transnotating modern compositions*' 

into its notation system as they become popular. This policy was 

followed from the very beginning of the sect, with th? transnotations 

of koto-shakuhachi duets by Miyagi Michio.^ The most notable modern 

example of this is the piece, "Chikurai Go Shô," written in 1964 by 

Moroi Makoto. Moroi composed this piece for Chikuho II in Chikuho Ryu 

notation, so it is natural that a number of Chikuho Il’s (and 

consequently, Chikuho Ryu’s) performing idiosyncracies have become a 

part of the composition. However, the staff-notated version, a

^■Chikuho I also performed with Miyagi a number of times, the first 
time being on November 23, 1923 (Taisho 12) in Osaka (Chikuho Ryu 1971:13) 
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transcription of Chikuho Il’s performance by Tsukitani and corrected by 

the composer (Moroi 1968;9), contains far less of these idiosyncrasies 

than are in the original Chikuho Ryu notation. Besides transnotating 

pieces into Chikuho notation, many Chikuho Ryu teachers, including 

Chikuho II, also readily use and encourage their students to use stuff 

notation if no Chikuho Ryu notation exists.

It is, however, possible to speculate that a reason Chikuho Ryu is 

today one of Japan's smallest shakuhachi sects is the ryu’s definite 

lack of the sense of "closed policy" under Chikuho II. This "closed 

policy," which pervades Tozan Ryu and some of the larger subsects of 

Kinko Ryu, discourages any student who might wish to learn notation 

systems other than his own sect’s, or to study and especially perform 

anything not in the ryu’s official repertoire. Studying with any 

shakuhachi performer not having the student’s original teacher's 

blessing, which almost always meant belonging to the teacher’s ryu is 

also almost universally regarded with disdain among the teachers of the 

larger ryu. Such a protectionist attitude may not encourage musical 

creativity in the western sense, but it does tend to foster a sense of 

belonging and discourages defections, two characteristics which 

increase the membership of any organization.

In summary, the introduction of staff notation has resulted in a 

change of orientation from fingerings to pitch, and a change from 

exclusivity to universality, which is affecting the shakuhachi, its 

music, tradition, and performance practices. The technological 

development over a hundred years ago of the shakuhachi—specific 

notation systems also induced change in the originally aural tradition, 
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though in what ways and to what extent is difficult to surmise > 

However, the use of staff notation is a more recent occurrence, 

therefore its influences on Che shakuhachi and its tradition are more 

easily seen. With pitch superseding fingerings and universality 

superseding exclusivity, a secular concept of the music is superseding 

further a religious practice, and individual performers possessing 

similar technical and aesthetic values are superseding teachers 

affiliated with distinctly different ryïï. Chikuho Ryu has attempted to 

minimize some of the adverse effects. However, because of reasons 

besides that of staff notation, its membership remains small in number.

This chapter dealt with the written tradition of Chikuho Ryu 

honkyoku. The following chapter will treat thy aurally transmitted 

elements of the Chikuho Ryu honkyoku tradition.
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chapter v

THE AURALLY TRANSMITTED TRADITION

5.1 Aurally transmitted performance practices

Though notation for the shakuhachi (or* more specifically# far the 

hitoyoRiri) has existed since 1608 (HHJi888) % it is plausible that seme 

type of notation was used even earlier. In any case, now teachers of 

all major rvii utilize honkyoku notation, Nonetheless* the honkyoku has 

always been and is still considered largely an aural tradition* I 

purposely use the word "aural” rather than "oral” here* Much of what 

is involved in performing honkyoku is neither notated in the score, nor 

systematically taught by the teacher* Fingering techniques, dynamics, 

timbre * and phrasing integral to the teacher’s performance are 

frequently left unmentioned. The burden of communicating and 

assimilating much of the performance practices is therefore placed on 

the student s ear. ,

The shakuhachi student must rely heavily on listening to his 

teacher’s performance and verbal instructions in order to learn all 

that is necessary to perform the music correctly. Chikuho Ryu notation 

is typical honkyoku notation in its skeletal representation of the 

final sound product. It presents much less prescriptive instructions 

for the performer than does typical staff notation. The same can be 

said of all shakuhachi honkyoku notation.

Despite the seemingly large vocabulary of notational symbols used 

in Chikuho Ryu honkyoku notation, it remains largely neumatic in 

character. In fact, many of the symbols in the notation are modified 
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or disregarded altogether in actual performance. The student learns 

quickly not to rely on the notation alone. Performance practices which 

are transmitted aurally include rhythm, especially pauses» timbre, 

dynamics, vibrato, and grace notes.

Standard Chikuno rhythmic symbols are used in Chikuho Ryu houkyoku 

notation. In other music such as sankyoku, these symbols have precise 

meanings: one beat, or one half-beat, or four beats, etc. However, 

almost all Chikuho Ryu honkyoku have no meter and no discernible beat, 

"employing temporal values not derived from a basic unit,11 i.e.» free 

rhythm as defined by the Harvard Brief Dictionary of Music (1960:248), 

The rhythmic symbols in Chikuho honkyoku notation serve only to 

marginally indicate rhythms. The durations of notes depend more on 

their context than the rhythmic notation itself. A quarter-note may be 

held longer than a half-note yet shorter than an eighth-note in the 

same piece. Values for rhythmic symbols may be inconsistent from piece 

to piece, within a single piece, and even within a single line of ' 

notation.

The student learns how long to hold a given note first by hearing 

and then imitating his teacher's performance. As more of the 

repertoire is studied, durations begin to suggest themselves to the 

student, because of the frequent recurring of melodic patterns in the 

honkyoku. 1 Hopefully, the student learns that, certain notes"yre held 

a certain length in certain contexts, regardless of the given rhythmic 

symbol. In fact, in some cases, the rhythmic symbols should be ignored

^■Called tonal cells by Gutzwiller (1983:122), senritsukei 
by Stanfield (1977:127) and a host of other names (see Stanfield 
1977:180), these recurring patterns will be discussed in chapter 6.
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altogether. However, before this ability to '’press’* rhe rhyttstc vs)uo 

o£ çhe notes, the student must aurally assimilate noth o; she 

repertoire, listening to performances of hits teacher anl other centers 

of the ryu.
The rhythm of.Chikuho .honfeyoku 19 "free” only in the absence of a 

discernable beat» It would be incorrect to assura© that a perfor&er is 

free to take major liberties with the rhythm» There io 3 "right” 

rhythm to each note, or at least a range of acceptable duration. Some 

Chikuho honkyoku scores go to the extreme of specifying the length of 

the piece in minutes and seconds; e.g. "Shoganken Reibo,” "Nesasa 

Shirabe," "Nesasà Tori J* "Nssaea Kadotsiike,” and "ïlecasa Sagari Ha J' 

If one really “knows" a piece# one should be able to perform the piece 

consistently in the stated number of minutes and seconds.

The duration markings contradict the idea that the player's 

individual breathing pattern helps create the phrasing and rhythmic 

flow of the honkyoku (Samuelson 1984). The timings were not always ‘ 

part of the scores, but were added by Chikuho II sometime after he 

became letioto in 1967, They may reflect a standard of Chikuho Ryu only 

in as much as Chikuho II was iemoto and principal performer of that 

standard.

Chikuho Il's timings also seems to contradict the Japanese concept 

of time as stated by the expression, zettai no ma ( vf J

absolute timing. See Yokoyama 1985:217-230). Zettai no ma. is an 

almost unobtainable ideal, absolute but not necessarily constant.

Zettai no ma relates more to the physical, emotional, and mental state 

of the performer at the moment of performance than to a measurable 
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duration or musical technique. Specifying OR exact number of cerends :n 

vhich a honkvoku must be performed disregards the ainguUrSty of each 

performance experience.
Chikuho II would probably justify his tioisgs by comparing then to 

all of the other indicators of duration la the Chikuho henkyoku score. 

The symbols do have specific values, but is» this case are cffiant to Ve 

only general guidelines. Also, in learning a honkyoku» a student must 

first imitate his teacher as closely as passible. After the material 

is aurally assimilated, then the student may deviate from the teachersa 

model çSee p.147). Chikuho II plays the pieces in the given timing, 

and initially the student should strive to do the same.

Pauses or spaces between notes are particularly important in 

performing the honkyoku. The attention given to the nonmounded 

portion of honkyoku springs from the concept of ma (in this case, 

meaning space) which pervades Japanese visual art, architecture, 

theatre, and other areas of traditional Japanese culture. Because the1’ 

phrase is the basic unit of the honkyoku, particular care is given in 

"performing” the space between each phrase. Rests of one—half beat, 

one beat and more are used in honkyoku notation to indicate the 

occurrence and general length of the spaces. However, as with the 

duration of the notes themselves, the performer lengthens, shortens, or 

entirely ignores the rests, depending on the context in which they are 

found.

Rhythm, then, is learned aurally by imitating the teacher's 

performance, The more honkyoku one learns, the more of contextually 

determined durations one recognizes, even if they are not notated.
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Other durations may be varied consciously with each performance.- In 

t-he honkyoku, "Shoganken Reibo '* found in the recording, "Suizen," 

(Chikuho II 1974), a phrase occurring twice in the piece is meant to 

be played so that the performer is completely out of breath by the last 

note. How long the phrase is played is not important. Depending on 

the condition of the performer, the actual duration of the notes and 
l;" ' i 

pauses in the phrase will vary. -

Few timbre changes are notated in Chikuho honkyoku scores. As with ■

rhythmic durations, certain timbres are consistently produced in 

certain contexts. For example, a breathy, non-pitched timbre is common

at the beginning of phrases (See transcripts, especially Chikuho II and ■/

Uemura). Furthermore, the physical characteristics of < 3 instrument 

determine the timbre of some fingerings. Timbre differences between 

meri and kari techniques illustrate this. Pitches not produced by the 

five finger-holes require a downward blowing into* the mouthpiece, and 

in some cases, the simultaneously partially closing a finger-hole. Thé

timbre of meri and kari notes are innately determined by the way they ,

are produced. Blowing downward into the shakuhachi, i.e,, the meri
■$i I 

technique, precludes anything but a muted,, nasal timbre. j| 
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1The timbres resulting in meri and kari techniques,1 are very i:

important in the playing of Chikuho honkyoku, though they are never ,

specifically notated in Chikuho Ryu scores. However, the techniques V

themselves are always either expressly notated, such as ho-meriife? , 

and ya-meri 5^ , or implied by the fingering symbol. For example,

Î-The meri-kari timbres of the shakuhachi honkyoku are considered 
an aural representation of the philosophy of in-yô (yin-yang), and are 
consequently considered more important than the other timbres.



tsti vl is always played meri; o. in ko .0 ro fu *3^07 and i # 

are always played kari.

Other common timbres must be produced ay the Chikuho Ryu honkyoku 

performer. However, they are usually not notated in the score, but 

must be learned aurally from one's teacher. They include:

Sasa-buki ; bamboo grass, to blow): a raspy

slightly breathy timbre said to symbolize the sound of a gentle breeze 

blowing gently through a small patch of bamboo grass,

Mura-iki ( : thrashing breath): an explosive,

extremely breathy overblown timbre said to symbolize the sound of a 

strong wind whipping through a large stand of mature bamboo,

Hon-ne f main sound): a focused, slightly nasal sound

which is almost always produced when playing any of the open-holed 

notes, i.e,, fu, ho, u, e., ya, and 1 ( 7 . it* . d » T ,■ Ÿ , and 
p-

Fuki-komu dtijU:» blow - concentrate): A loud, concentrated1' 

attack at the beginning of a phrase, often lasting through several 

fingerings. The actual sound product is almost indistinguishable from 

mura-iki, Examples of fuki-komu are fou u in r'0shu Nagashi," an okuden 

level Chikuho Ryu* honkyoku.

Examples of specific fingerings with standardized timbres include 

the fingerings ru-meri (%/), tsu ( ), and tsu-meri ), which are

almost always played with sasà-buki. The fingerings i, (^ ) and jh_ 
( b6)» are usually attacked with mura-iki. In a number of pieces, 

including "Monkai no Kyoku,” and "Yoshiya no Kyoku," the fingering ko 

( 7 ) or S2. ( 3^) when sustained, is given the timbre of mura-iki. The
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F-imeriné i ( Z ) especially when played in otsu (the lower octave), is 

usually given an airy, unfocussed timbre, contrasting with the butane 

timbre of kan or upper octave fu ), its enharmonic equivalent, 

Otsu fu is frequently played with the same nasal sound# especially at* 

the final note of a phrase or composition.

Timbre changes may occur on a single, sustained note. Otsu fu 

£re5Luently begins in a soft# rounded timbre, changing in*».s' 

loud, extremely nasal bon ne, returning to the original timbre as the 

note is concluded. T ( 4 ) might begin with murà^tici, but soon loses 

most of its breathiness. Most of these often subtle timbre changes are 

learned aurally from the teacher and other shakuhachi players.
However, personal preference, the player’s ability, and/or the quality 

of his instrument also determines timbre in the honkyoku.

Several honkyoku have a predominant timbre, usually relating to a 

programatic theme. In the Chikuho Ryu version of the famous honkygku, 

"Shika no Tone,” (’’The Call of the Deer”), sasa-buki is played in many'" 

of the phrases. Chikuho II taught that this timbre evoked thé latent 

sexual energy of deer in heat and the unpolished roughness of nature 

itself. In "Ryuhei Cho” (’’The Dragon Piece”), mura-iki is used to 

imply the power and mystery of the dragon. The piece, "So Kyorei" (a 

version of ’’Empty Bells”) is played with a purity of sound that is 

evocative of the ringing of a bell.
Usually, the dynamics of a piece are neither indicated in the score 

nor verbally by the teacher. As stated earlier, standard dynamic 

markings as used in staff notation are found in certain Chikuho scores, 

but only at the most conspicuous places, or where unexpected dymanic
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change occurs. Most of the subtle dynamics of the 3re learned

through the imitation of one’s teacher over repeated lessens. The 

skillful use of dynamics, or the lack of dya-rac dwges is =3 nsjor 

indication of the performer’s ability, or inesperiencp,

•the timbre of a note may deteraino whether it is played loudly 4r 

softly. The forceful muna-ikl and the pointed ton ne are loud by 

definition. Sasa-bujci. la softer than mura-iki. as with  

mura-iki., is played loudly. Kari notes are lender than mpri notc^. 

Dynamics will also change during the duration of a single note. Kost 

often, a note will begin with a crescendo and followed by a decrescendo

/, to its conclusion. In a few pieces, such as- "Hack! Gaeshi” and "Shian n

no Kyoku," notes will end abruptly in a crescendo, especially the 

fingering, i ).

Though the most common dynamic pattern for the phrase is also one 

of a<i overall crescendo-decrescendo, phrases will frequently contain 

several such patterns. These smaller dynamic patterns usually ’* 

correspond with the rearticulation of a single fingering. Less common 

is a single note which is suddenly accented (sfs) within a phrase.
I-.

(example: "Hifumi Cho” and îfesasa fe "Koku") gf
l‘k 

Vibrato is an important element in the performance of Chikuho «
;E 

honkyoku, The closest equivalent term used by Chikuho players is f

yurt. The term, yurt, far from being unique to the shakthachi, is used -

J in a number of Japanese musical genres, including gagaku and noh
X. (HHJ:1015). In Chikuho Hyu notation it may be written with the

character denoting the word yureru (<3 ), which can mean: ”to shake, 

sway, rock, swing, tremble, quake, flicker, jolt, roll, or pitch”
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(Sanseido 1979s550), though in other notation, s%eh as that, st the 
hichiriki, it is written with the character, A » as ako 

pronounced yurt, but whose mewing is not applicable Cteasan. casce, 

significance” (Nelson 1974 $60), Th«j shafoihaçhl pertasrar cay feel thiÆ 

all of the definitions of the first character co&ld apprapnotely 

describe the varied vibrato techniques of the Vibrato 7

be quite small and subtle, or may encompass nearly o cajoc oocg^ .-
accurately comparing with the trill. Vuri vhUh cay begin by 

oscillating between a major second, for cxanplo. between she fingerings 

ru-kari ( A-natural1 on a 1.8 shakuhachi) and recent (

A-double flat on a 1*8 shakuhachi), gradually changing into a small 

vibrato on a single note, in this case rn. ease thing occurs csto 

frequently between a minor second, for example, between the fingerings 

tsu ( u/ E-flat on a 1,8 shskuhachi) and tsu-cari (IMouble flat on a 

1,9 shakuhachi); or between i. ( B-flat on a 1,3 ahakuhachi and 

i-meri ( B-double flat on a 1.8 shakuhachi). Yuri say also involve? 

upper neighbor tones, for example between ru and ni«*kari, evolving into 

a vibrato on the single note ru. Such trills may be notated with the 

symbol , but are more frequently learned aurally.

A more typical vibrato, occuring on a single sustained tone, is 

notated with the symbol, . However, only the scores of more 

recent transnotations of honkyoku use this symbol (eg., "Koku”). The 

majority of Chikuho Ryu honkyoku scores do not notate this type of 

vibrato.

1-See p.3-4 regarding pitch and fingering symbols.
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Uns of the most noticeable characteristics of Kinko honkyoku 

performance is a steady vibrato on the majority of the sustained 

notes. In the Meian honkyoku tradition, vibrato is almost never 

employed; it is considered an unnecessary technique which hinders the 

enlightening power of the unadulturated sound of the bamboo (Shodo 

0C1985)* Ghikuho II uses more vibrato than the performers in other 

^elan-derived sects, but less than most Kinko players use. However, 

recordings of performances of Ghikuho I have a steady vibrato very 

similar to that found in Kinko performances. Perhaps more discretion 

is given the Ghikuho player in performing the vibrato technique than in 

either Kinko or the other Meian Ryu.

Ghikuho II, whose performance has been considered the standard of 

Ghikuho Ryu since the mid-1960s, utilizes a number of types of 

vibrato. He produces the steady vibrato as heard in Kinko performances 

with e side-to-side motion of the head. Where a stronger, wider 

vibrato is needed, he uses an up-and-down motion of the head. Phrases*'’ 

which begin with a wide, strong vibrato and conclude with a smaller 

vibrato are produced by changing from an up-and-down head movement, to 

a circular movement producing a transitory vibrato, ending with the 

standard side-to-side movement.1

Another type of vibrato, called soko yuri ; "bottom" yuri),

is produced by moving the shakuhachi perpendicularly toward and away 

from the lips. The mouthpiece continues to touch the mouth; only the 

pressure and the angle of the air blown into the flute is slightly

^•Ghikuho II rarely referred to the common names of these 
techniquesr tate-yuri (up-and-down yuri) and yoko-yuri (side-to-side 
yuri).
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changed. The result is a subtle, slow vibrato. This type of vibrato 

is notated only once in the Chikuho honkyoku repertoire, in the hon 

shirabe or opening prelude to the honkyoku, "Shoganken Reibo.”

As with timbre and dynamics, particular fingerings or melodic 

context may imply a particular vibrato. For example, meri notes, 

especially tsu ) and ru ( i|/), are frequently played with a 

vibrato. When tsu is followed by u ), and ru is followed by

): they are given a slow, intervalically large vibrato which 

evolves into a rapid, microtonal vibrato. Sustained notes often begin 

without any vibrato, developing an intervalically wide and rapid 

vibrato, which then diminishes as the dynamic of the note diminishes.

Tongueing is not commonly used in shakuhachi pieces composed before 

this century. Instead, notes are articulated either with unaccented 

pitches similar to pick-up notes in western music, or with percussive 

hits of an appropriate fingerhole (or finger holes). These hits are 

called atari (from ataru, to hit), producing a subtle popping sound 

caused by the small, accelerated airstream resulting from the sudden 

closure of the finger-hole. The fingering ho, a common first note of a 

phase, is attacked with the simultaneous hitting of the second and 

fourth fingers. Multiple attacks, involving more than one pitch 

occurs. Articulation is only rarely notated, usually with the symbol

(atari), and a number representing the finger-hole or holes to be 

hit. More commonly, articulation is left unnotated. See Figure 6,

Figure 6, Notated articulation and its realization

#2#
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Re-articulation or repetition oE a pitch is accomplished with the 

inclusion of a "grace note." These inclusions are not considered 

actual notes and consequently are not notated. Each fingering has a 

standard re—articulation. See Figure 7.

=g

Figure 7. Standard re-articulations net notated in score

In Chikuho honkyoku, alternative re-articulations are common, but 

for the most part these are notated in the score.

Another type of embellishment which must be learned aurally is the 

addition of the "re-articulating grace note" applied to different 

pitches, (which therefore do not need re-articulating). These 

embellishments are never notated and are usually not taught unless the 

student requests they be. Yet they soon become automatic to most 

shakuhachi players, perhaps because of the ease in which the "grace 

note" technique for repeating notes is carried over to non-repeating 

notes.

Two more common embellishments frequently not in the writtten score 

are suri and "double mordents." In Kinko notation, a suri is a 

"portamento glissando to a higher pitch," and is notated with the 

katakana, su (% ) (Stanfield 1977:88). In Chikuho honkyoku, the term 

su ri refers to a non-notated pitch inserted between two notated 

pitches. The added pitch is reached with an initial upward 

portamento. After a brief duration, it is followed by the second 
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notated pitch, which is always lower than the beginning pitch. The 

added pitch is determined by the two notated, pitches. A suri may be 

inserted between only certain intervals (see Figure 8), They are not 

notated in printed Chikuho scores. Chikuho II informally uses the 

symbol -^'when first teaching a student the embellishment. However, 

he assumed that the student would learn the interval combinations, and 

the proper context of the suri, so that notating the suri would 

eventually be unnecessary.

Figure 8. Suri combinations

"Double mordents" may be either lower or inverted mordents. In 

Kinko notation they are called oshi (J1^, "press") (Stanfield 1977:89) •* 

but in Chikuho scores they are not notated. They occur primarily on 
the fingering ho (cfe), in the descending melodic figure, tfcT) , 

and structurally are five pitches ). Both suri and "double

mordents" are embellishments used extensively in gaikyoku as well as 

honkyoku.

There are innumerable examples of honkyoku performance practices 

which are not notated in Chikuho Ryu scores, but are instead 

transmitted aurally from teacher to student. In fact, there are as 

many "correct" ways to perform a honkyoku as there are performers. The 
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Zen idea of "cause and effect oneness," that is, the realization that 

there is no cause (or past) to effect anything and no effect (or 

future) which can be caused, may be considered an important part of the 

aurally transmitted performance practices found in the shakuhachi 

honkyoku tradition, A performer of honkyoku with the above realization 

may play each piece with a refreshing spontaneity which no amount of 

practicing of musical technique can give.

When such a realization is present, what in western musical 

contexts would be considered gross errors, e.g., the spontaneous 

omission of an entire phrase, may become representative of a true 

master’s performance. How is the technique of masterful making 

"mistakes" transmitted to the shakuhachi student? Certainly not by 

anything which can be written down in the music notation. The 

possibility that an entire phrase of a honkyoku can be omitted without 

being a mistake which alters the very musical form of the piece implys 

a tradition which by definition is aural rather than literate. Is the ' 

honkyoku primarily an aural tradition? If so, how would the honkyoku 

differ from other Japanese music traditions which are primarily 

literate? Are components which derive from that tradition still 

present in performance practices today? These questions go beyond the 

scope of this section but would be fruitful topics of research.

The above section presents only a few, though among the most 

important examples of aurally transmitted techniques of the ryu as 

manifested in performances of Chikuho II, The following section 

discusses other oral/aural teaching and learning methods used in 

Chikuho Ryu honkyoku tradition.
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5,2 Teaching and learning methods of Chikuho Ryu

The topic of the following discussion is the teaching methods in 

common use among teachers of Chikuho Ryu during the 1970s, with an 

emphasis on those of Chikuho II, iemoto during that time. The method 

of teaching honkyoku is considered especially important in part because 

of the philosophical beliefs underlying the music. The boundaries of 

the following discussion must therefore extend into those of the 

philosophies and aesthetics applied to the performance of the 

shakuhachi honkyoku.

Most Chikuho Ryu teachers use what Gutzwiller calls ’’the immediate 

method” (1983:71),1 whereby the honkyoku is performed by the teacher, 

at a normal tempo. The student attempts to imitate his teacher as best 

he can, without the benefit of exercises or verbal explanation. 

Gutzwiller further describes the teaching methods of ’’traditional 

teachers” as placing the burden of learning on the student, a kind of 

"controlled self-education” fcf. p.127 "oral" vs. "aural”). /

Individuality is not encouraged u?cause to do so would endanger the 

preservation of the honkyoku which has no "fixed text" notation, "The 

highest goal of this teaching system is the immediate transmission - 

non-verbal, unrationalized, and largely unconscious - of music from 

master to disciple” (Gutzwiller 1983:243-244).

Gutzwiller*s discussion is applicable, in part, to the approach 

Chikuho II used in teaching the shakuhachi. The student had to imitate 

his playing as closely as possible while learning the piece. Once

^Gutzwiller will be quoted extensively in this chapter because of 
his having written a great deal on the subject (1974:147-167 and ' 
1983:64-89), and because of a corresponding lack of written material 
elsewhere.
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Chikuho II was satisfied that the student had learned the piece and 

could continue practicing it alone, the next piece would be 

introduced. Chikuho did not use exercises and analytical explanations, 

and would have agreed with Gutzwiller that "in contrast to the Western 

system, where the teachei is '’giving*' something, in the Japanese system 

it is the student who is "taking" something from the teacher 

(1983:244).

However, unlike Gutzwiller’s "traditional teacher," whose central 

activity is teaching rather than performing (1983:245), Chikuho II 

performed whenever he had the opportunity. He also recorded 

extensively, thereby directly encouraging what some consider to be the 

lamentable tendency of the "traditional supporter of this music, the 

amateur student, ...giving away to the listener" (Gutzwiller 

1983:245). Therefore, Chikuho II does not entirely fit Gutzwiller’s 

definition of a "traditional teacher," even though he was the iemoto of 

a ryu whose repertoire of honkyoku is considered by some scholars to / 

represent a more traditional lineage than Kinko Ryu, that of 
Gutzwiller’s teacher (see Stanford 1977:431-433).

In any case, unlike Gutzwiller’s "traditional teacher," Chikuho 

valued and encouraged fast progress of his students. He agreed that 

the method of imitative teaching was a "slow one" for the slow 

students, but slow learning was not intrinsically valuable. But, like 

most traditional teachers, he encouraged students to listen in on other 

students’ lessons. He gave two reasons for doing so. First of all, it 

afforded an opportunity either to review pieces already learned or to 

preview pieces yet to be studied. Chikuho II thought this a useful aid 
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in speeding up the learning process. Secondly, sitting in on others' 

lessons strengthened a sense of camaraderie among Chikuho Il's 
students. They were, after all, uchi deshi ( tW ; fellow students, 

i.e., equals), an important relationship in the Confucian-influenced 

tradition, which must be cultivated (Schirokauer 1978:30-32).

The system of scheduling lessons increases the likelihood of 

students attending each other's lessons. A common practice in western 

musical traditions is scheduling set lesson times and durations, for 

example student A at 4:30 PM and student B at 5:00 PM, etc. However, 

it is typical among teachers of all shakuhachi ryu to merely state a 

time during which lessons can be taken, eg. Wednesdays from 4:30PM 

until midnight, or whenever the last student is finished. If a student 

comes at a tide when no one is there, then he may have his lesson 

immediately. If several students arrive just before he does, than he 

must wait until all students arriving before him have completed their 

lessons, as much as several hours. For most students, the evening of „ 

their lessons became just that, an event which took all evening, Sven 

those coming early, or were able to receive a lesson without waiting, 

frequently stayed as late as possible.

The teacher is not committed to give the student a lesson lasting a 

predetermined duration. The lesson may last from 15 to 50 minutes 

depending on the piece being studied, the number of students waiting 

and the physical and emotional condition of the teacher. In practice, 

students taking lessons on the same night may eventually initiate an 

informal schedule of their own.
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Though lessons vary in length, the monthly fee paid to the teacher, 

the gessha ( , remains constant. The student is not paying for a

set number of minutes of lesson per week. The monthly fee is more like 

à retainer's fee, giving a student the privilege of receiving lessons 

from the teacher and the permission to be called a deshi or student of 

that teacher. The student is expected to pay this fee even in the 

event of the teacher.cancelling all lessons for the month. Though the 

monthly fee does exist, it functions quite differently from music 

lesson fees common in the West. Little can be concluded on thé mere 

observation of external practices existing in two cultures without

knowledge of their respective functions.

/The system of scheduling lessons and paying for them works in part 

because of the Confucian-influenced relationship between the teacher 

and student considered ideal among most shakuhachi players.Because 

the student is taking from his teacher something which cannot be 

assigned a value, no amount of money can ever repay the teacher. The • 

student owes as much before the gessha is paid as after; he will always 

be indebted to the teacher. The gessha merely acts as a token of 

recognition of this state of affairs,. It helps demonstrate the 

student's appreciation for his teacher (Gtitawiller 1974:158),

Gutzwiller mentions the recent development of "new establishments" 

which "offer courses in shakuhachi and usually promise ’fast results’” 

. (1983:245). These establishments, utilizing such methods as lessons on 

public television and self-teaching manuals with cassette tapes do not 

foster a teacher-student relationship such as discussed above.

J-For a brief discussion of Confucianism, see Schirokauer 
(1978:30-32).
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However, contrary to this notion, Chih'ino IX never ■ messed thv 

opinion that the promise of '‘fast results” eight be taken as a form of 

criticism of the teaching raethods of traditional schcolj, liar did he 

imply that they might tend to "take potential students away from 

traditional schools and aggravate the probte the traditional 

teacher to find enough students to support himself'* ((sUtzwillGr 

1983:245). Rather, he seemed to sec the ioerease of unorthodox 

teaching methods, such as lessons an educational television, as tending 

to create potential students who would come to the traditional schools 

once they surpassed the levels of teaching offered by the newer 

establishments. In fact, between 1979 and 1980, Chikuho II recorded 

most of the Chikuho Ryu honkyoku* with detailed, phrase by phrase, oral 

instructions on fifty-eight cassettes. The tapes were sold at 

approximately US$40.00 each, as a "teach-yourself” method, Chikuho II 

suggested that only one tape be purchased a month, sa that each piece 
be learned well before going th* to the next. **

However, Chikuho II did state that he believed traditionally 

structured lessons were important for his own students, partly because 

he felt that the hpnkyoku was best appreciated being heard live in a 

close environment, such as a small room. One must first appreciate the 

music; only then could the music be tïunsmïtùab from teacher to 

student. Consequently, he considered his playing a piece for the first 

time for a student as important a performance as playing to a lar<p 

audience in a concert hall'. In fact, he thought that some of his best 

performances were those in his study on lesson night before a small 

group of his students (0C1985).
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Chikuho II, even though he was the iemoto of a traditional school 

of shakuhachi, was less concerned with the preservation of his school’s 

musical style as he was with the continued vigor of the music of the 

shakuhachi. He agreed with Yokoyama Katsuya (primary exponent of the 

Watatsumi Do dbkyoku ( )» a major lineage of honkyoku) who says

that it is acceptable to change the manner in which one plays a 

honkyoku; in fact the honkyoku must change, as everything in the 

universe must change. Otherwise the music would cease to be alive, an 

artifact to be studied and appreciated as museum pieces are studied, 

but nothing more. It would lose its ability to influence the performer 

or listener of new generations toward spiritual growth (Yokc/ama 

0C1985). .

Chikuho II reconciled the contradiction between the importance of 

the imitative learning process and the inevitability of change in the 

honkyoku in the following manner. He said that the word, honkyoku, 

besides meaning ’’main or original music,” can mean honnin no kyoku. 
ilonnin ( /^/^ ) can be translated as "the person himself or herself, 

the person in question.” Honnin no kyoku therefore is ’’the music of 

the person in question,” that is, the music of the person performing, 

Chikuho expected the student to imitate his style of playing a 

particular honkyoku as closely as possible while that piece was the 

subject of the lessons. After Chikuho decided that it was time to 

begin another piece, the student was expected to continue working on 

the piece, until it became "his or her own." This usually meant at the 

very least memorizing the piece. '
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However, it was acceptable if, for example, after a year of playing 

a honkyoku "as one's own," the student's version became different from 

Chikuho's original version. It was also fine if the student still 

played the piece exactly as he or she originally learned it. The 

important thing was that the piece be played as honnin no kyoku, not 

that the piece be kept in its original form. In fact, Chikuho himself 

made changes in some honkyoku pieces. These changes were more than the 

small, subtle variations which may occur with each inspired rendition 

of the piece. They included dramatic changes in the overall tempo of a 

piece, or the insertion of one or more whole phrases into a piece. An 

example of the first type of change can be found in the honkyoku

This piece is played in a slow, serene tempo by proponents 

of others in the Meian tradition, but is played in a faster, agitated 

tempo by Chikuho II. In the piece, "Ajikan," (see p.169) Chikuho 

inserted several entire phrases not original Chikuho Ryu score. A 

long, complicated phrase during the height of the climatic takane 

section is especially notable, (See Figure 9). . ■

Chikuho II is not alone in this practice, Yokoyama stated that one 

of the difficulties in learning from the legendary master, Watatsumi, * 

was that he would never play a piece consistently from lesson to 

lesson. Obvious changes over a long period wo Id also occur. For 

example, early in Yokoyama's relationship as student of Watatsumi, his 

teacher played the piece, (San An; "Safe Delivery,") a

particularly difficult honkyoku utilizing a strong,

■’•Sanya; Three Valleys. Compare the total length of a Chikuho Ryu 
performance; five minutes (Lee 1983 cassette); to a similar version of 
another lineage, (Watatsumi Do dôkyoku); almost eight minutes (Yokoyama 
1985 cassette).
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?

Figure 9. Phrase inserted in "Ajikan,r by Chikuho II 

pulsating vibrato created by the manipulation of the airstream into the 

shakuhachi, similar to the komi buki technique used in Nesasa Ha pieces 

within the Chikuho Ryu honkyoku repertoire (see p.97). By the time 

Yokoyama was deemed worthy of learning the piece, Watatsumi no longer 

played it with the pulsating vibrato. (Yokoyama 0C1985)

Chikuho II and other teachers of the ryu encouraged students to 

make the music of the honkyoku their own, even at the risk of changing 

what others might hold to be sacrosanct. This appears to contradict 

the concept of zee tai no ma (see p.129), which implies that there is d’n 

absolute way to play each honkyoku. However, both Chikuho II and 

Yokoyama agreed that the piece as originally taught by the master may 

or may not be any closer to the absolute than the piece as played by 

the student, or for that matter, by the master's teacher. How is the 

student to know if what he or she changes is closer to the ideal of 

zettai no ma than the original? To this question, Yokoyama gives a 

typically vague answer: If one understands a piece, one knows what may 

and may not be changed. Hisamatsu Fuyô expresses a similar notion in 

his essay, (Hitori Hondo), by saying that one should not

tamper with, the forms of the honkyoku because they allow the shakuhachi 
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to De used as a tool of Zen. "To those, however, who have truly 

recognized its nature, the form of the pieces ceases to be of 

importance" (Gutzwiller 1983:250).

In my opinion, the status of the shakuhachi player may determine 

when he "knows" a change in the honkyoku sound product is acceptable or 

not. While still a student, that is, while actively studying with a 

teacher, the player is supposed to copy the teacher’s performance 

without any change at all. After he has been given the status of 

"having learned ths piece" by the teacher, the student might change his 

playing of the piece, but not to the degree of creating a new 

"version,” such as adding phrases and greatly changing the tempo and/or 

melodic lines, etc. An iemoto, having the highest status possible, is 

free to change a honkyoku as much as he desires, including adding or 

deleting entire phrases. His changes become his own ryu ’s version of 

the piece, and as such, may sound quite different from versions of 

other ryu. It may be acceptable for high ranking members of a ryu who'' 

are teachers in their own right, to change the pieces, but not to the 

degree of the iemoto.

Being a student in Chikuho Ryu during the 1970s was more than just 

attending lessons, however. Besides the active teaching honkyoku, 

Chikuho Ryu used many methods to encourage its members io assimilate 

the repertoire. These methods encompassed more than the single 

relationship between student and teacher, and went beyond the student’s 

individual lesson. An attempt Was also made to intergrate the student 

into the social structure of the ryu, hopefully increasing his 
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learning potential, while at the same time strengthening the 

organization «

The system of scheduling lessons in a manner that enables students 

to listen to the lessons of others was one such method» A practice 

common to most shakuhachi ryu, it encourages another important 
Confucian relationship, that of the kyodai deshi ( tâfà' ; 

literally, sibling disciple or student, i,e.r students who study with 

the same teacher during the same period of time). Strictly speaking, 

students who have not taken lessons together are not kyodai deshi, even 

though they may share the same teacher. A better translation of kyodai 

deshi is "fellow students" (Kenkyusha 1974:1004). By having lessons 

together, the students witness each other learning the repertoire of 

their ryu. They become aware of each otherfs strengths and weaknesses, 

their idiosyncrasies, and their personalities as a whole. Furthermore, 

their playing of the honkyoku is more likely to coincide than with two 

students of the same teacher but of different time periods, as the ’’ 

teacher’s own playing may change over time.

The bond between kyodai deshi and the intergration of students into 

the ryu is further developed with such events as the o-sarai kai 

( ; an organized rehearsal) and the happyo kai (public

performance; somewhat like a student recital). These events bring 

together students of different teachers belonging to the same ryu to 

rehearse and perform pieces for upcoming performances.

At least once a year, Chikuho Ryu sponsored a major happyo kai, 

held in a large concert hall, lasting as long as eight hours. All 

members of the Ryu were expected to perform and had to pay for the
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privilege. These large events were marginally musical, as most of the 

students were far from concert musician caliber. The often egregious 

musical result was compounded by the practice of having a number of 

pieces performed by as many players as could fit on the stage , As a 

performer, I believe that almost any shakuhachi piece is extremely 

difficult to render clearly by as many as fifty or more players, 

regardless of their talents. However, producing quality music was not 

the primary consideration. Besides strengthening the social fabric of 

the ryu, the sheer numbers of participants played an important role in 

defining the success of that ryu and its. teachers (see Gutzwiller 

1974:157).

Consequently, these events were attended, primarily by what has 

been called the revolving audience,1 The friends and relatives of 

the performers on stage at any given moment would make up the majority 

of the audience. When the piece ended, they would all leave the hall, 

to be replaced by the friends and relatives of the performers of the z 

next piece. In this way, the program could last for up to eight hours 

without tiring a single audience. Typically, most of the pieces 

performed were gaikyoku. However, usually at least two or three 

honkyoku were included in the programs. Finales at Chikuyho Ryu 

recitals were frequently honkyoku duets performed by Chikuho II and his 

younger brother, SKodo.

Beginning in 1972, a group of about ten of Chikuho IITs students, 

all Icyodai deshi, organized what was to become an annual event. They ■

J-This appropriate term was a favorite of long-time Japan 
resident, Jacob Feurring (d.1979), who as a western trained pianist, 
had little patience for the happyo kai of traditional Japanese 
instruments.
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formed a loosely knit organization, called "Kaze no Kai" ?

The Group of the Wind), which did little else than organize a yearly 

concert. The concerts presented by "Kaze no Kai" differed from the 

happyo kai in a number of ways. First of all, only the kyôdai deshi 

under Chikuho II, their teacher and guest artists performed. Also# the 

concerts were at night, before a general audience which was not 

expected to "revolve." The programs were kept to a length typical of 

western musical recitals, which necessitated a musical judgement as to 

where in the program who could play which piece. The more advanced 

students were able to play solo honlcyoku, an opportunity not usually 

present at the happyo kai. Beginning students were accomodated only as 

far as the time limitations and the prevailing musical standards of the

group allowed.

Chikuho II was still the star performer of each concert. 1% 

several performances, instead of playing himself, he would conduct an 
original composition, such as one entitled 8^ (Akekure) written in" 

1973. These compositions were usually written for three parts, each 

part ideally being performed by four or five players.

Today, "Kaze no Kai" has evolved into only four members, all of" 

whom were very active in the original group, who remained in the Osaka 

area, and who did not become professional shakuhachi players.They 

have produced an LP recording and have toured a number of countries in 

Europe and in Asia, Since 1985, however, they are no longer members of 

Chikuho Ryu, being four of the principle organizers of "Meian

1-The four members are Yoshitake Shoho ), liemura
Kyoho ( J: Nishiguchi Juho ((S D and Fukumoto
Takudof^
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Shakuhachi Dô Yu Kai" the group which eevorei its ties wish CMnobo Ryu 

that year (see pp.82-85).

• Chikuho Ryu also sponsored weekend outin&s ''SuL. * 

usually to small temples in the country» ?-b$iy rural trapses con bo 

used as hostels in Japan and are excellent inexpensive Icctioao far 

group outings. Besides being social events, these weekend retreats 

were used by Chikuho IX and his Sather to expound the philosophies of 

the Ryu, and the virtues of being an active rusher, Hoakyokti wore a 

favorite during these outings, though it vas also considered auspicious 

to invite a friendly koto organization, us Chikuho Ryu was 

predominately male and the koto groups were mostly fscale, An 

indication of the social function of these outings and other similaar 

events of other ryu is the relatively common practice in Japan of male 

shakuhachi teachers marrying female koto teachers,

Each year during the early 1970‘s Chikuho Ryu.held a public 

competition for beginning or non-licensed students, With the guidance'* 

of their teacher , the contestants would choose a honkyoku to play 

before members of the Ryu, A board of senior teachers would judge the 

event, choosing a winner on the merits of his performance. The winner 

was allowed to keep for a year a perpetual trophy about the size of the 

Davis Cup which had been donated by a member some years earlier. At 

the time, the trophy seemed totally incongruous to the honkyoku 

tradition. In any case, this competition emphasized the performance 

element of the honkyoku to shakuhachi. students very early in their
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careers, contradicting Gutzwiller's assertion that "teaching, not

performing, is therefore the central activity which defines a musician" 

(1983:245),

In the late 1970s, Chikuho Ryu compiled a list of all pieces

or in gaikyoku only.

Chikuho II may have made this possible in order to cater to the 

relatively numerous students who came to him from Tozan Ryu, Japan's 

largest shakùhachi sect. It was my impression that many of these 

"converts" came to Chikuho II because they believed him to be the most

published by the Ryu, 563 pieces and collections of pieces in all. An 

entire page is devoted to "required pieces," arranged in the order that 

they should be studied, and grouped under the levels of licenses 

( ^,$1 • men jo) given by the Ryu, Gaikyoku and honkyoku are listed 

separately. Theoretically, one could receive a men-jo in honkyoku only,

r

talented player in the Osaka-Kyoto area. However, a more common reason 

given was the desire to learn the classical honkyoku, the "Zen" pieces1’ 

composed before the Meiji era, which Tozan Ryu lacked entirely.

Frequently, these students, having already studied most of the gaikyoku 

repertoire of Tozan Ryu, had little interest in learning anything but 

honkyoku. The "honkyoku only" menjo was for these people.

For both honkyoku and gaikyoku, the Chikuho teacher could simply 

give the student menjo for the first four levels after all of the 

pieces of the particular level were mastered. These levels are shoden 

beginning level), chGden » intermediate level), okuden

( ; inner level), and kaiden ( ; "everything" level).

<= *,ri t-.ii1 
ip
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In the gaikyoku list, there are twenty-four pieces listed in the 

shoden level, including the tebiki, or beginner's manual and three 

collections of minyô (Japanese folksongs). The chuden and okuden 

levels have thirty pieces each; kaiden has fifteen pieces. A fifth 

level of gaikyoku pieces called betsuden (^lj^ ; special level), with 

fifteen pieces, must be completed before the examination for the first 

of three levels of "teacher” could be taken.

The honkyoku list for shoden has eight pieces; chuden has nine 

pieces; okuden has twenty-two pieces; and kaiden has twenty-five 

pieces. A fifth level, hiden 5 secret level) has six pieces,

two versions each of the Sankyorei. The final level of honkyoku 

pieces, koden ( D&; "oral" level) consist of Ji (Shin

Sankyorei), the most difficult versions of the three revered pieces. 

(See Appendix A for complete list of Chikuho Ryu required honkyoku.)

In most ryu, it is common practice to teach only gaikyoku pieces 

until the student is considered technically and psychologically / 
prepared to begin honkyoku. At least one teacher in the Kinko Ryu1 

normally requires the student to progress through the entire first 

three ranks of gaikyoku before even the first honkyoku is taught. 

However, there was no such requirement in Chikuho Ryû. I began 

learning honkyoku during my first lesson, though I had only progressed 

to the chuden or second level of gaikyoku in Tozan Ryu. Others did the 

same during my tenure with Chikuho II. It seemed to be up to the

1Gutzwiller:s teacher, Kawase Kansuke (1974:151-152). Other Kinko 
Ryu teachers do not adhere to this rule, especially in the case of 
students who, like those of Chikuho II, had prior experience. 
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teacher to decide when a student was ready to begin the technically 

difficult honkyoku. In Meian Taizan Ryu, all students begin 

immediately with honkyoku, as that rjrû has nothing but honkyoku in its 

repertoire. Once the student was ready for honkyoku, he frequently 

learned them concurrently with the gaikyoku pieces. If the student 

averaged a piece every two weeks, he could expect to complete the list 

of required pieces for both gaikyoku and honkyoku in approximately five 

and one-half years. After completing the required pieces, the student 

was allowed to take an examination for the first of three levels of 

"teaching certificates.1' Only after the student had successfully 

passed this exam was he officially allowed to teach through the Ryu. 

Students who had completed the majority of gaikyoku pieces in another 

ryü did not need to study them again with a Chikuho teacher. However, 

they had to be able to play all of the Chikuho Ryu versions of the

pieces.
There are three levels of teaching certificates in Chikuho Ryu, *’ 

These levels are kyôdô $4 ; instructor), junshihan (2^ ;

junior master), and shihan master). During my stay in Japan,

the examinations were administered by a panel of senior members of the 

Ryu. The teacher of the student taking the examinations could not be

on the panel. The examinations consisted of various parts, which 

increased in number and difficulty with each level. The examination 

for Shihan was in five parts:

I. Honkyoku. The student must perform a Chikuho honkyoku by 

memory. The student may choose the honkyoku with

the approval of his or her teacher.
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2. Gaikyoku. The student must perform a gaikvoku with the

taped recording of the koto, vocal, and/or sangen 

parts. The gaikyoku pie.a is chosen by the 

examining board several weeks in advance. The 

student may use notation, but is not allowed to 

hear the tape before the examination.

3. Hyoshi. The student must sing part of the tepoto of a ;

gaikyoku, using the katakana of the notation as <■

solfege. This skill was referred to as hyoshi

; literally rhythm or beat) by Chikuho II, 

possibly his own choice of word, It is considered 

necessary when teaching one's own students.

4. Composition. The student must compose, notate correctly in

Chikuho notation, and perform an original ..

composition. Copies of the composition are given 

to the members of the examining board before the *

piece is performed. .

5. Theory. The student must successfully complete a brief 1 '

written examination on the "theory" behind Chikuho n
,Tii K 

shakuhachi music. The major part of this 1 £

examination is having to memorize the names for the t

twelve tone scale of ancient China (see p.4).

Other questions deal with rhythm, playing 

techniques, and repertoire.

The board of examiners announced the results of each, student after 

all participants had completed the written part of the examination.
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The results were tabulated as a. $3rcestage, $ce hundred being a psrfcst

score. There was no fixed percentage below which âs cansidored

failure.

Tn practice# once a teacher requested that o stu&mt M his he 

allowed to tales an examination» the stwSeat’a success was virtually 

assured. It was assumed that the teacher had the gas* judsczent to 

know whether or not a student was capable of passes w) emioaefon» 

The board of examiners was reluctant to fail a studentf thereby 

demonstrating the teacher*b embarrassing jac^ Qf judQG^cst. ïa feet, 

passing a relatively unqualified student was a preferable alternative 

to causing the teacher to lose face.

On the other hand# the teacher was expected to consider the 

embarrassment that passing an incompetent student would cause the hoard 

of examiners. If the consensus# even unspoken, was that a student did 

not really deserve a particular license, his teacher stood to loose 

face anyway. Consequently, a teacner nad to be quite confident that a>v 

student was qualified before he recommended the student for an 

examination. In effect, the teacher himself was also being examined. 

This system of checks and balances acted to keep the standards of the 

Ryu intact, and less prone to political favoritism.

While it can be argued that the standards adhered to by Chikuho Ryu 

in the issuing of certificates of rank were considerably higher than 

those of other shakuhachi organizations, it must be added that they 

were still not the musical equivalent of the supposedly objective 

measures of achievement and capability that academic degrees are 

' purported to be. A teacher need not be quite so confident of a
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studentfs qualification before îsto t.-a.mzLiS ùwi if

that student, happened to be the sen of o high ranking c%rA* of the 

sect, or a wealthy and generous patron of the ferntp.

Though the issuing of certificates served to promote high standards 

in the sect, it also functioned as an Soportawt course of inss=:o for 

the sect and the individual teachers, these fees ranged fren 10,000 

yen for the ahqden raiik to 100,000 yen for the ahijm rank, 

inexpensive, I was told, compared to other shakuhaehl. ryu, and 

ridiculously cheap compared to fees paid by otudento of other 

traditional art forms such as Japanese' dance* The teacher received 

fifty percent of the certificate fees of his students*

Chikuho II and others of Chikuho Eyl taught using traditional and 

innovative methods, influenced by Confucian thought and the desire to 

perpetuate the Ryu. The repertoire of Chikuho Ryu, itself containing 

an extraordinary number of both pre-Meiji honkycku and modern 

compositions, was transmitted with a mixture of teaching method? that .* 

were traditional and philosophically motivated, and methods that were 

unconventional and pragmatic* The same paradoxical meeting of the old 

and the new, the East and the West, can be seen in Japan's society as a 

whole.

The previous sections have dealt with aurally transmitted 

performance techniques and other non-written teaching and learning 

methods practiced by Chikuho Ryü in the 1970s. The following section 

will discuss another subject primarily transmitted orally to the 

shakuhachi student, the relationship between his instrument and Zen 

Buddhism.
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5,3 Zen and the shakuhachi.

It is my impression that musicians frequently tend to see their 

chrsen instrument as superior and in some ways unique among all other 

musical instruments. Most shakuhachi players are convinced that their 

instrument is like no other in the world* They feel blessed to have 

had the fortune of becoming acquainted with this wondrous bamboo 

flute* Central to their admiration for the instrument is the 

non-musical, philosophical aspect of the shaîcuhachi and its music, 

acquired over the centuries, especially during its close association 

with Zen before and during the Edo period* Even shakuhachi players who 

almost always perform secular music in a commercial setting acknowledge 

the mystique of the instrument's relationship with philosophy and 

religion.1

However, in contrast to the "Zen” beliefs held by shakuhachi 

players, there is much factual evidence which suggests that the 

correlation between the shakuhachi and Zen is unsubstantial at best* 

The following will examine arguments both discrediting and defending 

the beliefs that Zen Buddhism has greatly influenced the shakuhachi and 

its many generations of players and that the shakuhachi is a Zen "Way” 

to enlightment.

3-A recent example of this may be found on the cover of the LP 
"Bamboo" (Toshiba ETJ-85008), a recording by John Neptune accompanied 
by a jazz band.

160



One may easily argue that the relationship between the shakuhachi 

and Zen has been greatly overrated»1 It is possible to suggest that 

nothing more than a tenuous, historical association between the 

shakuhachi and the philosophies of Zen Buddhism has ever existed. Much 

of the empirical data available today, examined below, indicate that 

there may have been little Zen in the shakuhachi.*s past tradition, that 

most "Zen** influences and connections, like the myths of the origins of 

the Fuke Shu in the Kyotaku Denki, are only fiction expediently 

concocted, elaborated upon, and perpetuated by vested interests and 

gullible students.

For example, one finds that the komuso movement of the Edo period 

was granted official recognition on the basis of a forged document (see 

p.44); that the govenment decided it was politically more expedient to 

overlook the dubious origins of the document rather than further 

alienate "already vengeful man" (Malm 1959:154). Also, though called 
a. hôki or religious tool, the shakuhachi was made with the root end. of* 

the bamboo in order to provide the komuso with a more effective weapon 

with which to defend themselves.

It seems that the komuso, so-called Zen priests, were in fact often 

no more than masterless samurai seeking "satisfaction more in earthly 

revenge than in heavenly rewards;" who were "stool pigeons," the focus 

of scatalogical jokes (Malm 1959:153-157). Though law decreed that the 

instrument be used only by bonafide komuso as part of their quest for

1Malm is especially quick to present such arguments. However, 
some of his pronouncements, such as "Obviously, the shakuhachi music of 
this period was not very Buddhist" (1959:157) and "There is only a 
scrap left of the religious traditions of shakuhachi music" (1959:163) 
are obviously not very objective.
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spiritual enlightment, common people were taught religious pieces for 

profit, and komuso frequently performed non-religions pieces with such 

worldly instruments as the shamisen (Kamisango 1974:18).

The religious status of the shakuhachi today is even more suspect 

than that of the past. Since the late 19th century, the overwhelming 

majority of pieces composed for the shakutechi are secular in nature 

and are performed by persons other than Zen priests, in non-religious 

settings. Toaan Ryu, the largest shakuhachi organization today, does 

not have the supposedly Zen-inspired honkvoku pieces in its repertoire 

at all. Many of the most revered teachers of Kinlco Ryu concentrated on 

the worldly gaikyoku, especially during the formative period near the 

Meiji Restoration of 1868 (Kamisango 1974:21), even though the ryu is 

noted for its repertoire of honkvoku. 1 In fact, in light of tht? 

emphasis placed on the gaikyoku repertoire by the early Kiitico masters, 

it seems reasonable to conclude that students in Kinko Ryu must spend 

so much time learning gaikyoku before being allowed to learn honkyoku,v 

in part because the .gaikyoku repertoire is as important if not more so, 

than the honkyoku repertoire (Gutzwiller 1983:155). The same may be 

said of Chikuho Ryu as well.2

Yet despite the above evidence to the contrary, most people 

familiar with the shakuhachi and its music still believe that there is 

a strong relationship between the shakuhachi and Zen. First of all, it

^Almost everything written in English on Kinko Ryu emphasizes its 
y honkyoku repertoire. -

 ^However, in contrast to the practices of many teachers in Kinko 
Ryu, Chikuho IT would teach only honkyoku to students who requested him to 
do so.
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cannot be denied that the sh^gghaehi has tern

with elements of Buddhism*, for whatever reason. sir.ve the tioe of E&kyu 

in the fifteenth century* %5her@ of the Fahe ticst yrd EMr 

predecessors, in contrast to adherents of other B^dbiot cecto. relied 

1-nore on the subjective eediua of tsasfcs than the relatively abjemvo 

medium of language to express their spiritual axpcrieezcs. Agcordiog to 

Gutzwiller, three short essays by Bicasatou FWf ©XOEX SbS»

(Kaisei Kô^n), and $ii

early 1800s, "are the only original writing by a ccrsbcr of the Fbîso 

sect that are still available- today1* (1^83;241)» The beliefd and 

practices of sincere members of the Fuka Shu might bo care easily 

researched today had the koamso. Witten core mad played lees*

However, it has been suggested that ths moat compelling proof of a 

deep and lasting association between the ghafeuhnehi snd 2on is found ia 

the music itself, the honkyoku (Samuelson OC19-34)» How could sash a 

large and profoundly spiritual repertoire of pieces as the extant ,. 

honkyoku be created and transmitted over several centuries if cost 

connections between Zen and the shakuhaehi were meaningless fictions 

hiding a vulgar reality of political intrigue?

In response, it can be argued that what is profoundly spiritual 

music to one listener may be cacophonic nonsense to another. However, 

Just as it is impossible to measure the spirituality of the honkvoku 

and the sincerity of its performers, it is also futile to deny that 

they do not exist. It has been said that the question of Jesus 

Christ’s historical reality becomes somewhat irrelevant in light of the 

empirical results of generations believing that Christ did exist, for 
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example, the cathedrals, the musical and visual masterpieces, and the 

worldwide influence of the Roman Catholic Church.

Likewise, a lack of a purely empirical rationale for the shakuhachi 

having become widely acknowledged as a Zen instrument does not in 

itijelf make it less of a Zen instrument. The primary document of the 

koniusô, the Kvctaku Denki, may be predominantly fiction. However, its 

historical inaccuracies become less important in light of its influence 

upon many komuso and later performers of the shakuhachi (Tsuge 

1977:47). The factual data may imply little real connection between 

the shakuhachi and Zen, and yet it is still generally accepted that the 

connection is there» In my opinion, the argument that the shakuhachi 

is not a Zen instrument relies too heavily on purely pragmatic data.

One may ask the question, why choose the shakuhachi as a Zen way to 

enlightenment? There are a number of plausible reasons why an 

archetypal adherent of suizen may have originally chosen the shakuhachi 

as an aid to further his spiritual development over other existing ,v 

musical instruments. A few possibilities are presented below.

In China and Japan, according to the book, Bamboo:

Baraboo is one of the four noble plants—the others being the 
orchid, the plum tree and the chrysanthemum—and again and again 
through the centuries it forms the subject of pictures which use 
its straightness to illustrate a moral. It is also—with the plum 
and this time the pine tree—one of the Three Friends, bamboo 
representing Buddha and the others Confucius and Lao Tsu.

(Austin et al:1970:21),

Bamboo has been called the most universally useful plant known to 

man, touching the lives of over half of the world's population in ways 
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varying from the most mundane to the most refined (Austin at al 

1970:9). Bamboo, more than any other plant* is extraordinary and 

ordinary at the same time. This paradoxical quality may have been 

appreciated by the student of Zen, who often looks for the moment 

of eplightment in the most everyday activity.

The shakuhachi is an extremely simple instrument. Its uncluttered 

construction appeals to the Zen student. First of all, its lack of 

appendages such as strings, bridges, keys, and reeds, parallels the 

stark aesthetic quality found in other art forms influenced by Zen. 

Furthermore, each piece of bamboo, with its own unique markings, 

becomes a microcosmic object of contemplation, quite apart from its 

function as an instrument. 

The simplicity of its construction, especially its unique 

mouthpiece, causes the beginner much difficulty in making even a single 

sound, yet at the same time gives the proficient player an ability to 

produce a great variety of pitches, timbre and dynamics. In a sense,,*' 

the shakuhachi player must become more self-reliant in producing sounds 

on his instrument than a player of a more mechanically complex 

instrument. Self-reliance is one of the basic concepts of Zen 

Buddhism, one reason the religion became popular with the bushi or 

warrior class in feudal Japan.

The actual sound of the shakuhachi is also an important 

consideration for the Zen student. In an article entitled "The 

Shakuhachi: Aesthetics of a Single Tone," Blasdel points out that 

purity of sound played a definite role in Zen-related arts developed 

during the Middle Ages in Japan (1984:215). In fact, sound has been
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recognized as a way to ■?^-^v;. vc.-.t-jtv

1984:215)» 2e$5 stories at#and %atb antes <-* 

upon hearing the souadg of a b:rl, op!ittisa Izst: ?j ;&2o*

The Zen prient ÎE&yû ( 139W435) " / ,- ic&prc'wea ta tho

shakubachi and its soand. *Fbr a cswaj er 3 &js%"n cane to 

it must be a Bterocasaic esistesee unto iecc^S; tne 'only seng an tAe 

universe*r Such is clearly tara Jfehyu perceived she casse of tko 

ehakuhgcM”- {B-lasdel 16S4$316)» **5n the olsplo tews eg the 

shakuhachi, the whole of «attire cw bo hoard whigporieq xts secrets, if
■iiMMwn nM—Éi iMik'f /*

we but know how to listen** (Blaodel 1054:2171.

Equally iciportauat to tiie Zea student is the entrez?: y developed 

breath control required to play honltyafea go tht? phakuhach}, Breath 

control is considered a valuable aid to esditatien in the majority of 

the world's religions» including Zen, Watatsusi I?", considered by cany 

to be a present-day shakuhauEii^playing Zen castor, is quoted as saying 

that the most important element of shakuhachi playing is the discipline 

of the breath (Chute 1979:19)* The importance of breath control in . 

playing the shakuhachi is expressed by Ralph Samuelson in the following 

manner: »

Breath is the primary element in the performance of 
shakuhachi honkyoku. The natural sound of the breath has an 
important role in the music, and ths player’s own breathing pattern 
creates the wave-like phrasing that gives honkyoku its unique rhythmic 
flow. In performing and listening to the shakuhachi, the focus is not 
on melodic line but rather on each individual tone and the world of 
sound created within it through subtle variations in pitch, timbre, 
and dynamics.

. (Samuelson and Lee 1933)
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The shakuhachi performer must be able to control breath, 

embouchurej and fingers to an extremely fine degree in order to play 

the music. Unlike many other musical instruments, the shakuhachi will 

produce no sound at all if the performer is too agitated, to the 

frequent consternation of the nervous beginner at his first public 

performance. It is as if the shakuhachi mirrors the emotional state of 

the player more than other musical instruments. If this is so, it 

would be yet another reason why the Zen follower might choose the 

shakuhachi as a means towards enlightment. It may never be known 

exactly why the shakuhachi became associated with Zen in the first 

place. However, the archetypal shakuhachi-playing Zen priest seems 

amply justified in originating that association.

In any case, many nounmusical philosophical considerations which 

are predominantly Zen in nature are found in much of the shakuhachi 

tradition, begining with the music itself, the honkyoku,, Like the 

proverbial chicken and egg, whether the musical style of the honkyokiy 

came first, lending itself to the practice of Zen, or whether an 

association between Zen and the shakuhachi already existed before 

influencing the musical style of the honkyoku cannot be clearly stated.

It is clear, however, that the honkyoku is rightly called "blown 

Zen” (suizen). Norman Stanfield (1977) eloquently presents elements of 

Zen found in the honkyoku. It is through-composed (without form), 

perhaps because "the concept of form involves abstraction and 

generalization11 (Meyer 1956:56 quoted in Stanfield 1977:165). 

Abstraction and generalization are intellectualized frames of mind 

"unequivocally antithetical to Zen Buddhism11 (Stanfield 1977:165). The
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honkyoku has no melody in the western sense, but rather short "melodic 

events" which co-exist "in an all—encompassing, but fluctuating,

present" (Meyer 1967:167 quoted in Stanfield 1977:165).

However, these melodic ’’vents are not purely random successions of 

tones, or fragmentary events. Rather, "each event is intimately 

related to its immediate neighbour according to specific laws of 

modality. This system of immediacy is referred to by Zen Buddhists as 
*Inga-IchinyoT [ W-k ]—cause-and-effect oneness, a central 

concern of the...existentialists in the West, and the meditative 

philosophies in the East" (Stanfield 1977:165-166).

The quasi-improvisatory style of honkyoku performance practices 
coalesce with another key Zen Buddhist concept—"mu-shin no shin" 
fsic] (the mind of no-mind). Ornamentation, amplitude, timbre, and 
rhythmic idiosyncracies which are obligatory in lessons become 
optional and variable in performances after the student has 
acquired this Zen Buddhist perspective with the guidance of a 
sensei. Those students who.fail to do so become mimics.,.

True honkyoku performances are a solitary act of meditation, 
even in the occasional presence of an audience. It is during these 
moments that the performer may catch a glimpse of Kensho /
[self-realization], irrespective of a technically flawed or perfect 
performance. And, like Chilean Senji*s perception of "the clatter 
of a broken tile" (Ross 1960:61-641, the listener may also 
experience Kensho if his powers: of meditation and understanding 
equal the moment."

(Stanfield 1977:166)

Further evidence of the influence of Zen on the shakuhachi can be 

found in the names of the honkyoku. The names of a number of 

prelude-like pieces in the honkyoku repertoire contains some variation 
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of "Chôshi".1 "Chôshi" can be translated literally as "searching" or 

simply "tuning," "warm-up," or "pitch." However, the function of these 

short pieces go beyond being mere opportunities to warm-up or tune 

one’s instrument. They are "meant to serve as a renewal of the 

relationship between the bamboo and the player, a searching for the 

balance between the two that is most conducive to meditation" 

(Samuelson and Lee 1983).

The title of the honJcyolcu, "Ajikan," is particularly religious in 

nature. The three characters making up the name of the honkyoku, 

(Ajikan), is said to form a mantra, syllables whose very 

vibration, apart from their meaning, aids in one’s spirituality.

The first syllable, "AH" is the first letter of the Sanscrit 
alphabet. It is considered to be the first sound uttered by the 
human mouth. It symbolizes the unproduced, impermanent, and the 
immaterial. It also is the first syllable of "Amitabha," the 
Buddha.

The second syllable, "JI," is a seed word possessing power ,# 
through the thing with which it is associated. The third syllable, 
"KAN," means to look into, to study, to contemplate, to consider 
illusion. It has long been associated with yoga.

"Ajikan" is also the name for the highest and most difficult 
of meditative practices of the Shlngon Mikkyo sect of Buddhism, and 
is in three steps. The first step is a practice involving 
rhythmical breathing and chanting of the "AH," Step two is 
visualizing the Sanscrit letter "AH" inside one’s heart, surrounded 
by the eight golden lotus plants, while in deep meditation. The 
third step is the chanting of the mantra "HIM."

(Lee 1980:2)

The piece, "Monkai no Kyoku" (literally, the Gate Opening Piece), 

was traditionally played by traveling kornuso before the gate of i

-*-E.g., (Honte Chôshi) ; (Hi Fu Mi Chô) ;
(Shirabe) j X%- (Yamato Chôshi) ; (Take Shirabe). 
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temple they wished to enter» ihuover, stMrdac# 64 %" H, the 

earn® also referred to the opening of tM "gate ^r*o 

behind which one cay find onlight^nt® (Caifeyha Z2

According to Moysca» die piece, literally

Floating Clouds) , ’'suggests tha csafag a&l going of sereno white elsuds

as it reflects on the existence of can in this worW, ræally a

parallel is drawn with the kamusi). prieato who entrnn&ea thcaAvco to 

the wind to be blown where it so wills* (Woyoza & piece
entitled, XM (Sokkan; Breath and Sight), expresses tho dynamic 

feelings resulting from the contemplation of breath (YokoyaE3:lW?24)« 

Other titles suggesting their 2cassociation Include l^L^L 
Empty Sky), M. (Kyoreij Ehpty Bella; also written and

), and (Kolcu Relto; A Bell Ringing in the %pty

Sky)*

One can also detect the connection between the oMmhachi end %en 

in many of the teachings, rituals, and parables which are frequently /

passed on from teacher to student. It was the practice of Chîkuho II 

and other shakuhachi masters to teach their students a strong sense of 

respect for the instrument—the ’’Btiddha-nature’’ of the bamboo. The 

shakuhachi and the player are considered equal partners in tht* creation 

of the honkyoku. Thus the "Choshi” pieces mentioned above are meant to 

serve more as a renewal of this symbiotic relationship than as the mere

warm-up of a musical instrument by the musician.

Chikuho said that a student should think of the shakuhachi as a 

sentient being rather than a piece of dead bamboo. For example, if a 

shakuhachi was not used for an extended period, it would become lonely,
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even angry, and wad >5 .n* i■. £ »'• a ■ ■ **" « - 1 **-c % ? _ •• «’ ,c\-

ev-enfcually played again, U a .^3^1211 piaçej. aï
would be happy aad consented and r^eper.-j ty sell.

Chikuho also said that is <3id n:;t cai&cr ef# zeallv had
feelings or not. It was not even essoaeickS for the steens T9 Mi eve 

that his instrument was truly a sent sens being. % c-nly koi w base 

his actions on this asGxsptie»* and bio playing surety éqprove.

_ An example of a non*c?,isicol ritual used »Q the porfc-rcance of the 

hankvoku involves blowing air thr^u'jh asc'o fïa&o. Chikuhn II 

instructed his students to blow fillent I v through tho boübuo icx>d lately 

after performing & honkyokn. The purpose was to remind ths perforcer 

of the "essence of the universe1* or breath of air harrowed frem the 

atmosphere at the beginning o£ the performance» which was absolutely 

necessary for the creation of the smmdts of the honhynkta. This air 

must be returned with gratitude ones the piece hadk been played. Thus . 

the player is reminded, at a most critical time» of the virtue of 

humility with each performance»

Chikuho II also asserted that every sound produced on ons*s 

shakuhachi was eternal. He offered two kinds of evidence for this 

statement, acoustic and metaphysic. First of all, what we perceive as 

sound are in fact sound waves which, strictly speaking, do net just 

cease to exist. Rather, they gradually lose energy, bouncing off 

objects, etc., until they can no longer be perceived by the human ear. 

There is no finite moment when it can be said that the sound is no 

more. Secondly, in more metaphysical terms, the sounds produced on the 

shakuhachi invariably affect the emotional and even physical state of 
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the listener, whether the performer or an audience* That emotional or 

physical effect is then transmitted to others whom the listener chances 

to meet, just as anger generates anger and laughter is contagions. 

Thus the ’’sound" of the shakuhachi continues eternally through the 

consciousness of the listener and those around hits (Chikuho II 

0C1971-1973)*

Therefore, every sound blown on the shakuhachi oust he produced 

with the concentration befitting that which is eternal. This did not 

mean that one must always be serious when playing the shakuhachi, On 

the contrary, humor was definitely considered worthy of eternal 

existence, Chikuho II was stressing the consciousness one was to have 

while blowing one’s shakuhachi, This state of concentrated awareness 

was eventually to be maintained during every waking moment of one’s 

life, a goal aspired to by adherents of Zen Buddhism.

Just as Zen literature abounds with stories of Zen masters, stories 

of shakuhachi masters are circulated, in most cases orally, among .* 

shakuhachi players. These stories frequently told of shakuhachi 

players with almost supernatural talent or extreme enlightenment. 

During the 1970s, stories of Wheatsum! Do were especially popular. 

Watatsumi Do, now in his 60s, became known during the 1960s for being 

Yokoyama Katsuya's teacher. Watatsami has since recorded extensively 

and is now famous in his own right. He claims to not play the 

shakuhachi at all; instead he calls his bamboo flutes "hockihu”

; religious bamboo). He is supposed to have such powerful 

breathing technique as to have actually split a shakuhachi while 

playing it.
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The story of how WoSataœi 't-VCU 1 2^-22

was told to me soon after ? t%- .nc- ::-.^ 7-::' --2

tfatatsumi, already y «tafc of saxe s'srî. v;rj w^r;cg ' .: : ': a ^T"'* 

forest» when he hi sard the sound *sf a h27*"'> £*'.**■ a: t*>.* ’■'j'>’^*,p. 

Approaching the s<y,rce of the çousâ, »»o <3»< '»'•■■» »** ■

on a rock# blissfully playing a 4-* *t'-*i* -is-^xs ■-*■*■•* ’■ «
particularly impress Katatswl. Khat the 
that the old taan was wearl% wthW but a fzÜ2& an^ ?:e

was covered with lUOSQuitioes* vfatvitsusi Q-a’ed t--r? * cja &f 

accept a student* The njd san iaxcdî^te&ÿ iji h*t> I wt();
telling Mm to go to a nearby waterfall* (hip after ha cssld play ti% 

flute while standing under the waterfall. %aaW the aid tan eeaeh Mo# 
I do not know how much of the story » if W* i» true J Ap^rvpkal 

stories of this nature, about BKacsnai and other œtero,

serve to reinforce the philosophical teachings CKincctod with the 

instrument. ,--
Besides stories, there are several rasims specific ta the 

shakuhachi which also indicate the spiritual ijatire of much of its 
tradition. ’’Take Ikkan Koku Tsurannku” f 'll )

translates as "One Bamboo Pierces the Emptiness/' an obvious rofeml 

to the shakuhachifs potential as a way to onlightxent. Chikuho II 

wrote this statement in a book of hand-written notation frest.which I 

was taught a group of honfeyoku. Another mania common among shalmhnchi 

players is "Ichi On Jo Butau” ( -* "attainment of

Buddhahood through a single note” (Hasdai I984:21isj. The word

also do not know if the old man in the story is Uatatsumi’s real 
teacher, Itcho Furnon.
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"suizen” or ’’blown Zen," is synonymous with the shakuhachi and its 

honkyoku repertoire (See Kamisango 1974).

A student of the classical honkyoku repertoire is almost always 

made aware of philosophical considerations, many of which are clearly 

related to the teachings of Zen Buddhism. These philosophical 

considerations seem more numerous and heavily emphasized with the 

shakuhachi than with many other musical instruments. Though the extent 

that the komuso of the Edo period sincerely followed the teachings of 

Zen Buddhism may be questioned, it is difficult to refute the 

shakuhachi as beiug potentially a "Way of Zen.” It is my opinion that 

the shakuhachi is innately suited to the practice of Zen and its 

teachings, in part because of the symbolism of the bamboo from which it 

is made, its physical appearance and simple construction, its sound, 

and its capability to develop the player’s self-reliance, breath 

control and concentration. Furthermore the shakuhachi’s Zen 

inheritance can be found in many aspects of the honkyoku, including thé 

structure, performance techniques, and titles. Finally, many parables, 

rituals, and legends emphasize certain non-musical considerations 

deemed important for the student of the shakuhachi.

It must be added that all discussion of whether or not the 

shakuhachi is a vehicle of Zen becomes a mute point to the Zen 

practitioner. In the words of one 2en master, Yamada Koun Roshi:

, . , When your consciousness has become ripe by true 
zazen—pure like clear water, like a serene mountain lake, not 
moved by any wind—then anything may serve as a medium for 
enlightenment.

(Aiken 1978:26)

174



D. T. Suzuki has written?

It goes without saying that Zen is wither psychology nsr 
philosophy, but that it is an experience charged with deep coining 
and laden with living, exalting contents. The esperier.se is final 
and its own authority. It is the ultimate tr»th« not torn of 
relative knowledge, that gives full satisfact: r-u to all human 
wants. It must be realized directly within oneself £ ns oat side 
authorities are to be relied upon,..,This realisation is called 
satori [$>) i anllghteotomtj.

' U9wHd)

It is this shakuhaghi/s player’s belief that SGKh an experience can 

be found in the playing of the shakah^hj, with the practice of ,M£££*

This section has examined arguments both contrary to and supporting 

the correlation between the ahakuhachj and Zen Buddhism, There is such 

pragmatic data which denies such a correlation. However, nn even 

stronger case can be made affirming the close association between Sen 

and the shakuhachi, both in the past and in the present.

The following chapter presents a method useful in understanding 

some elements of this Zen music, the analysis of data derived from the 

transcriptions of real-time performances of shakuhadd honkyoku.
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6.1 In defense of tnmscribN

Very few transcriptions of actual perforcaacoo of exist,

in Japan'^é or a<m*Japanese literature. TsuMtoai dses %t ierlisdo 

transcriptions in her thesis on ( Wh). In a

comparative study of Iwmkyoki: of various rrn, îcaîùtonl presents a 

number of transnotationa of phrases as found in nJiiknhyhi notation# 
but no transcriptions (1976), teplete trafissotations (j&Hf ; yaknfn) 

by Tsukitani of Chikuho Kyu scores of fourteen tokynha ore found in 

the descriptive notes of the recording (in Chikuho II 1974),

• but again no transcriptions of the actual performances as recorded* 

Kamisango deals primarily with the history of the instrument (1974; 

1983), and consequently does not transcribe any honkynku performances* 

Blasdel, in his thesis written in Japanese at the Tokyo University of 

Fine Arts (1981), presents no transcriptions, Finally» neither of the 

two Issues of Kikan Bogatax devoted to the ahakuhnch.i contain any 

transcriptions (1975 â 1979).

Malm gives as "an example of shakuhachi music/* four lines of what 

may be called a transcription (1959:160). However, inaccuracies such 

as the use of meter markings preclude it from being very useful, 

Ifeisgarber transcribes two honkyoku, "Hi-fu-sii Hachi Kaeshi” (actually 

two separate pieces), "Banshiki no Shlrabe,'* and "Saniya Sugaki" [sic] 

(should read "Sugagaki”) (1968:319-321-, 325-327; and 328-330). It is 
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doubtful that the transcriptions were of actual performances* Instead, 

they are "based on the writer's studies with Tanaka Yoito of Kobe," ia 

other words, an idealized performance*1

Gutzwiller, in defending his conclusion that transcrlptiono of 

actual honkyoku performances arc "impossible" (1974:14%), presents 

lengthy and generally valid observations regarding fora versas 

content. In performing honkyoku, great importance is placed on the 

immediacy and spontaneity of each performance. Subtle variations and 

less subtle variations in phrasing, ornamentation, dynamics, tinbre, 

and even "wrong" notes are not only recognized as inevitable, but arc 

appreciated as being as intergral to an individual performance as the 

main, notated notes. The honkyoku is more "process" chan "product"} if 

performed with what Gutzwiller refers to as the proper kangaeknta and 

fukikata or way of thinking and playing respectively, there is no 

product, or form apart from the actual playing (1974:132*134)»

Gutzwiller also describes the shortcomings of western staff *' 

notation (1974:126-142). Consistent with his earlier conclusion, 

Gutzwiller chooses to transnotate traditional shakuhachi scores in his 

most recent publication rather than transcribe actual performances 

(1983:204-213).

Stanfield's transcriptions (1977:190-222) represent "an ideal 

application of performance practice details taught by Tanaka Yudo,” his 

teacher, because ”a detailed transcription of any one performance runs 

counter to the 'gestalt* of the music" (1977;190), Keeling

^Gutzwiller examines in great detail, weaknesses inherent in both 
Malm’s and Weisgarber’s transcriptions (1974:122-127).
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, transcribes several honkyoku in staff notation and In "analytical" ar

graphic notation, which he considers more representative of the nnsic

'■ (1975:128-195). However, the staff-notated transcription appears to be

- a transnotation of the Kir-ko score rather than a descriptive

: transcription of an actual performance, Keeling does not specify

whether an actual or an ideal performance is the basis for the

J analytical notation.

? Nonetheless, not only is it possible to transcribe actual hankyoku
it

î performances, it is, in my opinion, necessary to do so in order to

< analyze certain aspects of the music. Admittedly, staff notation doM

4 not visually represent honkyoku music perfectly. However, success in

1 accomplishing-a task is certainly more probable using an inperfect tool

; than not trying at all.

; Objections raised by Gutzwiller and Stanfield arc primarily

i philosophical rather than technical ones. It is not that

; transcriptions of actual performances are technically impossible, The

problem is that they contradict a "kangaekata" or way of thinking

; believed most conducive to an intuitive understanding of the music,

which ideally may result in the performer's enlightenment. It my very 

well be that gaining such an understanding is possible only for the 

shakuhachi performer and only during the act of performing.

However, it is not the purpose of this thesis to artrive at such an 

understanding. Rather, the musical analysis herein attempts to 

describe elements of the music which otherwise,might remain unnoticed

■ by even the most philosophically enlightened performer. In doing so,

another level of understanding may be achieved. Which is the superior 
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level of understanding cannot be determined except by an individuol's 

own subjective value system.
Conclusions regarding such, musical elements as scales or code, 

’’tonal cells/' and form, based upon transnatations or transcriptions of 

"ideal" performance practices can be made as accurately using 

transcriptions of actual performances. The reverse is not always true# 

especially if comparative analysis of ornamentation, pitch, and 

real-time durations of notes between different performances is the 

goal. Of course, where variables in the data occur, as in honkyoku 

performances even by the same performer, absolute pronouncements oust 

be avoided in favor of qualified generalizations. Also, the more 

samples available for analysis, theoretically the more accurate 

conclusions can be made. However, such limitations are inherent in any 

comparative analysis.
No transcription, whether of a piano sonata, a xylophone ensemble 

piece, or a shakuhachi honkvoku. be it in staff notation, or ‘

computer-generated graphic -notation, does justice to the music in the 

fullest sense of the word. The limitations of any transcription has 

been discussed repeatedly by ethnomusicologists since the inception of 

the discipline (see English 1964:203-277; List 1974:353-377; Hood 

1971:50-122; and Netti 1983:65-81). However, the inability of 

transcriptions to convey perfectly the "gestalt" of the music need not 

prevent their use as tools for certain musical analysis.
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6.2 About the transcriptions

With this understanding, a translation. of the original eeare in 

Chikuho Ryu notation and transcriptions a£ recordings of t&rec actual 

performances of the honkyoku "Koko” are presented bsl&w Csco Gee»u,S, 

6.9, and 6.10), The honkyoM “Koko" was chosen ia part because it is 

one of the San. Kyorei. the three cost venerated honkydw in tko 

repertoire (see pp#45-46)* Also* it has been dealt with elsewhere 

(Tsukitani 1976:232-238; Gutawiller 1983:132,136; and Stanfield 

1977:203-215), Finally, a student in Chikuho Ryu learns 

relatively early (the first piece of the second or chiton level). This 

may be significant because of the tendency to *add” cno*s awn 

idlosyncracies occurs later in one’s career as a student (see p«l46). 

Variations in performances of ”Koku” may theoretically be more 

significant than those found in performances, of hoak-yaku learned at a 

more advanced stage.

It is my opinion that the three recordings may be deemed .

representative performances of ’’Kokti” as perpetuated by the Chikuho Ryu 

homeyoku tradition. The performers also represent direct transmission 

of the music over three generations of Chikuho Ryu performers: Sakai 

Chikuho I, the founder of Chikuho Ryu; Sakai Chikuho II, iemoto or head 

of Chikuho Ryu for over twenty years and student of his father, Chikuho 

I; and Uemura Kyoho, longtime regent of Chikuho Ryu and one of Chikuho 

Xi’s earliest and subsequently most active student.

The recordings used in the transcriptions are as follows: The 

cassette tape of Chikuho I is a copy of an open-reel mono tape 
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recording made on June 2, 1966 expressly for Tsulcltoai* The cassette 

tape recording of Chikuho II is a copy of the caster stereo cassette 

recording made as part of a set of all Chikuho Ryu hsnkynku. recordings 

completed before 1980 (see p,U5). The steres cassette recording of 

Demurs Kyoho was made on December 12, 1985 specifically for use in this 

thesis. Copies of the recordings are deposited at the Bthnomusicology 

Archives of the Music Department# University of Hawaii.

Western staff notation was used in the transcriptions. It regains 

the most universally understood notation system for the field of 

musicology, and is easily and recognisably nodified to better represent 

the peculiar characteristics of honkyoku music, such as the lack of a 

discernable beat or pulse, I believe that these modifications afford a. 

transcription that is immediately readable and accurately represents 

the music to the degree necessary for the analysis.

There are three important modifications made in the staff notation 

for this study. They are: ■*'

l.The addition of a time-line is used to delicate seconds in the 

real-time performance, enhancing the graphic representation of 

event durations in the "free rhythm" of the honkyoku.

2.Solid black lines graphically indicate both the duration of a 

given note, and changes in inflection of the note, such as 

glissandos and vibrato.
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3.Following the example of Stanfield (1977:191), pitches notated in 

the original Chikuho score have downward-turned stems, while 

non-notated pitches (such as embellishments) have upward-turned 

stems. Thus, the prescriptive elements from the notation and the 

descriptive elements of the specific performance are discernable.

A number of problems were encountered in transcribing the recorded 

performances. One was the note names. Using the principle of primacy 

of product over prescription, the choice of labelling a pitch by its 

enharmonic equivalent was determined by the method of production. For 

example, A-double flat was chosen over G-natural when the meri-kari 

technique was used to produce the pitch from the fingering position 

normally producing A-flat. In this case, the original notation usually 

indicated the difference between G-natural and A-double flat by two 
different symbols, u. ( ^2 ) and u-ichi-san-han (p; literally _u, with 

the first (ichi) and the third (san) fingering holes one-half (han) *' 

covered. However, in a number of instances, e.g., phrase 53, the 

fingering position ,u is rotated while the fingering position 

u-ichi-san-han is actually used. In these cases, the corresponding 

pitch of the fingering position used (A-double flat in this case) is 

used in the transcription.

A second problem in transcribing actual performance concerns 

pitch. The microtonal variations in pitch which occur intentionally 

and unintentionally throughout honkyoku performance are poorly 

representated by staff notation. In the transcription in this thesis,
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the solid lines indicating duration are also used in sone cases to 

represent changes in pitch on a single note. Variation in pitch from 

the defined standard that are greater than 50 cents is indicated in the 

transcription (e.g. CMkuho XI phrase AS),

Not surprisingly, the pitch suggested by the fingering position as 

notated in the original score frequently differed from the actual pitch 

produced. However, X believe it is not only the two variables, notated 

pitch and produced pitch, that are in question. The pitch which the 

performer desires to produce or perceives to be producing also has to 

be taken into account.
For example, what is notated ho-meri (it>; E-natural on the 

fingering chart) is usually performed ho (ck î F-natural in fingering 

chart) by all three performers. F-natural was almost certainly the 

pitch that the performers wanted to produce. One might conclude that 

the notation is inconsistent with the ’’ideal performance.”

On the other hand, where u-ichi-S6n-han £^*9$ G-nauural in '' 

fingering chart, but produced as an A-dotible flat), is notated, a pitch 

closer to A-flat is frequently produced. However, my own training in 

performing this particular piece and other Chikuho Ryu honkyoku leads 

me to believe that the notated A-double flat, not the produced A-flat, 

is the desired pitch. In this case, the notation rather than the 

recorded product more accurately reflects the ’’ideal.”

Finally, there is the case of kjjro • D-flat in fingering 

chart), which varied in production from D-flat to D-double flat (a 

range of 110 cents). When learning Chikuho Ryil honkyoku, I was taught 
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that koro did indicate the pitch D-flat, but that the production of 

D-double flat was also appropriate. In other words, any pitch between 

D-flat and D-double flat was anticipated. In this case, the notated 

pitch corresponds to the pitch perceived to be produced: D-flat. 

However, the pitch actually produced can vary from D-flat to D-double 

flat. The "ideal performance" encompasses both notated and realized 

pitches.

The problem described above should not be considered as evidence 

that transcriptions of actual performances of honkyoku are impossible. 

In fact, much can be learned about the honkyoku simply from the 

difficulties in transcribing the performances. The discrepancy between 

the notated pitch, intended pitch, and produced pitch is only 

discernable with such transcriptions.

For the most part, the transcriptions indicate the actual pitch 

produced as accurately as possible. However, in the case of the symbol 

ko, the pitch D-double flat is used consistently. The average decree 

of variation between the realized pitch and D-double flat is indicated 

in the Charts 4-6.

A Sony TC-D5“' cassette recorder and a TEAC 33Û0S open-reel recorder 

were used to transcribe the tape recordings at full and one-half 

speeds, using a click track set at one click per second. A Korg AT 

tuner was used to measure pitches. The transcriptions were completed 

between October, 1985 and March, 1986 (see pp.237-284).

The following sections will analyze a number of aspects of the 

piece, "Koku" using data taken from the transnotation and the 

transcriptions.
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6,3 Analysis of "Scale”

A number of terms related to the concept of pitch and scale exist

in the Japanese language, frequently overlapping in meaning and usage. 

Onkai ; literally “sound stairs11) seems to be the least

ambiguous. It means “scale11 as commonly used in western musical 

theory. Senpo > literally “revolving law”) is translated as 

mode, as in Dorian mode. However, the insenpo ) and

are described as two major “scales” in traditional Japaneso 

music (Kishibe 1966:12; Malm 1959:63 and 160; GuUwiller 1974:116; and

Stanfield 1977:120).
Chô (j^) and chôshi are also problematic, Cho can mean a

single pitch, tone, or note, a key or tuning, the fundamental or tonic, 

or an entire tune, Chôshi (literally “child of chô") can mean aimant 

everything cho can. Stanfield logically defines cho as “key" 

ichikotsu cho, the "key” of ichikotsu, the fundamental being on the 

note D), and chôshi as "the entire musical entity, whether it be a

scale or a composition" derived from the cho (1977:184-185).1 

Onritsu

Ontei :

; literally "sound law") means both a tune and a pitch, 

literally "sound degree or distance") means a musical

interval. Senritsu ï literally "revolving law." C.f. senpo), a 

venerable synonym of kyoku (^f ), is commonly translated as melody.
To further complicate matters, by itself ritsu (^) is the name of a 

"scale" used in papaku, court music of Japan, as in ritsu-senpo. Also,

some of the above words may refer to rhythm .as well as pitch*

1-Stanfield defines many of these terms as well as transpositions 
and scale degrees. (1977:180-185)
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In my seven years of studying the Ghojtuhaehi in Japan, I did not 

once hear any discussion by shnkahnchi players theaselves of scales or 

modes as found in the honkyoku. DE course, there is a definable pitch

hierarchy in the honkyoku. However, flutavillor remarks that 

"shakuhachi players ...are in general, not very aucb concerned with 

matters of classification1* (1974:116), In the case of Chikuhe Hyû 

members, this is a definite understatement*

The theoretical "scale1* of the honkyoku has been defined in varying 

ways by a number of people (Tsukitanl in Chikuho II 1974:24$ Koga 

1978:137-141? Gutewiller 1974:115-126 and 1983:119-122; Malm 

1959:159-162; Weisgarber 1969:319-331; and Stanfield 1977:119-127).

All of these studies of honkyoku are based on the written notation, or 

upon a transcription of an "ideal61 performance. If actual performances 

of honkyoku can be so varied as to discourage transcription, and if the 

performers seem neither to know nor care about "scales" in their music, 

might not the "scale" of their actual peformance differ from the 1 

"scales" theorized from the notation? Can conclusions regarding pitch 

hierarchy be made using transcriptions of actual honkyoku 

performances? Before addressing these questions, an attempt will be 

made to describe the theoretical scale of the honkyoku,

Kishibe (1966:53), Malm (1959:161), and Weisgarber (1968:317), 

state that honkyoku are based upon the insen or in. scale, which is 

commonly represented as being:

. ■...... , , I   ' IO )   r
<01 ° ”— ■■■ ■ ...

Figure 10, Example of insen
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Gutzwiller (1974il15-116) emphatically rejects the in, scale as the 

honkvoku scale, primarily because of the fourth tSegree, A-^atural« 

ybich is almost always replaced by the note A-flat in honkyoky. Khat he 

studied. Instead, Cuttwiller opts for a "'dual tonality*... centered 

around the two ’kari-notes' D and G." The note C functions in a 

similiar way, but to a leaser degree. (1974:118).

r\________ . ti> **
y ■• -.to '-   —

Figure 11. ilonkyoku scale (Gutawiller 1974:119)

Stanfield also points ou* the disparity -between the A»naturol of 

the in scale and the A-flat common in the honkyoku. He explains this 

phenomenon through the use of modes (senna) and hennon also

; literally "changed or altered" tone—used in the musical theory 

of shomyo, Buddhist chant). Stanfield suggests two scales, both made t 

of the same pitches, but one with D and the other with G as the 

fundamental tone. Stanfield believes the D scale to be the more likely 

candidate of the two, calling it "Chi-senpo" and the G scale 

"Kyû-senpô" (1977:122).
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Tsuicitani (in Chikuhts IX 1974:24) oases the solo an t:io  
miyako bush! C§p&) scale, which she Mines as:

Figure 13. ffivako hnshi "scale* (Tsakitani ia Cühn&D XX 1974:24) 

The three scales are striking].? sicdUar» %e csstravers?

surrounding the nomenclature o£ the honkygku etale» especially the sera 

insen stays in part because of the vagueness of ths wW itself* 

According to the Hogaku Byakfca Jitaen, in^pn is the ca:te so in f>«W^ 

which is defined as the Japanese pentatonic ssala with hslf^steps» in 

contrast to the pentatonic scale without half "Steps (yn onW)» 

Because it was used predoMnently la ths music of urban areas» the 
scale also becace known as mlyako, hushl (literally ’’city oeledy1^ 

According to Koizumi, the alyako feaahi scale igi built around two 

tetrachords, as shown below* Because the term, insen is vague enough

to encompass quite different scales, for example the niynkq hush! onkai 

and the ryukyu onkai the scale of Okinawa)# the

individual samas of the particular scales are now frequently cited (HHJ

1984;85).
tetZMlwrd.

4""....-------
ZZÿZËZZ

...... —

Figure 14. Mjyako bush! onkai and ryukyu onkai (HHJ 1984:954 and 1042)

■ 1 In contrast to inaka bushi (®^5 §P )? ’^country melody.” 
These terms wgre first used by Uehara RoAushiro in his
book %" (ZokuRalcu Sent it su Kq) and are now commonly
accepted by Japanese scholars (HHJ 1934:954)«
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Note that the miyako bush! scale given by Tsukitani begins on the 

note D, However, in order to preserve the relationship of intervals in 

the itivako bushi scale above and still attain the notes in. TankIrani’s 

scale, the note G must be the first tone. If the note D is first, the 

original in scale (with an A-natural) is produced.

(beginning on the pitch D) (beginning on the pitch G)

Figure 15. Miyako bushi scales

To further complicate matters, Tsukiyama also points out that the 

Taizan Ha lineage of Meian ahaktthachi playing, which shares a codait 

history with Chikuho Ryu, consistently raises the mari notes, i,e., 

those requiring the meri technique (gee p.104) corresponding to t-flat 

and A-flat, resulting in a scale approaching the ritsu scale; ■

(Taizan lineage) (Tsukitani in Chikuho II 1974;24)

(according to Koizumi) (HHJ 1984:1038)

Figure 16. Ritsu onkai

Tsukitani considers the historical question of whether the ritsu 

scale shifted to the miyako bushi scale to be relevant tc all genres of
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Japanese traditional cttsis» She <s*s$;xi5t3 tSses teasznp fcr

the Taizan Ha playing frgftyja is a C3%*r apptaaiotxca the .gMS 

scales I* The to&ycfai cay too original!y fcesn ployeJ to t%@ ^Edey 

ric rale and Taiüaa Ih is oiaply to traœiS %%a ongsru»

go&~5» 2. The fits# csale is paw*far to t!$e &msii area* qfkjsU? 

Kyoto, 3, The rite# scale wan pmrpswly tascû to œ-aasSüû th) 

difference between the Zea tokyakn* and tka wafldly rni^n witk itn 

meri notes (In Chiktihe XX 1974:24}*

It is my opinion that the stale «sel in hcokm&u csa w 

called insen, though the tom, scsswto like tko wgnt^ra tors 'hiw" 

can have a nutsber of referents» calling it rather The otcwreaco 

of the note A-nstural in Inson lesdn GutWlltr to rcjost the la 

scale. In fact, A-natuml does occur la hnnhyotej, as will ba 

demonstrated in the analysis of MKolm*w Xn any case» Tc^dtanl 

substitutes the note .Wlat for A-satural in her awple* of 

bush! onkai, an in scale, according to the '

(1984:85).

The question of s honkyokti scale is taada core obtuse by suao 

writers by the use of a second level of tonatnology* For atamplo, in 

his discussion of the scale of the honkyoku. Stanfield refers tp scales 

and terminology borrowed from the gagaku and koto traditions 

(1977:121-125), It may be reasonable to assume that the theory and 

terminology of these music traditions might be applicable to the 

shakuhaehi honkyokut which shares the same cultural system. However, 

the extent such borrowed terminology remains valid for the honkyoku 

tradition ia an open question.
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If Gntswiller is correct in assaying chat the notes D and G share 

the function of a tonal center in the honkvoku, then the in scale 

contains the note A-flat when the note G i * the fundamental tone, and 

the note A-natural occurs when the note D is the fundamental tone* 

Tsukitanl’s scale becomes an illustration of this; a scale whose notes 

are derived with the note G as the fundamentale but notated to begin on 

the note D. In light of the above, it is understandable that many 

shakuhachi performers prefer to ignore the issue altogether»

However, that is not an option here. The hierarchy of notes* or 

scale of a piece may ba determined, by looking at three variables; the 

frequency each note is played, the duration each note is hold, and the 

location or context in which the note occurs* In the shakuhachi 

honkyoku, the first two variables could easily differ between 

performers. The third variable» that of context, is less likely to
* r

differ between performances without a drastic departure from the

notated score,

First of all, let us look at the actual score of the honkyoku 

”Koku” as notated by Ghikuho Ryu, hereafter referred to as notation. 

It must be emphasized that fingering positions rather than pitches are * r
!

notated in the Ghikuho Ryu score. In the following discussion of pitch {
L

hierarchy, the note value corresponding to thé given fingering !

positions will La used. The actual pitches produced may deviate from ;

their tempered scale counterparts.

Table 1 shows the frequency the corresponding note of each 

fingering position occurs in the notation, and the percentage of the - 

total number of notes that number represents. For example, the note g’
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(c’= Middle C) occurs thirty-one times in both sections. ThO note 

g,foccurs sixty-one times in both sections. The pitch degree G (hath 

octaves) accounts for 23% of all pitches in the notation.

Table 2 shows the relative durations of the corresponding pitch of 

each fingering position and tint percentage of the total piece that 

number represents. In order to arrive at the figures the following 

values were arbitrarily assigned to the duration symbols of the 

notation:

*1, =2, «4, J «3} Q =32, ^20.

Notes with no duration markings (twelve such occurrences) «5, 

Figure 17# Arbitrarily assigned values to duration symbols.

For example, the note g* is played for the duration value of 319 in 

both sections. The pitch degree G (both octaves) accounts for 39,7% of 

the total duration value of the piece, Adding the percentages of both 

frequency and duration gives a valid rank to the notes (see Table 2.)

According to the data derived from the actual notation, the piece 

"Kokïï" appears to be fairly representative of the scales provided by 

Tsukitani, Gutzwiller, and Stanfield. The note G is highest ranking in 

the hierarchy of pitches, with the note D a strong second place. 

However, the note C, ranked fourth after A-flat, is problematic. As 

one of the three possible tonal centers, it should rank third place, 

ahead of the note A-flat. The explanation to this apparent

-This symbol is comprised of two sixteenth notes, usually 
followed by five "repeat" signs ( (see Chikuho notation, phrase 43). 
The value of twenty was arrived by multiplying the value of the two 
sixteenth notes (4) by the number of "repeat" marks in the notation.
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Tequencies of Events as NotatedTABLE

sect on 1 : g section 2 :
Id

Order of Frequencies - Combining Octaves u Sections

1) ------ L । j -.toJCLZ____z
*J...~" —■"■■'I'V"|fey|—'" 'I —>' PO "I— ||p I L . ■[.. SI .j.. Y ■).. pZ-,- - - - - —
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H Section 2 ; 8
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contradiction may be found in the fingering position koro (JO).

Though corresponding to the note D-flat in the fingering table, it 

frequently is played as the pitch D-double flat in actual performance. 

If the values for the fingering position koro are included with the 

values for the note C, then the note 0 easily outranks the note A-flat.

The note A-natural is not found in any of the scales mentioned by

Tsukitani, Gutwiller, or Stanfield, yet contributes over five percent 

to the duration and frequency totals in the Chikuho Ryu score of 

"Koku." However, the note A-natural still ranks lower than all other 

notes except B-flat, F, E-natural, and G-flat. The note A-natural will 

be discussed more thoroughly below.

Of the remaining notes, A-flat and E-flat occur with the frequency 

and duration that is consistent with their role as subordinate tones in 

the honkyoku scale. The note B-flat is considered a subordinate member 

of the honkyoku scale, yet occurs only twice in the entire piece,, 

ranking higher in frequency and duration only to the rare note G-flat.

However, the note B-flat occurs between the note C in a pattern 

indicated by the symbol . This pattern occurs in two other 

phrases (22 and 60), implying the existence of the note B-flat in those £-•

phrases, too. The note B-flat occurs in the honkyoku scale beginning p

on the note D. It does not occur with the note G as the fundamental P

tone. The scarcity of B-flat in "Koku" implies a predominance of the ' /

note G over D as tonal center.

The note G-flat, though also occurring twice in the score, is not 

implied elsewhere in the score in contrast to B-flat. In both
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occurrences, the note G-flat merely forms a glissando from the note 

E-flat to the note G» The note F occurs eleven times in the score, but 

only as grace notes preceding a phrase.

The context in which a note is found may be more important in 

determining its rank in the pitch hierarchy than the number and 

duration of its occurrence, Stanfield's conclusion that the note D 

should be considered the fundamental tone of the honkyoku scale is 

based primarily on its context. He found that the note D received more 

cadential treatment than the note G, that certain cadential signals and 

major inflections occured only after the note D, and finally, that in 

the three pieces he analyzed, as well as 68% of the entire Kinko Ryu 

honkyoku repertoire ended on the note D. Stanfield gives other 

evidence, such as the most popular in.and jrô modes having the note D as 

their fundamental tone supports his choice for the fundamental tone of 

the honkyoku scale (1977:123).

The context of the notes in the Chikuho Ryu score of "Koku" aldo 

supports Stanfield's choice of the note D over G. Both sections of 

Chikuho Ryu "Koku” as well as the beginning sub-section (phrases 1 

through 17) end on the note D. The four of the final six phrases of 

the piece also end on the note D. Strong cadential patterns, all 

ending on the note D are found throughout the piece (see Figure 18).

However, if the previous explanation of scales is correct, then the 

predominance of A-flat over A-natural implies note G as the main tonal 

center. The miyako bushi scale having the note G as the fundamental 

tone includes the note A—flat. The note A-natural occurs when the note 

D is the fundamental tone.
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Figure 18. Cadential patterns in !,Kokü" ending on the pitch degree D

The context the note A-natural occurs in the notation is useful in 

understanding this note* In section one, the note A occurs in only two 

contexts, as the final "grace note" of a phrase, of indeterminent 

duration (phrase 10), and as the atari or attack, an even shorter grace 

note at the beginning of a phrase (phrase 22). Of the fifteen 

occurrences in section two, three are grace notes ending a phrase and 

two are grace notes beginning a phrase. Tn the five phrases containing 

all of the remaining ten occurences, (phrases 58, 62, 72, 79, and 77), 

the note A-natural alternates with the more frequently occurring note 

A-flat. The note A-natural clearly occupies a smaller role in the 

piece, supporting the choice of the pitch G as primary tone.

Gutzwiller's assumption that the notes D and G, and to a lesser 

degree C, are "open tonal centers" (1974:119) can be used to explain 

both A-flat aad A-natural. Incidents of the note A-natural alternating 

with the note A-flat may indicate the "modulation" of tonal centers 

from the note G (producing A-flat) to the note D (producing 

A-natural). However, as Gutzwiller points out, describing the
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phenonemon as a modulation may be missing the point (1974:119).

Perhaps a better explanation is that the A-flat to A-natural movement 

emphasizes the multiplicity of tonal centers. The equally fundamental 

notes G and D may alternate as the single tonal center or may together 
be tonal centers at the same time.l "Open tonal centers" also 

explains the note F, which occurs when the note C acts as tonal center. 

This is especially helpful in analyzing pieces other than "Koku," which 

contain the note F more frequently and for greater durations. Examples 

of these pieces include "Sanya," "Koro Sugagaki," and "Shinya no 

Kyoku."

The note E-natural remains to be discussed. This note is not found 

in any of the honkyoku scales noted above, except in Tsukitani’s Taizan 

Ha scale. Nor does it occur in the raiyalco bush! scale with any of the 

three tonal centers taken as the fundamental tone. Even in the Taizan 

scale, arrows indicate that the note is played flat, i.e., approaching 

the more frequently occurring note E-flat. In other words, the note 

E-natural should theoretically not exist at all in honkyoku. Yet it 

occurs twenty-one times in the "Kokü" notation. Furthermore, there is 

no indication in the Chikuho score instructing the performer to lower 

the E-natural note. This note cannot be explained by relying solely on 

the notation. The transcriptions of the actual performances will prove 

to be more helpful in this case, '

similiar theory which decribes similiar phenomena in South 
East Asian music traditions, called metabolation (Tran Van Khe 1967), 
should be mentioned here.
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Summarizing the evidence found in the notation, the "scale” of 

Chikuho Ryu "Koku" can be thought of as having the notes D, G, and C as 

its fundamental tonal centers» Some evidence indicates the note D to 

be more fundamental, while other evidence points toward the note G, 

The note C,which should rank third in the hierarchy of notes, follows 

the note A-flat. We will look to the transcription to solve this 

discrepancy.

The notes A—flat and E-flat and to a lesser degree A-natural are 

common but are subordinate to the fundamental tones. The less common 

notes F and B-flat do exist in the theoretical scales derived from the 

three tonal centers, but are each used only in a single defined 

context. The note E-natural, though also limited to a single context, 

occurs throughout the notation more often than the notes F and B-flat 

combined. Its existence cannot be readily explained with the notation 

alone*

6.4 The transcription and scale

Let us now turn to the actual performances of "Koku” by Chikuho I, 

Chikuho II, and Hennira. Data derived from the transcriptions are 

presented in the following tables. Tables 3 through 7 (pp.201-205) 

deal with the first two variables, frequency and duration* Tables 3 

through 5 list how often each note was held one second or more (the 

number above the staff) in each of the two sections of the pieces, by 

each of the three performers. These events are* added to give the total 

duration in seconds that the respective notes were played (the number 

below the staff). These two figures yield the average duration of each 
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note, when played, a second or longer. For example, Chikuho Z held g’ a 

second or longer for eight times in section one, for a total of 36.4 

seconds, averaging 4.55 seconds each time.

Table 6 compiles the above information, giving the total seconds 

each pitch was played in both sections (below the staff). Enharmonic, 

equivalents are treated as a single note. The percentage of the entire 

piece spent on each note is given below this figure. The first eight 

notes are ranked above the staff in order of total duration. For 

example, gf was played by Chikuho I for a total of 72.9 seconds or 9% 

of the entire length of the piece, making it the third longest held 

note in the piece, after d” and gH .

Table 7 summarizes the data provided in Table 6, giving the total 

number of seconds the combined octaves of each note was played. This 

total can be expressed by two percentages; the percentage of the total 

duration of all notes held a second or longer, and the percentage of 

the timing of the entire piece. For example, Chikuho I played the note 

G in both octaves for 302.1 secondst which is 42,1% of the total, 

excluding notes less than a second in duration and rests, and 35.7% of 

the entire piece.

The preceding data deal only with notes of one second or longer in 

duration. Table 3 takes into account all notes held one-half second or 

longer, first separated by octave and then by combining octaves. For 

example, Chikuho I played the note G in both octaves eighty-nine times, 

or 26.3% of all notes held one-half second or longer. Notes held less
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than one-half second are considered here primarily embellishments, and 

not significant for this discussion.

Taking all of the above into consideration, the notes performed the 

most frequently and for the greatest length of time become evident. In 

every case, the notes G, D, and C are the first, second, and third most 

frequently produced and longest held notes, respectively. The notes 

A-flat and B-flat are consistently ranked fourth and fifth. As 

postulated, the note G, underrated in the notation, ranks third in 

duration and frequency of occurrence in the transcriptions. The 

transcription data therefore supports the theoretical scale suggested 

above, with the notes D, G, and C, being the centers of tonality, 

complimented by the supporting notes A-flat and E-flat. The data 

provided by the transcriptions on the notes A-natural and F-natural 

also conform to that of the notation. ’

However, the note B-flat is performed even less than it is notated, 

especially if the symbol nJ , occurring twice in the notation, is 

counted. More pieces must be studied before a definite conclusion can 

be made about this note. As one who has studied and taught over sixty 

honkyoku, I can only say that in my opinion, the note B-flat occurs 

much more frequently in a number of other pieces.1 A new note,, 

B-natural emerges in the transcriptions, but only four times in a 

single performance. It seems merely characteristic of only one 

individual1s performance.

1Instances include “Hachi Gaeshi,” "Yamato Choshi," and "Shoganken 
Reibo.”
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The most problematic note in the notation, E-natural becomes less 

so in the transcriptions. One performer, Uemura, does not hold the 

note for one-half second or longer at all. The note E-natural occurs 

longer than one-half second only twice in Chikuho I's performance and 

just three times in Chikuho Il’s performance. The transcriptions 

suggest the following hypothesis for the inclusion of the note 

E-natural in the score: A common heritage shared by Chikuho Ryü and 

Taiwan Ha is still evident in the Chikuho notation of "Koku" but no 

longer evident in actual performance.

As with the note E-natural, the note G-flat is not in any of the 

honkyoku scales; it is notated twice in the score; yet does not appear 

for durations one-half second or longer in the transcriptions of the 

performances.

In summary, data from the transcriptions seem to support 

conclusions derived from the notation alone regarding a hierarchy of 

pitches in "Kokü". More importantly, the transcriptions provide data’' 

even more supportive of theoretical honkyoku scales than does the 

notation, demonstrating the weaknesses in studies of the shakuhachi 

honkyoku which are based solely on transnotations or even "idealized" 

performances.

For example, the note 0 is more accurately ranked in the 

transcriptions (third) than in the notation (fourth). The notes 

E-natural and G-flat, which are not predicted by the theoretical 

"scale" yet occur in the notation, are not evident in the actual 

performances. The E—natural notes in the notation may be a 
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manifestation of the ambiguity surrounding the second degree of the 

honkyoku scale (mivako bushi scale = E-flat; Taizan lineage "ritsu" 

scale - a "flat" E-natural).

In conclusion, it is this writer's experience that honkyoku 

performers exhibit an apparent lack of interest or knowledge of any 

kind of theoretical honkyoku "scale." The analysis of honkyoku 

notation however, supports the belief that such a scale does exist. 

Transcriptions of the performances of the honkyoku "Koku" by three 

leading, performers of Chikuho Ryu provide further evidence of the 

existence of a honkyoku scale. It appears that the three Chikuho Ryü 

players have an intuitive understanding of the theoretical honkyoku 

scale most commonly cited in the literature. Moreover, in this 

instance the data obtained by analysing transcriptions of the actual 

performances provide a clearer picture of the theoretical honkyoku 

"scale" than does the data which can be obtained by analyzing the 

notation itself <,

This section compared the data provided by the notation with that 

from transcriptions of actual performances. In the next section, data 

from the transcriptions are further analysed, in particular data not 

evident in the notation at all. These data will be used to determine 

what differences, if any, occur in the three performances of three 

generations of Chikuho players.
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6.5. Three generations of performances

In this section, the transcriptions of Chikuho I, Chikuho II, and 

Uemura will be described and analyzed. By comparing the data of the 

three performances, some conclusions regarding the nature of change in 

the Chikuho Ryu honkyoku tradition over three generations can be made. 

The intent is to provide a methodological tool useful in gaining an 

understanding of the honkyoku, .

Statistically speaking, as the sample base being analyzed 

increases, so does the likelihood of valid conclusions. The validity 

of the conclusions would be greatly enhanced if for example, the data 

base was the transcriptions of twenty performers each from ten 

generations, each performer playing twenty distinct honkyoku pieces, 

recording each piece on ten separate occasions. Transcriptions of the 

resultant forty thousand recordings would certainly provide the 

energetic statistician with enough data to make a number of irrefutable 

conclusions about honkyoku performance.

Instead, this study presents data derived from a single performance 

of a single piece by a single player from each of three generations, 

i.e,, thirty-nine thousand, nine hundred and ninty-seven less than the 

ideal sample above. With so small a sample, it is difficult to know 

whether variations in performance are indicative of the tradition in 

general, or merely idiosyncrasies of the single performance of the 

single player. However, even a single example of the actual 

realization of a skeletal shakuhachi honkyoku notation system is better 
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than none. By the same token, three examples are better still. As 

explained above, the investigation is valid. With any study, care must 

be taken in reaching conclusions.

Furthermore, it is my opinion that even so small a sample provides 

a more useful description of the Chikuho Ryu honkyoku than does a 

transnotation or a transcription based upon an "ideal" performance. 

Broad generalizations based on the three transcriptions must be 

avoided. It cannot be denied however, that here are three distinct, 

valid performances of the same piece. At the very least, the 

transcriptions describe acceptable variations from the notation, as 

well as from performer to performer in the Chikuho Ryù honkyoku 

tradition. At the very most, broad trends in the nature of change 

occurring in this largely aural tradition may become evident.

The data used to compare the three performances include the 

frequency that each note occurs, the duration it is held, and the 

relative pitch that is produced. On \>e macroscopic level, the 

frequency and duration of phrases, i.e., material between breaths, and 

the duration of those breaths were measured. Variations in 

embellishments or ornamentation between the performers and the 

notation, and between the performers themselves will also be described 

and compared.

The most obvious comparison between the three performances is that 

of duration. This parameter is summarized in Table 9. The data may 

merely be a reflection of the idiosyncracies of single performances of
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TABLE 9 DDRATIOH IN SECONDS AND AS A PERCENTAGE OF EHTIRE PIECE,

cmo i cmmon !■ .
Duration of piece: 14'06,5" (ffl) 15'58" (1«) 13'03,5" (100%)

Duration of longest phrase; 14,7" (1,72) 18.1" (1.8) 20.1" (2.6%)

Duration of shortest phrase: 2.7" (0.32) 3.7" (0.8) 4.0" (0.5%)

N H Duration of longest pause; 2.5" (3,42) 2.5" (0.3%) 3.6" (0.5»}
N

Duration of shortest pouse: 0,4" (0.052) 0.3" (0,032) 0.3" (0.04%)

Avg. duration of pauses; 0,95" (0.12) 1.0" (0.1%) 0.92" (0.1%)

Avg. duration of one note; 2,8" (0,32) 3.0" (0.32) 2.6" (0.3%)

2 of entire piece in pauses: 10,52 8.6% 9.8%

Total duration of notes held

less than one second: 1’15.2" 2'37.1” 2'44.1"

Expressed as 2 of piece; 8.92 17,0% 20,9%



three individual performers. However, the data does point out certain 

areas where further study, using a larger sample, might be useful. For 

example, the average durations of phrases, pauses or silences, and 

single notes of each performer are almost exactly the same percentage 

of the durations of the entire piece. Also, assuming that 

embellishments are almost always executed in less than one second, it 

is possible that the" increased total time spent on notes of less than a 

second indicate an increase of such embellishments with each 

generation. Furthermore, though the average duration of phrases, in 

this case meaning sound material between pauses for breath, fluctuates 

with each performer, the average durations of the breath pauses remain 

fairly constant.

These data suggest a number of questions. Is the proportion 

between average durations of phrases, notes, and rests, and the 

duration of the entire piece a constant in the Chikuho honkyoku 

tradition? Is variation in the actual notes more acceptable than 

variation in the space between them? (C.f. discussion on ma or space, 

pp,129-130.) Does this average length of one second vary between 

shakuhachi ryu? Are the pauses used to create the sense of climax, or 

lack of climax within the piece? In what context are the pauses, with 

a range in duration from 0.3 second to 3.6 seconds, found in the 

performances? Is there a relationship between the pauses and the tonal 

cells surrounding them? More data are necessary to answer many of 

these questions. Questions concerning context will be addressed below.
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Another variable which should be considered is that of age. The 

recording of Chikuho I used in the transcription was made when he was 

seventy-two years old; Chikuho II was in his early fif '.es, and Uemura 

was in his early forties. Despite the age gap between Chikuho I and 

the other two, the average length of phrases do not vary considerably. 

Nonetheless, on the average, Chikuho I held phrases for the shortest 

duration and spent the most time pausing for breath of the three 

performers, as is expected, A valid conclusion to be made in this.case 

is that Chikuho I had extremely healthy lungs for a seventy-two year 

old.

After duration, the most noticeable difference between the three 

perfomances is found in the variety of embellishments. The durations 

of phrases, breath pauses, and even the entire piece may vary 

considerable from performance to performance of a single player, 

depending upon his emotional and physical state of being at the tipie. 

However, a single performer is less likely to change the manner of 

ornamenting certain events, especially if the same embellishment is 

used in similiar contexts throughout the piece. Therefore these 

embellishments may show 10 e definite examples of change from 

generation to generation than duration.

By far, the most frequently repeated embellishment occurs with the 

^articulation of the important tonal center, the pitch G. The pattern 

remains very constant within the performance of a single performance. 

However, it is one of the most varied from performer to performer.
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Also, each performer deviates considerably from the original notation- 

The notation simply instructs the performer to rearticulate the note G 
by hitting the second hole, with the symbol "^T* (see phrase 3).

Figure 19 shows the most common pattern used in this context by the 

three performers:

Ghikuho II UerauraChikuho I

Occurrences: Il 13 13

Figure 19. Re-articulations of the pitch degree G

It is interesting to note that in this case, the number of pitches 

in the ornament decreases with each generation, i.e., the embellishment 

becomes less complex. In contrast, the data in Table 9 (p.212) 

suggested that the total time spent upon embellishments increased with 

each generation» In fact, Uemura speilt a total of 20.9% on notes held 

less than a second, much of which must be a^.1 imed to be embellishments, 

a total more than twice the 8.9% spent by Chikuho 1>

Figure 20 (p,216) provides further examples of variations in 

ornamentation used by the three performer. The entire complement of 

embellishments used by each performer is presented in Appendix G. The 
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embellishments are grouped according to the notes being embellished, 

the octave in which they occur, and the number of notes ornamenting the 

main note. The main notes include the notes D, G, C, E-flat, A-flat, 

and A-natural. The notes in the lower octave are presented first.

Main notes with one embellishing note are arranged before those with 

two notes in the embellishment, followed by those with three or more 

embellishing notes.

Transnotation of Score:

Chikuho I

Chikuho II

Uemura

Figure 20, Variations in ornamentations
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The number of times a given embellishment occurs in the 

transcription is given below the staff. Those embellishments which are 

unique to that particular performer are marked with an "x." Ornaments 

which may be common to the tradition ave not marked with an "x." The 

total occurrences of embellishments in each group is given at the end 

of the grouping. Thé total number of different embellishments are 

given in parentheses. The total number of phrases unique to each 

performer is also given.

In general, Chikuho II utilizes the greatest number of different 

embellishments and plays them the most frequently of the three 

performers, Chikuho II also uses the greatest number of unique 

embellishments, that is those not occurring in the performances of the 

other two. Though Uemura plays a slightly wider variety of 

embellishments, and with more frequency than does Chikuho I, he uses 

phrases not found in the other two performances the least frequently,.

A plausible explanation of the above data is the hypothesis that 

the higher ranking the performer, the more changes become acceptable in 

the playing of the honkyoku (see p,149). As iemotq, Chikuho II was 

free to devise his own embellishments and use them more frequently than 

did his father. Uemura, as Chikuho Il’s student, appears to have 

continued the "tradition" of his teacher by adding more embellishments 

than is found in the performance of Chikuho I. However, as befitting 

his high status in the Ryu, Uemura does incorporate embellishments of 

his own, but not as frequently as either lemoto, Chikuho I or II,
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The embellishments used by each of the three performers support 

another hypothesis presented earlier concerning the ritsu scale and the 

miyako bushi scale in the honkyoku (pp. 189-190). Embellishments used 

by Chikuho I are characterized by the absense of meri notes. In other 

words, they are produced by using only the "open noies" of the 

shakuhachi without the meri technique (e.g., phrase 9). The resultant 

notes create the ritsu scale, which, as discussed earlier, may be the 

antecedent of the typical honkyoku scale. With Chikuho II and Uemura, 

embellishments using only notes of the ritsu scale are all but 

non-existent. This supports the theory that in the past, the ritsu 

scale may have been more prominent in the honkyoku as performed by 

players of the lineage represented by Chikuho Ryu. However, they are 

much less evident in the performances of Chikuho II and his students.

The ornamentation in Chikuho I*s honkyoku may have been a separate 

system from the main notes. The main notes may have belonged to thev 

newer "city scale," while the ornaments may have been held over from 

the older "rural scale." A careful comparative analysis of the 

embellishments used by the three performers, or even better, a large 

sample of Chikuho Ryu performers would no doubt yield other trends or 

patterns.

Another area of comparison between the performances of the three 

generations of players is that of pitch. Tables 10 through 13 

summarize the measurable pitch deviations in the three performances. 

As noted earlier (p.182), pitch presents the most problems in
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transcribing the music. Deviations in pitch occur on at least five 

levels. First of all, the standard pitch of the three performances, as 

represented by the average pitch of the tonal center, the note G, 

conforms neither with the standard A=440 of the tempered scale, nor 

with each other. Secondly, this average pitch varies between sections 

one and two within each performance. Thirdly, relationships between 

intervals vary between each performer. Fourthly, in all three 

performances, the relationships between intervals also vary within each 

performance. Finally, in many instances, most notably in Ghikuho Il's 

performance, the frequency of a single sustained note will vary, 

usually dropping in pitch.%

The one relatively constant relationship between intervals which 

occurs in each of the three performances is that between g', d", and 

g*' (cMiddle C). The pitch c” also conforms to this relationship 

in the performances of Ghikuho II and Uemura. At the very least, the 

data do not contradict the theory that these three pitches are tonal 

centers in the honkyoku scale. Ghikuho II appears to play with the 

least internal pitch deviation of the three performers. However, as 

mentioned above, single sustained tones deviate in pitch the most in 

his performance.

llhere is also the limitations of tape recordings, especially when 
they are second and third generation, and on cassette tape.
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In conclusion, pitch stability exists at minimal levels, at least 

in the three performances transcribed. Several possible reasons may 

contribute to this instability of pitch. First of all, the same 

ability of a performer of the instrument to intentionally vary pitches 

with the meri-kari technique also lends itself to unintentional 

deviations in pitch. Secondly, honkyoku are almost always played as 

solo pieces. Therefore, standardization in pitch is not as critical as 

with ensemble performance. Thirdly, the honkyoku performer is not 

encouraged to produce standardized pitches by the notation, which 

symbolizes finger positions rather than pitch. Owing to extremely high 

rank of all three performers and the credibility of the performances, 

it is safe to assume that a fairly high degree of deviation in pitch is 

tolerated in the Cliikuho Ryu honkyoku tradition compared to most 

western music performance standards.

Meter is a subject which at first glance may seem to have no 

bearing upon the discussion of honkyoku. After all, the honkyoku is 

universally thought of as having "free rhythm," with very few 

exceptions if any. The absence of anything more than a tenuous 

relationship between the notated rhythm and the sound product as well 

as a lack of a distinguishable beat in "Koku" supports this, thus the 

inclusion of a "time line" in the transcriptions in this thesis.

However, while transcribing the three performances, the surprising 

occurrence of a noticeable metered rhythm was found in one section of 

one performance. In section two of "Kokû," Chikuho I plays phrases 57 
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through 63 in a discernable 4/4 meter, The existence of metered rhythm 

is not readily apparent in the real-time transcription because of the 

beat not corresponding to the time line and the rubato-like variation 

in tempo. Figure 21 is a transcription of the phrases, utilizing the 

common conventions of meter. This phenomenon does not occur elsewhere 

in Chikuho I’s performance, nor anywhere in the performances of Chikuho 

II and Uemura.

This isolated occurrence cannot be explained with such a small data 

base. However, the important point is that the metered rhythm occurred 

at all, especially in such a traditional context. Chikuho I is one of 

the major proponents of the Meian lineage, which is one of the oldest 

lineages of shakuhachi honkyoku. "Koku” is one of the "San Kyorei," 

the three "original" and most venerated honkyoku. In Japanese music,

Figure 21. Metered rhytnm in performance'of "Koku" by Chikuho I
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it may be wise to avoid absolute pronouncements regarding the existence 

or non-existence of anything* This is another example of the validity 

of real-time transcriptions.

The parameters of dynamics and timbre are not treated in this 

study. Though they present problems of objective notation surpassing 

eVen that of pitch, tentative descriptions, comparisons, and 

conclusions may be possible with careful consideration of detailed 

transcriptions of actual performances. However, in the transcriptions 

of !,Koku,n one of the most obvious aspects of timbre in honkyoku 

performance, the occurrences of a breathy attack (sometimes called mura 

iki), is noted. It is apparent with even these limited data and the 

difficulty in defining the parameter, that Chikuho I does not use mura 

iki as much as Chikuho XI and Uemura. If comparisons of recordings of 

formerly active players with ones of players active today yield the 

same results, one might conclude that the frequent use of mura iki is a 

relatively modern development. Extremes in dynamics found in older 

recordings and newer ones might also be noted and compared. The 

resultant data might support the hypothesis that both muta iki and 

extremes in dynamics have increased in honkyoku performances as the 

honkyoku became more frequently played as music before an audience, 

rather than a solitary act of meditation. Other possibilities include 

the sociological element of the audience. If the audience of the 

honkyoku performer becomes less sensitized to the subtleties of the 

music, the music must become more dramatic in order to be appreciated.
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6.,5.1 Form, structure and the transcription

Besides the above, comparisons of transcriptions of performances of 

a single honkyoku by several players are also helpful in understanding 

the form and structure of the piece. Admittedly, the form and 

structure of the honkyoku can be analysed for the most part by using 

the notation, or an "idealized" transcription. In works by Tsnkitani 

(1969), Gutzwiller (1974:86-137 and 1983:119-144), an| Stanfield 

(1977:85-163) the structure and form of honkyoku are explained with 

theories concerning scales, phrases, tonal cells, "proclivities" 

(Stanfield 1977:129), rhythm, melodic contour, etc., all based on data 

derived primarily from the notation or an idealized transcription.

Similiar analysis can be done using the score of "Koku." Appendix 

H shows only the main notes of the piece. A number of interesting 

points can be seen, especially if repetition of notes are ignored. For 

example, a palindromic pattern involving the notes G, A-flat, G occurs 

with regularity. Other patterns of significance are present. After 

analyses using only the notation were examined, it was decided that 

they were not in the scope of this thesis. However, preliminary 

analyses of Chikuho Ryu "Koku" appear to be in agreement with the major 

points of the above authors.

In the case of many of the analyses mentioned above, the reliance 

upon notation may be more expedient than using a real-time 

transcription. Where reductions of the material are involved, it is 

easier to start with the already rather skeletal notation.
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Table 14 "Koku" Durations: Phrases and Silences

SECTION ONE: SECTION TWO:
Number of phrases, determined by breaths or breath marks:

Notation 40 43
Chikuho I 42 51
Chikuho II 40 46
Uemura 38 45

Durations of all phrases, excluding silences in seconds:

Chikuho I 6'09.1" 6'27.0"
Chikuho II 7*43.1" 6'53.8"
Uemura 5'44.8" 6'03.1"

Durations of all silences in seconds:

Chikuho 1
Chikuho II
Uemura

0'51.2"
0'48.0"
0'39.8"

0'37.6"
0'34.9"
0*37.1"

Total durations of phrases + silences in seconds:

Chikuho I 420.3" (error*: +0.3") 424.6* * (error: -1,9")
Chikuho II 511.1"(error: +1.0") 448.7"(error: +0.7")
Uemura 384.6" (error: +0.6") 400.2" (error: +0.7")

^Discrepancy between the total derived by adding durations,/ 
and by timing the piece as a whole.

Durations of silences as percentage of total durations:

Chikuho I 12.2%
Chikuho II 9.4%
Uemura 10.3%

8.85%
7.8%
9.3%

Average length of phrases in seconds:

Chikuho I 8.8" 7.6"
Chikuho II 11.6" 9.0"
Uemura 9.1" 8.1"

Average length of silences in seconds: 1

Chikuho I 1.2" 0.7
Chikuho II 1.2" 0.8
Uemura 1.05" 0.8
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However, data from the transcriptions also provide insight into the 

form and structure of the honkyoku. Further analysis of the variety of 

embellishments should improve one's understanding of the inclinations 

of subordinate pitches to resolve to one of the tonal centers. 

Quantitative data such as durations and frequency of occurrences of 

notes are also useful. For example, from the notation alone, we know 

that in Section 2 of "Koku," the musical events become more dense than 

in Section one. There are more notes per phrase, and a greater 

percentage of short durations*

Table 14 gives quantitative data to support this, showing that the 

length of both musical materai (phrases) and silences decrease in 

Section two. Table 1 (p.193) shows that the notes designated as tonal 

centers, the notes D and G are played less frequently in Section two, 

while almost every other note occurs more frequently. This suggests 

that after the tonal centers D and G are firmly established in Section 
■

one, tonal cells centering around the lesser tonal center C as well as 

other pitches such as A-natural are explored and developed in Section 

two. One cannot help but notice similarities between "Koku11 and the 

raga of South Asia, with the establishment of pitch hierarchy ip tne 

beginning alap section.

In summary, this section analyzed the performances of the piece 

"Koku" by Chikuho Ryu players representing three generations. 

Comparisons of the frequency and duration of notes, embellishments,

lSee Grove, v.9, pp.91-125.
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pitch deviations and rhythm were made. In most cases, the data 

supported earlier stated theories concerning pitch hierarchy, scales, 

and the relationship between status and change in the honkyoku 

performing tradition. A notable exception was the existence of a 

metered rhythm in a short section of Chikuho I's performance. Though 

theories describing the structure and form of the honkyoku can be 

formulated using only the notation, real-time transcriptions contribute 

quantitative data to support these theories.

Furthermore, the data derived from the transcriptions point out a 

number of other areas which would yield meaningful insights not 

apparent in the notation alone. For example, determining if a 

relationship exists between the durations of the rests and the context 

in which they are found might lead to conclusions regarding the use of 

space or ma in the development of tension and its release in the 

music. The dependence on the notation alone, or upon a transcription 

of an '’idealized11 performance precludes the analysis of any variations 

occurring in different performances, e.g., by the same player at 

different times, by the players of the same ryu but of different 

generations, by players of the same lineage but different teachers, by 

different players of the same teacher, etc. Treatment of each of the 

above variables would contribute to a description of the otherwise 

elusive quality of the honkyoku, that of change.
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6.6 Legend for transnotation

The orignal score in Chikuho Ryu is transnotated literally into 

staff notation on page 232. The following are explanations of symbols 

used in the original score but with no equivalent in staff notation:

1. -5* ’'Hit 2". Instructs player to close and open rapidly 

(i.e., "hit"; the second hole of the instrument. The finger 

holes are always counted from the bottom. In phrase 3, this 

would produce the pitch f*,

2. (X) . Instructs the player to use the meri-kari technique to

lower the pitch and then return it to its original level. 

Bimiliar to the nayashi technique of Kinko Ryu. (See 

Stanfield 1977:95-96,) '

3. Also called furi . Instructs the player to use the 

meri-kari technique, but executed more rapidly than (X) .

See phrase 12.

4. csi No time value is given in original notation for these 

notes. They are considered somewhat like grace notes. See 

phrase 5.
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6.8 Legend for transcription

1, Vertical dashes on the bottom line of the staff indicates elapse 

of real time in the performance. 9/16 inch = one second

(e.g.j------j------ j- two seconds). One staff line = fifteen seconds;

one page = one minute.

2. O = >four seconds. = 

two seconds. P =one to one-half

two to four seconds. ” = one to

seconds. f = <one-half second.

3.Pitches notated in the Chikuho score have downward stems ( f ).

Pitches not notated in the Chikuho score have upward stems ( ).

4.Standards of pitch reference used in pitch measurements are noted 

at the beginning of each section of all three versions. These 

standards are based upon the average pitch of g* being "0" cents on the 

measuring device, and reflect the adjustment in calibration from AM40.

5. t or 4' indicate deviations of fifty cents or more from 

pitches based on the standard given at the beginning of each 

transcription. The numerical value is noted near the arrow.

6. indicate breaths actually taken by the performer. Note that 

they do not always correspond to the ends of phrases as notated.

7. The beginning of phrases as notated in original score are 

indicated with circled numbers above the staff, (e.g. (3/ )
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8, Solid lines following the notes indicate duration calibrate the 

time-line (see #1. above). They also indicate vibrato and glissando 
produced by meri-kari techniques (e.g. f ■r'r'). These 

lines are qualitative rather than quantitative symbols, i.e., they may 

not express dynamic intensity or frequency of vibrato to scale.

9. Non-notated harmonics and multiphonics considered significant 

are indicated by £ , (See Chikuho II, phrase 5.) Note that though 

frequently unintentional, these harmonics are not necessarily 

considered mistakes, but rather sounds which are integral to the entire 

performance and are part of the specific performance.

10. Fingering symbols from the original notation appear above the
❖

appropriate respective note (e.g. ==s ).

11. Unintentional breaks in the sound are indicated with ( % ) ‘ 

above the staff (e.g. Chikuho II, phrase 40).

12. Short pitches produced by the rapid opening and/or closing of

finger holes are indicated with slashes through the beams, i.e.,

grace note. Example:

a

Pitches produced with the meri-kari or note-bending technique have

no slashes. Example: "  fi..
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CHAPTER VU

SUMMARY AND CONCLUSION

Only in the last decade has the shakuhachi begun receiving the 

attention it deserves. A survey of the literature indicates a growing 

interest in the instrument and its music, both in J pan and in the 

U.S.A, and Europe. This is especially true of the honkyoku, the ’’main 

music” of the instrument, dating from the Edo period and earlier.

This thesis attempts to contribute to the increasing body of 

knowledge of the shakuhachi and its honkyoku by focusing on a little 

known ryu, Chikuho Ryu. In many aspects, Chikuho Ryu may be considered 

representative of the shakuhachi tradition in general. However, other 

areas are more ryü-specific; what applies to Chikuho Ryu is not 

necessarily entirely applicable to other ryu,

Chikuho Ryu shared a common history with all shakuhachi schools or 

sects, until the mid-1800s. The discussion of that history based 

largely on an article by Kamisango, described the everts leading to the 

founding of Chikuho Ryu in 1916, its development, and subsequent 

factionalization in 1985. The social climate early this century 

allowed Chikuho I to successfully begin a new ryu. The events leading 

to the disenchantment of many prominent members oith the third iemoto 

of the ryu made the present situation almost unavoidable.

The discussion of the performance practices of Chikuho Ryu included 

notated practices as well as those transmitted aurally. These 

performance practices are affected by change just as the organization 

as a whole experiences change. The introduction and assimulation of 
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western music and its staff notation has tended to accelerate some 

aspects of change.

The study showed the way in which performance practices are 

inexplicably linked to teaching and learning methods of Chikuho Ryu. 

For the most part, the teaching and learning methods of Chikuho Ryu 

compliment those of Kinko Ryu as presented by Gutzwiller (1974:147—166 

and 1983:64-89). However, in a number of ways, Chikuho II, the ryu's 

principal teacher, contradicted Gutzwiller's homogeneous portrait of 

the typical shakuhachi teacher, notably Chikuho II's active public 

performing career and his tacit support of "new establishmer.

offering "fast results,"

The common belief that the close association with Zen, especially 

in the past, has made the honkyoku truly suizen, "blowing Zen," has 

been examined. Though much empirical data suggest that the association 

is primarily an invention of public relations-minded shakuhachi 

players, the Zen connection is supported by strong empirical, esthetic, 

and sociological evidence.

However, contrary to a seemingly majority opinion, the Zen music of 

the shakuhachi is not so esoteric as to defy transcription, as the 

three transcriptions of real-time performances of the honkyoku "Koku" 

show. The three performers, Chikuho I, Chikuho II, and Hemura 

represent three generations of Chikuho Ryu players. The transcriptions 

of their performances provide a wealth of data about the honkyoku on 

such areas as the honkyoku scale and similarities and differences 

between generations. By relying on data made accessible by the 

transcriptions of actual performances, a number of insights are 

286



gained, many of which are applicable to the houkyoku tradition. In 

general, a reliance on data derived solely from the notation or from 

transcriptions of theoretical performances may result in these insights 

being overlooked. An example of this is the instance of Ghikuho I 

playing a number of phrases with a discernable meter, the occurrence of 

which subverts the concept of a generic honkyoku with "free rhythm."

In conclusion, Ghikuho Ryu may be considered a valid point of 

departure in the study of the shakuhachi honkyoku tradition in 

general. Ghikuho Ryu is also a unique entity, whose existence is 

tenuous at present. It is a closed sub-system within the larger closed 

universe of traditional Japanese music, Ghikuho Ryu solves the problem 

of identity partially through a codification of performance practices 

and repertoire, However, though idealized performances of the 

repertoire may exist iii the minds of the members of Ghikuho Ryu, the 

realization of those ideals, in actual performance, contains inevitable 

deviations. These deviations are applauded by some as esoteric dhd 

inexplicable manifestations of the Zen nature of the music, the 

formlessness of suizen. However, scrutiny of the variations found in 

performances representing three generations also suggests such mundane 

explanations as the status and age of the performer.

Ghikuho Ryu uses a number of strategies shared by other shakuhachi 

ryi7 as well as other musical and non-antsical traditions in order to 

maintain and perpetuate itself. One such strategy is the idea of 

"divine right," a monopoly of the Truth, which can be had only as a 

member of the group. The irony is that this "Truth" is in fact 

available only to the initiated member of the single group, e.g.,
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Ghikuho Ryû. Yet, at the same time, Truth may be found in other 

shakuhachi ryü, as well as other musical and non-musical traditions. 

In the same vein, as Gutzwiller asserts, the shakuhachi honkyoku will 

be understood by exactly as many people as are playing the music" 

(1974:142). However, the honkyoku may also be comprehended by anyone 

with a modest knowledge of musical theory and sufficient data. Armed 

with theoretical knowledge and raw data on the honkyoku, a 

non—performer might gain an even greater understanding of the music 

than the player, in areas which may not have entered the consciousness 

of the experienced player, who, in any case, may be indifferent to the 

areas in question. Another level of understanding may be acquired only 

by one who has had both playing experience and training in research and 

scholarship. There are many versions of Truth, many levels of 

understanding ; all are valid.
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APPENDIX À

CHIKUHO RYÛ REQUIRED HONKYOKU

The following list of required honkyoku is used by the teachers of 

Chikuho Ryu in teaching. They are arranged by levels as indicated below. 

The numbers correspond to the numbers on the original list (p.290). On the 

original list, the price in yen (effective 1980) of the sheet music for each 

piece is given, ranging from 300 yen to 1,000 yen.

SHODEN LEVEL. _
1. Honte Chôshi, Yamato Chôshi
2. Hifumi Chô, Hachigaeshi
3. Tehodoki Reibo
CHUDEN LEVEL. '

;... Koku
i. Yoshiya no Kyoku ‘
3. Shizu no Kyoku
4, Nonkai no Kyoku

OKUDEN LEVEL.
1. Sanya no Kyoku
2. Oshu Nagashi
3. Renbo Nagashi
4. Shinya no Kyokuetsu no Kyoku
5. Koro Sugagaki
6. Jinpo Sanya
7. Ajikan
8. Banji
9. Hokyô Kokü
10. Ryûgin Koku
11. Sukaku

4. Takiochi no Kyoku
5. Kyorei
6. Ryuhei Cho

5. Kyushu Reibo
6. Sukaku Reibo
7. Taihei Manzai Baku
8. Unkai no Kyoku, Kagen no Tsuki

12. Igusa Reibo
13. Oboro Tsuki Yo
14. Akita Sugagaki
15. Asuka Reibo ‘
16. Kyushu Reibo
17. Murasaki Reibo
18. Dako Kyoku
19. Nanko Fushi Sobetsu no Kyoku
20. Mutsu Reibo
21. Ryuhei
22. Mushi Kuyô

KAIDEN LEVEL.
1. FutafKen Sanya
2. Shika no Tone
3. Tsuru no Sugomori
4. Echigo Sanya
5. Shoganken Reibo
6. Futaiken Reibo
7. Tasogare Kyoku
8. Sayo no Shirabe
9. Tsurukame Hondo
10. Kudari Ha
11. Hemeru Omoi
12. Yôka

13. Nesasa Ha Shirabe
14. Nesasa Ha Tori
15. Nesasa Ha Kadotsuke
16. Nesasa Ha Hachigaeshi
17. Nesasa Ha Sagari Ha
18. Nesasa Ha Shishi
19. Nesasa Ha Sanya Seiran
20.‘ Nesasa Ha Matsükaze no Kyoku
21. Nesasa Ha Nagashi Reibo
22, Nesasa Ha Koku
23. Reizan no Tsuki
24. Sashi
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BETSUDEN LEVEL.
1. Betsuden Takiochi

HIDEN LEVEL.
1. So Kokti
2. Sô Hukaiji
3. So Kyorei

K0DE9 LEVEL (not listed).
1, Shin Sankyorei (

4» GyB
5. Gyg ji
6. Syô Kyofci

Okudees
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APPENDIX B CHTKUHO RYU NOTATION OF "KOKU"
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APPENDIX E
JAPANESE CHARACTER INDEX*

Ajikan

ami gaga

Ashikaga Takaugi

Bankokei

betsuden

budôshüren

Chang Po

5S_ %
Chen-chou P1 u-k ' o

Ciiikuho Ryû Shakuhachi Gaku

TU v^t
Chikuo

'’’T %
cho

■^Characters which are found in 
this index.

Akekure

Araki Kodo

Banka

banshiki

Boro no Shuki

bush!
*

Chang Ts*an

Chikudo

Chikuho Ryu Shakuhachi no Tebiki
5I

Chikushi Ryu

%
Chôka

chuden

the bibliography are not listed in 
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Daijokanfti

Daijôkan Fukoku

Doku i'londo

dosho
5lsJ

ensoku

Fujinaga Kengyo

Fujiwara no Michinori

Fuke Seishu Meianji

Fuka Shu

fuki a.was a

Fukuda Eigoro

Fukuinoto Takudô

Furukawa Kengyô

daiishiïtan
X. # &

dctsgaku
*<5135 "rjfX

d6ky<$ku

Soslto no Kyoïm

Fujita îlatsnch»^
tfl 1Sw[

Ftilte Kyokai

Fuite Zenji

fuki kornu

Fukumoto Kyoan

Furukawa Ryusai
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fusho

gaikyoku

Gajûrô

Genji Monogatari

Godai

gagakti shakuhachi

Gaiyâ Manroku

gakki

gessha

Gokomatsu

Gonyukoku no Watasaseraresoro Osadaniegaki

Goshirakawa

hanryu

Hasegawa Togaku,

hiden

Higuchi Taizan

Hisàmatsu Fuyo

Hitori Mondo

Hachigaeshi

happyokal

hennon

hikyoku

Hitori Kotoba

hitoyogiri shakuhachi

306



han ne honkyoku

honnin honsoku

honsoku deshi e moshl watasu sadame

honsoku juyo

Honte Ghoshi

hochiku

Horyuji

Hoto Kyokai

hyojô

Ichi On Jo Butsii

ichïkotsu

Ika Nobori

Honte

honzan

lïôfulcu Kyoshi

hcki

hotel chiku

Hu-kuo

hyôshl

Ichigetsuji

Ichiroso

Ikyu Zenji
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Ima Kagami

xnaka bush!

indai

insen

Inséi no Ainida Kyo

ItchÔ Furnon

Jikeirin

Jin tfyodo

Jisho Saktiiii

juikshihan

Kachilcu

kaiden

Kaimon

In

indai

Inga Ichinyo

insenpo

yk M 5K
Issuku

jiki monte! (

Jikalcu Taishi Ennin

Jinbq Masa no Solee

jornri

JuShoku

Kadotsuke

kaiin

Kairyo no Miko
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SinEQO
/L»

KXyti Stâtaan

MsK
Rçi^aynsnî îïswhj

kodai ohaî^sh^ehA

S % ^_/\.
Kolisuraî Sbisan

/K f<jk-
kokkçl Isa! i

Koku Rtiih»

koraibul:!

àès-tzX.
koniosô ,,

A^<'S
koaiuso

Kondo Soetsti

Kôkokuji

< J^j

k»1on

^2?

Æ

K'f-f

g<K5Wii Teyetoro

koiaoso

Konoshl Kinaui.

Koayôko^o
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Kos ho

Kotake

kouta

kumiuta

Kurosawa Kôernon
5F Æ ?ïÿî

kyoku

Kusunoki Masatatsu

kyokyaku

Kyotmshu

Kyorei

Kyorei aanji gaku 
Jfe y5?r -, ^Z- 37

Kyotalcu Denki

Kôunryûsui

kotsutsumi

Ku jo Michitakano

Kurihara Kimpu

Kurosawa Kinko

Kyochiku Zenji Hosankal

Kyokunsho

kypdai deshi

Kyorei

Kyorei

Kyotaku

Kyotaku Denki Kokuji Kai
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kyu

niadake

X ■Vjr
maruguke obi

t-J
Matano Shinryû

Me! an or Myoan

N
mekura hoshi

î-Iinamoto Unkai

Miyakawa Nyozan

Mizuho no Sakae

Monkai

Moriyasù Shûto

muin

Muraoka Minoru

cachikaia saijû konasaîta cartel
?3Z <’

Ma jioa. KskuB

X> 35.»
Masajir.a Kengyo

Matsuyasa. ShinsuZ^o

Maian Shskuhaelii Sô Ytî Kai

inenjo

cainyo
-î?

miyako btiehi

[•londen Tekikïî

monte!

Mufiî

MukaiJi

MyÔon Kyôkai
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Nakao Tozan

Nagano Setto

natori

Nesasa Ha Kenpu Ryu

Nishigushi Juho

Oda Nobunaga

okuden

onritsu

ôhichiriki

Ôshôkun

Omori Sokun

osarai kai

rankei

Nakahira Fuku no To Daikengyo

Nangu Sadayasu no Shinno

Nemuriyama Ikkei

Netori

Nyui Kendo

Okazaki Meido

onkai

ontei

Omori Hikohichi

oshiki

Ozaki Shinryu

At

Ôtori Itsube

rankyoku
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Xaiseï Hqjjo

Kakesu

Kakun Sanjisanka Jo

Kakusui Kei

Kanginshû

Kandenkôhitsu

kanshû no rekai

Kanuya Junte!

Kaso Ha
‘ÿ-r

Katsaura Seizan

keikojo

ïcenka shakuhachi

Kida Kalcushû

Kansas Pake CïsHo /ksppa Ju Rappa &r

+ A T
îtalcu

Kalmshia Hatt® Senji *3A *»■ 1»^ * — tn#*

Kaaetozeo Selon
$ ifl

kanjlri
< fu

kanshû
1 %

Karlgane Bunîiichi
-t-c

Katabisashi

'XT ««
Kelïhôjosho

'TâL#
kenbun yaku

Klchiku P.yoen
, X J"T "T "fl
Kiaiko Data Cho
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Shôdô

Shôni
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Tanikita Ha
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Tanikita Michiku
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Tori

Toyohara Atsuaki

Toyota Kôdô

Tsukahara Gyokudô

Ts’sru no Sugomori

Uehara Rokushirô

Uketake

Uemura Setsuo
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tempuku

Ton’o
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Tôsho

Toyohara Munealci
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Tsunoda Rogetsti
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Ukegumo

Umeyama Gyokudo
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Uramoto Setcho

waka

yakufu

Yamamoto Morihide

Yamato Chôshi

yarô atama

Yobitake

yosenpo

Yoshimura Fuan-Soshin

Yoshitake Shoho

Uta Sexau

Vatasabe uakuaan

yakusô ,
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Ynmashioa no Kyogea

Yamaue tiûtsuaan
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Yoshida Iteho

Yoshino Shui
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Zenkoku Fuke Shü Jiin Ichi Ranhyo Zenpô^Kôfû

Zensuiin

Zokugaku Senritsu Ko

zettai so ma

Zoami
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APPENDIX F,

EXAf-EPLES OF DISCREPANCIES BETWEEN

CHIKIJHO RYÛ HONKYOKB NOTATION AND PERFORMANCE

Notation Performed Fingerings

AJ-

71^

X)V-

Notation Performed Fingerings
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