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Hi everyone,
!
Welcome to the May 2010 edition of the European Shakuhachi Society newsletter. The main
focus of this edition is to give information about the European Shakuhachi Festival which
will take place in Prague from August 26-30. Many thanks to Marek, Vlastislav Matou"ek and
all in the Czech team who are busy organising this event.
There is also information about La Voie de Bambou’s event with Teruhisa Fukuda
(shakuhachi) and Shiho Kineya (shamisen) in Ratilly Castle from July 24-31. Jim Franklin,
Véronique Piron and Horacio Curti contribute to an obituary of Yokoyama Katsuya. Finally,
there is a CD review of the re-release of Watazumido’s “His Practical Philosophy” by Clive
Bell.
A special thank you to the translators of this edition. We have translations into French,
German, Spanish, Italian and for the first time Russian. Please contact me at
phil@shakuhachizen.com if you think you could offer your time in this important endeavor.

Philip Horan (publications officer of the European Shakuhachi Society).
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Dear shakuhachi enthusiast,
Welcome to the May 2010 edition of the ESS Newsletter! As
our publication officer Philip Horan has already mentioned,
this edition has a focus on the European Shakuhachi
Festival in Prague – which is this year’s main ESS event.
Together with the other articles on other shakuhachi events
in this issue and with the last edition February 2010, where
the focal point was to present the many shakuhachi groups
active in Europe, it becomes clear that shakuhachi in
Europe is flourishing! What a joy to watch and be a part of!
!
It is also clear that the ESS is increasingly becoming the
platform where all shakuhachi groups in Europe can
communicate and learn about the existence of each other.
More and more groups are sending us information about workshops, concerts and other
activities and our members can follow these events and perhaps chose to go there. It is an
important development and a role the ESS takes seriously. We are well onto the road
where all schools, styles and genres of shakuhachi playing can coexist and be respected
while we enjoy the differences in our playing styles – a very important aspect of
shakuhachi playing as the styles differ greatly. The traveling ESS Annual Event:
Shakuhachi Summer School/Shakuhachi Festival and the smaller local events - both
having very good quality teaching - are important places to hear others, learn and try out
new ways of approaching our beloved instrument. I therefore hope to see as many of you
at these events!
Finally, I would like to thank everybody working voluntary for ESS: translators,
committee members, advisers, event organisers and many, many more.
See you in Prague! And perhaps a few other places!
Kiku Day
Chairperson, European Shakuhachi Society
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The European Shakuhachi Festival will offer courses on the following Japanese
traditional instruments: shakuhachi, koto and shamisen. All courses will last
four days full-time and will include entrance to all concerts and lectures of the
festival. One of our goals is to introduce shakuhachi, koto and shamisen to
European musicians. Therefore, we have significantly reduced prices for
introductory courses.
"
Scholarship of the European Shakuhachi Festival 2010
We try to keep fees for the courses as low as possible. If you still find the prices
to be way above your budget, please contact us. Many fellow players are willing
to contribute more than they need. In past years, thanks to this, we were able to
partially or completely reduce fees for several students who wouldn't be able to
attend otherwise. Such acts of solidarity create a sense of community which we
seek to maintain throughout all the events.
"
"Hands On" Shakuhachi Course for absolute beginners-60 euros
This course will be lead by a shakuhachi master and will provide participants
with instruction on tone production and basic techniques. Students will also
learn some simple tunes and simple versions of honkyoku pieces. Participants
do not need to own their own shakuhachi for this course. It will be possible for
them to either borrow or buy shakuhachi Yuu"(made from molded plastic) at the
festival venue.
* Reduced price is for the
members of European Shakuhachi
Society. We encourage you to
become a member of this society
since its one year membership
costs only 20 euro.

Regular Shakuhachi Course-195/170 euros*

This course will provide its participants with expert and thorough instruction
on a wide selection of pieces. The festival's main guests will form the core of the
instructors.
• Zenpo Shimura will teach koten honkyoku of the Meian style with the aid of
Kiku Day who will also help with English interpretation.
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• Shinzan Yamamoto will teach pieces of the Tozan School.
• Christopher Yohmei Blasdel will teach Kinko honkyoku. Together with
Gunnar Jinmei Linder he will also lead the sankyoku class. Koto players
Haruko Watanabe and Kikuko Sato will join this class, so the students will be
able to play the sankyoku along with koto or shamisen.
• Jim Franklin will teach pieces passed onto him by Yokoyama Katsuya.
• Vlastislav Matou!ek will teach his own avant-garde composistions.
Each teacher will select two pieces from his repertoire. There will be a wide
range of difficulty to ensure that players of all levels will be satisfied.
Furthermore, outside of regular classes, teachers will give individual lessons.
This will enable any student to discuss and go through the pieces that were
taught in the class individually. The individual lessons will be organised on a
"first come, first served" basis. However, we guarantee each participant an
individual lesson with one of the teachers.
"
"Hands On" Koto and Shamisen Course for absolute beginners-60 euros
This course will be lead by koto masters Haruko Watanabe and Kikuko Sato and
will provide participants with instruction on basic techniques and an
understanding of scores. Participants will learn simple Japanese tunes. We have
a couple of kotos and one shamisen available for the participants. Therefore, the
number of places is very limited if you don't own the instrument. Please reserve
a long time in advance.
"
Regular Koto and Shamisen Course-150 euros
This course will be lead by a professional koto and shamisen player, Kikuko
Sato. Kikuko studied with the Ikuta School and will teach intermediate and
advanced pieces of its repertoire. Participants are required to bring their own
instruments. We expect very few people to attend this course. Chances are,
therefore, the course will be organised on an individual basis which is a unique
opportunity for everyone who wishes to attend.
"
All courses will take place in suitable, well-equiped rooms of the Czech Academy
of Music (HAMU). Pieces which will be taught will be announced in the
upcoming weeks. Their notation will be made available to the participants in
advance via the internet. Regarding other costs of your stay in Prague, please
see the page dedicated to accommodation. Food and drinks are very affordable
in Prague. A regular lunch in a restaurant costs five to six euros, including a
drink. Buying food in a grocery shop will of course reduce the price further. The
price of a large beer, depending on the venue, is between one and two euro.
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Programme
There will be five evening
concerts, each focusing on a
particular theme. There will
also be open-air screenings of
Japanese films and an
exhibition by young Czech
artists.
"
26/08!at 20:00: The Opening Night
Shakuhachi, Electronics, Exhibition Opening, Glitch.
27/08!at 20:00: Zen: Sound and Silence
Spiritual music of the shakuhachi originally handed down for centuries within a
closed circle of the initiated. Playing was considered a spiritual practice and a
meditation."
28/08!at 20:00: The Main Concert: classics of Japanese music
Famous traditional and contemporary compositions performed by the top
players.
29/08 at!20:00:!Avant-Garde Music for Traditional Japanese Instruments
Shakuhachi and koto in combination with electronics and voice.
30/08!at 20:00:!The Student Concert
Pieces taught during the four-day courses, performed by their participants.
Concerts, screenings and exhibition will be held at HAMU, malostranské
nám"stí 13, Praha 1.
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Performers
Shinzan Yamamoto
Shinzan Yamamoto was born in 1963 in Tokyo. He was only seven when he
started learning the shakuhachi with his father Hozan Yamamoto, a famous
shakuhachi player honored by the Japanese government with the title
"National Living Treasure". After years of rigorous training with his father and
various other traditional musicians, Shinzan founded his own performance
group called “Take” in 1986. Shinzan Yamamoto and his group specialise in
contemporary music and his own compositions. He was invited to Finland by
the International Society of Music Educators in 1990. The same year he was
asked to give concerts in Canada by the Japan Foundation. In 1995, he
continued his performances overseas in Brazil. He had the honor to perform
with the Tokyo Philharmonic Orchestra in 2000 and in 2004 he held a recital in
Kagoshima which presented his own compositions. His travels took him to Singapore in 2007
where he performed with the Singapore Orchestra. Shinzan continues the pioneering efforts of his
father while infusing his music with a contemporary sensibility.

Zenpo Shimura
Associate professor at Osaka University of Arts,
Shimura studied shakuhachi with Chikuho Sakai I
and the late Shodo Sakai. In 1999, he successfully
published the book and CD, An Organology of Old
Pipe Shakuhachi. He has received multiple awards
for his creative and innovative studies in the field of
cyber shakuhachi and computers. He is also one of
the foremost experts and performers of the jinashi
shakuhachi and recently founded a small museum of
old shakuhachi in Osaka.

Haruko Watanabe
Haruko is a Grand Master of Seiha Hogaku Kai, Ikuta School, and is
active in a wide range of music performance beyond Japanese music
genres. Watanabe has performed throughout Japan since 1989, in
China and in Australia. She is currently the director of the koto
Ensemble "Aya no Kai" and head of the Ehime-Branch of Pro Musica
Nipponia.
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Akira Matsui
Akira is a master actor-teacher of the Kita School of
Japanese classical Noh theater. He was born in
1946 in Wakayama, south of Osaka and began
studying Noh at the age of seven. Matsui mastered
Noh dance and chant and for the last 25 years has
also been active in disseminating Noh abroad. He
has trained actors for the Noh theater in numerous
foreign countries including India, Australia,
Germany and England.
Akira Matsui and Russian prima-ballerina, Elena
Pankova, in Strange Days.
He has offered master classes at colleges and theaters across the U.S. and Canada. From
his firm foundation in tradition, Matsui experiments in intercultural fusions. In Kyoto, he
acted in the NOHO Theatre Group productions of plays by Shakespeare, W.B. Yeats and
Beckett and he has written plays based on Rash#mon and H#ichi. Together with American
Noh composer-performer Richard Emmert, he has created a series of ‘English Noh’
including St. Francis, At the Hawk’s Well and Eliza. He has also recently performed in
Eugenio Barba’s large collaborative performance, Ur-Hamlet, performed at Hamlet’s castle
in Denmark. In 1998, Matsui was designated an “Important Intangible Cultural Asset” by
the Japanese government.

Christopher Yohmei Blasdel
Christopher Yohmei Blasdel began the shakuhachi in
1972 under Goro Yamaguchi. He graduated from
Tokyo University of Fine Arts in 1982. Christopher
specializes in traditional and contemporary
Japanese music and avant-garde improvisation with
a variety of artists. Blasdel performs around the
world and has taught or lectured at institutions such
as Earlham College (Indiana), Chulalongkorn
University (Bangkok, Thailand), Texas A&M
University, University of Washington (Seattle),
Charles University (Prague) and many others. His
discography includes Nine Navarasa (2010), Breath
Play (2007), Visionary Tones (2005) and Zen Reveries (1996). Christopher was coorganizer of the Boulder World Shakuhachi Festival ’98, the Sydney World Shakuhachi
Festival in 2008 and the yearly Prague Shakuhachi Festival. His publications include "The
Single Tone$A Personal Journey through Shakuhachi Music" and “The Shakuhachi--A
Manual for Learning”. Christopher presently teaches Japanese music at Temple
University in Tokyo and is Artistic Director of the International House of Japan."He has
also practiced Aikido for over 35 years.
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Kikuko Sato
Kikuko Sato began studies of koto and shamisen at an early age with
her mother and graduated from the NHK Hogaku Training Academy in
1980. In 1985, she graduated from the Tokyo National University of
Fine Arts (Geidai) where she majored in Ikuta Style koto and shamisen
performance. The same year, she entered the graduate school to
continue her studies, graduating in 1987 with an MFA degree. She has
performed throughout the USA, Turkey, Hungary, Russia, Sweden and
China. From 1994 to 1996, she was an assistant at her alma mater and
in 1997 successfully passed the NHK Hogaku audition. In 1998, she
was an invited guest at the Boulder World Shakuhachi Festival. She
continues an active schedule of performing, teaching and recording.

Vlastislav Matou!ek
Vlastislav Matou!ek studied composition and post-graduate courses in
Musical Theory at the Academy of Performing Arts, the Faculty of Music
in Prague where he has been teaching ethnomusicology since 1991.
There he received his Ph.D. degree in theory of composition. In 1996, he
spent six months as a fellow of the Japan Foundation when he studied
shakuhachi"playing with Kifu Mitsuhashi and Japanese traditional
music with Prof. Osamu Yamaguchi.
As a concert performer he mainly plays honkyoku."He is director and
conductor of ‘Ensemble 108 Hz’ which presents experimental music and his own
compositions for voices and other exotic and folk instruments from his personal extensive
collection, often in combination with electronics.
www.shakuhachi.cz

Jim Franklin
Jim Franklin studied shakuhachi in Australia with Riley Lee. In
1996, and after prior visits to Japan, Jim received a scholarship
which allowed him to study with Katsuya Yokoyama and his
senior students in the Kokusai Shakuhachi Kenshukan,
including Teruo Furuya. In December 1996, Jim received his
shihan license from Yokoyama-sensei. Concurrent with his
shakuhachi studies, Jim has continued his activities as a
composer, with commissioned works and performances in
various countries, including inter-media works with visual
artists. In 1998 he was awarded the degree of PhD from Sydney
University for his compositional and theoretical work focussing on shakuhachi.

9

Gunnar Jinmei Linder
Gunnar comes from Sweden and is a shakuhachi master of the Kinko Ryu. His
passion for the instrument has taken him to important musical events all over the
world. He is also author of many important texts about the shakuhachi. Gunnar
began to study the shakuhachi when he first came to Japan in 1985 and continued
his studies with Gor# Yamaguchi. Gunnar continues to be an active member of the
Yamaguchi Gor# Chikumeisha guild of Kinko-ry%.
"
Gunnar studied at the Traditional Music Conservatory of Tokyo National University
of Fine Arts and Music (Geidai) from 1993 to 1997, finishing with an M.A. in
shakuhachi as performing art." In 1998, he received his master license, shihan
together with his professional name Jinmei. He became a trustee of the Chikumeisha
in 2000, heading the Tachikawa Branch in Tokyo.
After 20 years in Japan, active as a professional shakuhachi performer and teacher,
Gunnar returned to Sweden in 2005, heading the European Branch of Kinko-ry% Chikumeisha. He is also
working at the Japanese Department of Stockholm University and as shakuhachi lecturer at the Royal
Music Academy. He is active performing and teaching, both privately and in workshops. He has been
involved in most of the international gatherings of shakuhachi since Boulder in 1998, in the planning and
execution of some, as a performer, lecturer, or coordinator and translator (Boulder 1998, Bisei 2004,
London 2006, France 2007, Sydney 2008, Leiden 2009). Gunnar has produced a number of CD’s, an
instruction video (in collaboration with Bruce Huebner), and is presently publishing an advanced learner of
Kinko-ry% honkyoku (text and CD).

Kiku Day
Kiku Day has since her return to Europe dedicated her life to the potential use
of jinashi shakuhachi, which is the unlacquered shakuhachi, only consisting of
the raw untreated bamboo. She is a founding member of the European
Shakuhachi Society on which she now serves as chairperson. Several
composers from different parts of the world have written for her, including
Takahashi Y%ji, Roxanna Panufnik, Vytautas Germanavicius, Gabriel
Erkoreka and Yumi Hara Cawkwell. She has performed with performers such
as Fred Frith and Joëlle Léandre and as a soloist with the Odense Symphony
Orchestra and the Nonsuch Choirs.
Day has a PhD in Ethnomusicology from SOAS, University of London where
she teaches Japanese music and continues to research into the development
of the jinashi shakuhachi in the 20th century and the contemporary
performance possibilities of this unique instrument.

Jean-Francois Lagrost
Jean-François Lagrost, who was born in Alsace (France), studied concert flute
in Mulhouse and Paris. Armed with many prizes from French and international flute competitions, he is now teaching in Asnières and Le KremlinBicêtre conservatoires near Paris. During his studies, he studied musicology
and ethnomusicology in Paris-Sorbonne University, where he achieved a Masters in 20th century music. He began to play shakuhachi in 2000 with Grand
Master Sôzan KARIYA. Jean-François received his Tozan-ryû Master certificate (shihan) in December 2007. He regularly performs in Japan and France
with both Japanese and Western instrumentalists (Mieko Miyazaki, Ensemble de flûtes de Paris, Orchestre
symphonique des Alpes…) He recently contributed to Dr François Picard’s Lexique des musiques d’Asie orientale (East Asian Music Glossary), published by You Feng.
Website : www.flute-shakuhachi.com
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Interview bywith
Jim
Franklin
Marek Matvija
The initial part of this interview was conducted some time before Prague
Shakuhachi Summer School 2009; the second part of the interview reflects on
the Summer School. Jim Franklin will teach and perform at the European
Shakuhachi Summer School 2010."
Hello Jim, how are you? What are you
currently up to?
Well, today just before this, I made
recordings of the pieces I'm teaching in
Prague. Apart from that, I've spent the
day working on the compositional side of
things, in the combination of
shakuhachi with live electronics and
theremin. In general at present, I have
the usual routine of teaching and
performances - a couple of concerts last
week, and one next week, but this week is mainly teaching.
How did you learn about the shakuhachi? What was the reason you took it
up and, later on, decided to become a professional shakuhachi player?
I first heard recordings of the instrument as a music student at the University of
Sydney in the late 1970s. As part of the Ethnomusicology unit, I studied a
segment on Japanese music, including shakuhachi, and was fascinated by the
recordings I heard (among them, by Yamaguchi Goro). I carried these
impressions unconsciously, and some compositions of mine from the early
1980s, before I started playing shakuhachi myself, show an influence of the
instrument.
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After spending 1982 to 1986 in Europe (studying composition), I returned to
Australia, and there I encountered my first teacher, Riley Lee. Riley came to
Australia as a PhD student at Sydney University, and I was there completing my
masters degree and later my doctorate. I heard concerts by Riley, and decided to
take the risk of starting up a completely new instrument. I soon felt that this
was the instrument that I'd been looking for, so I worked at it with Riley in
Australia, and then with FURUYA Teruo and YOKOYAMA Katsuya in Japan.
Parallel to this, I was working as a university lecturer in Sydney. Eventually I
decided to move out of the academic world, and took the risk of going freelance
with shakuhachi - in Germany, where I had contacts and already spoke the
language."For the past several years, this has worked out fine.
I’ve heard you lead several teaching groups in Germany. Is there also
interest from young musicians to learn the shakuhachi?
My students cover virtually all age groups, from university students to
pensioners. It's hard to identify a specific profile for students. But certainly,
there are younger students whom I hope will eventually come to play
shakuhachi professionally in some capacity or other.
You are also the chairman of the European Shakuhachi Society1. Tell me,
what is its current function and what are the goals for the future?
The ESS"understands itself as a coordinating body for information about
shakuhachi and shakuhachi-related events in Europe. It's not a school and it's
not affiliated with any school. The members are people who have some
connection to the instrument - teachers and students from various schools and
groups in various countries, and also people who simply like its music. Apart
from its role in assembling and disseminating information, the ESS also
organizes courses such as the (usually) annual European Shakuhachi Summer
Schools, or in some cases assists members in organizing such events. In the
future, we would like to see the ESS in a position to fund events (in addition to
the Summer Schools) and publications (recordings, scores etc), as well as
commissioning compositions and subsidizing scholarships. The financial

1

Note: This interview was conducted before Prague 2009. Kiku Day has been the chairperson since September 2009.
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position is not yet strong enough for this, but we're hopeful for the future. The
success of previous Summer Schools, and the growing interest in the
instrument, give us grounds for such hopes.
As a composer, where do you see the flute’s potential? How do you feel about
contemporary approaches to tone color and pitch?
For me one of the most interesting aspects of the shakuhachi lies in the musical
characteristics which are so deeply exploited in the honkyoku, the "original
pieces": the ability to create almost infinitely subtle shadings of pitch, timbre
and dynamics. The strength of the instrument isn't in the playing of rapid-fire
passages of notes, but in the detailed shaping over shorter or longer periods of
individual tones - the inner life of the tones. For me, this corresponds to aspects
of experimental music from the 20th (and 21st) century, where the primacy of
harmony, melody and metered rhythm is at least in part subverted by an
emphasis on shadings of tone and pitch, in a non-metered time frame. The
shakuhachi is thus an ideal instrument for musical composition with these
emphases, and pairs well with other instruments with similar potential:
acoustic instruments (I've always enjoyed working with clarinetists), and
electronics. One of my primary directions as composer/performer is with live
electronics, almost always in combination with shakuhachi.
What are your main instruments? (please, mention names, lengths and
perhaps their specific characteristics) What do you look for when choosing a
flute?
My main flute is a 1.8 made by Tom Deaver; Yokoyama had given it his blessing
as "subarashii!" ("fantastic!") before I bought it about 12 years ago. I have a
couple of other Deaver instruments, including my touring 2.4. Other
instruments (2.1, 1.6) are by Chikuyu. And I have a lovely 2.4 by Gyokuzan,
which I use mainly for recording, as it has no middle joint and is thus more
difficult for travel (I can't take it apart). These are all jiari instruments. I have a
very nice antique 2.0, no idea who made it, and lots of makers have apparently
worked on it over the years to make it a great flute. It's only very lightly
lacquered - you can see the structure of the bamboo in the bore.
13

Apart from the flutes, I often use electronic instruments (mainly analogue) theremins (Etherwave and Etherwave Pro) and processing electronics by Moog,
analogue processors by Vermona (a small but interesting German company)
and a host of guitar pedals which process either the flute or the theremin. When
I use a synthesizer, it's usually an Evolver, by Dave Smith, a hybrid analogue/
digital instrument.

In selecting flutes for myself and for my students, I have several criteria. I come
from a school which places a lot of emphasis on accuracy of pitch, so I select
flutes whose fundamental is accurate (A440 tuning basis), and whose intervals
are correct (which doesn't mean equal tempered!). I like the lower octave,
including the bottom ro, to be firm and rich, and the kan register to sing clearly.
Because the flexibility of pitch is of great importance, I also want flutes to be
able to play meri without excessive difficulty. Of course, even a very expensive
flute isn't going to be perfect in all respects, so it's always necessary to make a
compromise. There is also an element of gut feeling to it - a flute will feel right, or
not - and a flute that doesn't really feel right for one student may turn out to be a
good instrument for another. In my experience, this is a very good reason that
students should only select instruments hands-on and with the assistance of an
experienced player.
You were the artistic supervisor of the Creative Workshop of the Prague
Shakuhachi Summer School 2009. Do you think such inter-disciplinary
workshops are meaningful? (please mention the integration of the
shakuhachi into the art scene)
One important facet of music and art in general in the 21st century is
intermediality - the encounter and reciprocal enrichment of two or more art
forms. This is nothing new, of course, but recent technologies have opened up
options that were previously unavailable. The use of the shakuhachi in such
contexts is, I believe, particularly interesting. On the one hand, the instrument
has its unique character, but on the other, it offers a broad spectrum of
possibilities for the shaping of sound. These parallel the possibilities in other
media, including those offered by electronic technologies, even though the
14

shakuhachi is simply a bamboo tube. My feeling is thus that the shakuhachi not
only is capable of offering a dialogue of equals with other media, but adds the
option of a dialogue of technologies, covering the spectrum between physical
simplicity and electronic and digital diversity. Workshops which promote the
interaction of the shakuhachi with other media thus promote a richness of
dialogue and interaction, which I believe to be highly meaningful.
How did the artists cope with integrating the concepts and the sound of the
shakuhachi?
All the participating artists were open to the world of the shakuhachi, but I
experienced varying degrees of preparation and prior experience. The
interactions which flowed most easily were those in which the artists had done
some research prior to the workshop - listening to the shakuhachi (either live or
in recordings), talking to players and so on. Where this research hadn't been
done, there was a fairly steep learning curve at the start of the workshop.
Nevertheless, all the artists developed material which was of good quality.
You are going to be part of the European Shakuhachi Festival held in Prague
next year. What are your feelings towards this event? What is the notion of
organizing a Pan-European event?
I look forward very much to the 2010 event in Prague. In a world of rapid and
flexible communication and travel, interchange between groups and performers
in various geographical regions has become not only easily possible, but also, I
believe, a necessity. A sense of mutual support and awareness of commonalities
(that we all love playing a piece of bamboo) are, I believe, more important than
differences between schools and approaches. Pan-European events which
respect the differences but celebrate what we have in common, are an important
way of developing this sense of community. This was the underlying notion in
establishing the European Shakuhachi Society, and from my point of view is the
basis of the annual European Shakuhachi Summer Schools.

Thank you very much. We hope to see more of you in Prague and the Czech
Republic in general.
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Interview with
Christopher Yohmei Blasdel
by Marek Matvija

Christopher Blasdel began studies
of shakuhachi with Living National
Treasure Goro Yamaguchi in 1972.
Graduated with MFA in
ethnomusicology from the Tokyo
University of Fine Arts and
awarded professional name
"Yohmei" and shihan ranking from
Yamaguchi in 1984. Records,
teaches and performs widely in
Japan and around the world. One of
the few masters of the traditional Kinko Style shakuhachi, Yohmei also
performs contemporary music and collaborates with various artists.
Hello Christopher, how is life of a professional shakuhachi player in Japan?
If you think just in terms of material success, a professional shakuhachi player's
life is never easy, whether in Japan or anywhere else. There is just not enough
commercial demand for players or teachers to create a viable and sustainable
market. The shakuhachi players who are commercially successful in Japan are
the ones born into already established musical dynasties or those who work
(and promote) themselves very hard. Many of the best shakuhachi players
rely"on supplementary means of income to survive. Whereas the material gains
of playing shakuhachi may not be readily evident, the spiritual gains are a
different story. This makes it all worthwhile.
You were a student of one of the legendary players of the twentieth century,
Yamaguchi Goro. What do you find was the reason for him to stand-out
among other players?
Yamaguchi stood out because of his"accommodating"personality, magnificent
tone color and subtle nuance of playing. In modern times, musical success is
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often measured in terms of loudness, technical cleverness or commercial hype,
but Yamaguchi showed us that this was not necessarily the path one had to take.
In this, he was a true master. He was patient, relaxed and always ready to help
out his students, colleagues or friends. He will always remain the ideal for which
I strive. Two of his teachings still guide my daily practice: 1) work on your
personality as much as your music and 2) your time will come, don't rush it.
What is your relationship to the shakuhachi as a musical instrument and as
a spiritual tool?
Any professional tool can become a conduit for self-knowledge, but the
shakuhachi is particularly suited to this. For me, music and spirituality cannot
be separated (but neither can more mundane things like dishwashing and
spirituality). With shakuhachi, it is not enough to just "yearn" for spirituality.
One must work hard to earn it. Taking the time, effort and discipline to master
the metier and become technically precise in shakuhachi music means that you
have the necessary love and devotion required to understand and incorporate
its spiritual aspects.
What are your main instruments? What sound are you looking for when
choosing a shakuhachi?
I mostly use a 1.8 that Yamaguchi's father, Shiro, made. It can produce some
beautiful sounds but it also has its quirks. I'm still not convinced that it is the
best instrument for me, but like a long time lover, I am so used to it that I don't
feel comfortable with other 1.8 instruments. The 1.6 I use was made by Yokota
Reikoh, my colleague and Aoki Reibo's student. His instruments are well tuned
and suited for the classics. My 2.4 is by Murai Eigoro, who consciously makes
his instruments like Yamaguchi Shiro's. I have a ji-nashi 3.1 by Yamaguchi
Shugetsu that I really, really love.
My advice for those looking to purchase instruments is that sometimes a really
good shakuhachi will not be easy to play at first. Nowadays many shakuhachi
come fresh out of the workshop very easy to play. This is like an inexperienced
poker player who shows you his hands at the very beginning. It sounds great
but doesn't go anywhere. It took me about 20 years to master my 1.8 Shiro
shakuhachi!
It is quite rare to play such a long shakuhachi,!do you also use the 3.1
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Shugetsu for Kinko honkyoku?
I don't use it for Kinko honkyoku. Kinko honkyoku require instruments that
have precision response, like a Ferrari, and a long ji-nashi just doesn't have that.
What it has instead is warmth and wonderful, rich overtones.
You are closely affiliated with the Prague Shakuhachi Summer School. How
did that relationship with Czech shakuhachi players develop? When did it
start?
It began with my encounter with Vlastislav [Matou!ek ed.] in 1995, when he
came to Tokyo on the Japan Foundation Fellowship. Briefly put, Vlastik is one of
the most fascinating musicians and composers I have ever met, and I have a
great love and respect for him. This respect has grown throughout the years as I
see how his devotion and enthusiasm toward the shakuhachi has inspired a
generation of young Czech students to learn the instrument. I would do
anything to help him out, and it has been a real honor for me to be part of the
Prague shakuhachi movement.
What is your opinion about the transition of the shakuhachi to the West?
What can be its role? How do you see it enriching the western art scene?
Anytime you have serious and informed transmission and understanding
between cultures, the whole world benefits. The shakuhachi can be approached
in many ways, but that is true in Japan as well. For me, the shakuhachi has
been a tool to understand not only Japanese music and culture, but also myself.
As for its impact on the art scene, the shakuhachi has opened the world of nonWestern music for many musicians and composers around the world.
Your book The Single Tone won the prestigious Rennyo prize for non-fiction
literature. Tell me about you becoming a writer, how did that happen?
It was the original Japanese version, entitled Shakuhachi Odessei--Ten no Neiro
ni Miserarete... ("Shakuhachi Odyssey, Being Seduced by the Sounds of
Heaven...") that won the award. I have always loved writing, almost as much as
the shakuhachi. To me, writing is a way to discipline the mind and transmit
thought. Music stimulates the heart while writing stimulates the mind (with
some significant overlapping)."
Are you currently working on another book?
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Yes, I'm working on a novel, basically about a young musician who comes to
Japan and ends up learning the shakuhachi (surprise surprise!), but unlike The
Single Tone it will have intrigue, tension and sex (hey, it has to sell, right?) I'm
fascinated with the role of fiction as a medium for the truth. But this is one of
the hardest things I've ever done and, quite frankly, I'm not sure I can pull it off!
Finally, what is your message to starting shakuhachi players in the West?
There are many, many obstacles to overcome, but that is part of the joy of
discovery. Your efforts will eventually be rewarded. There is nothing more
sublime and satisfying than to be able to express your inner yearnings through
the magnificent, lofty tones of the shakuhachi. Hang in there!
Christopher Yohmei Blasdel will teach and perform at the European
Shakuhachi Festival 2010.!
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Hocchiku workshop with Chiku Za (Kodamasan) in Madrid Spain, 10/11th April 2010
by Dominique Houlet
Since I found the shakuhachi and adopted it as my main musical instrument, I
was attracted by longer ones, and also, by raw bamboo. I find a special taste and
tone to them. By chance, Kiku Day offered me some time ago to try one of the
Kodama hocchiku that was ordered by one of her students, a wonderful 2.7, and
adopted it. It soon became my most played bamboo, and it was not so much of a
challenge to reach this length and the feeling was great and intimate, ideal to
play at any time, and to share its sweet sound, of course.
When I saw the workshop announced on the European Shakuhachi Forum, and
then again, mentioned on Shakuhachi Forum, I found out it was a chance for me
to go there by any means to craft
a longer hocchiku under
Kodama’s guidance, and learn
how to craft shakuhachi more
generally. Jose Vargas was very
kind and helpful, helping me to
have a great stay in Madrid, and
the chance to meet other
hocchiku freaks of Spain and
Europe! First it was great to see
and try so many long bamboos at
Jose’s home, some made by
Kodama-san, others by Jose-san,
mainly. A paradise and a feast
for an apprentice maker!
We had an incredible concert given by Chikuza, the evening before the
workshop, in a nice crowded place. Most of the people seated on cushions
Japanese style, very silent and focused. He played an incredible 3.7, and a 3.3 I
guess and other “smaller” bamboo, like 3.0 and 2.7, with probably a 2.5 and 2.0
for the “tiniest”. But it wasn’t at all a show, but a very harmonious and slow
ballet. Each honkyoku followed the next, changing the length quite often with a
seamless feeling.
It was sweet, subtle, intense, inward, and yet, open and broad. An incredible
gamut of all the human feelings played with a sharp inner concentration. The
listeners were captured and respectful. Three extra pieces were played at the
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end as people stayed, waiting some more and all enjoyed 1 hour and a half of
non-stop performance of the highest quality.
We were lucky to be just four attendees for the workshop, in a very broad and
clean place. Chiku Za was translated by Yurika (a young Japanese lady living in
Madrid) into Spanish and then into English. Jose also helped us. So with all that
care, attention, each hocchiku progressed pretty well, with all the tools at our
disposal, and each having a personal Kuri tool for making some openings and
holes adjustments. The bamboos were getting more beautiful during their
transformation. As Jose stated, a beautiful madake is 50% of the flute. We had a
choice of Japanese madake or a Chinese one. Three of us choose around 3.0
length Japanese bamboo, resulting in hocchiku between F and E, from a choice
of 2.3 to 3.2 bamboo. Chiku Za was very helpful in every way, checking each
hole placement we marked before drilling,
making slight adjustments when needed,
and brought all of us having fully playable
hocchiku with 2 and half octaves plus range
of tone (great for these lengths!), with our
personal choices for offsetting holes,
utaguchi depth and angle and bore opening.
Working the bamboo kind of felt to me
almost second nature, though I know it is
confronting when any crack occurs or
difficult tuning or sounding happens. But
somehow, the teaching was: there are as
many solutions as issues, and every bamboo
is special, and we have to be open to nature
and go its way, rather than wanting a
standard predictable result, that would be
odd in the art of hocchiku. It was a
discovery at each step, just following some
common sense and very slow subtraction
work not to go too far, thus eventually
getting a result. When asking questions to Kodama like “Do you think my
utaguchi is fine?” answer was “I don’t know your taste, do you like it or not?”
But he was giving a more classical answer when we insisted, somehow he let us
apply our style and choice more during the second day, a great way to illustrate
the path.
It seemed to be an art of life rather than a workshop. Try something, play, finetune, listen. Kodama-san played our bamboo, also playing each others’ new born
hocchiku, sharing meals and evening à la Madrilène (very late nighters) and a
few days of intense discovering, was more full and rewarding than I could
expect. It was fun, as I realized every one, at some time, found that others’
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hocchiku were better than their own-the grass always seems greener on the
other side of the hill! But it was not the case, every one made a flute that reflects
their personality. We all have now to enjoy, because they are full of qualities,
beyond limits... Just to accept and discover, blowin’ in the wind!
Thanks to all the attendees for their great company and to Jose for his efforts
who made this workshop a success and to Chiku Za who came from far away,
presenting the opportunity to ask for honkyoku lessons, and share with us
generously his knowledge and human qualities that makes you feel at home.
Would I do it again? You guessed…
Kodama-san stayed 3 weeks in Spain, gave 3 concerts and was
invited to Telemadrid to play honkyoku live for a few minutes, and
he gave lessons to brand new beginners he turned on af ter listening
to him at concerts, new students using "Jose-made hocchiku".
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Yokoyama Katsuya: Recollections of
three European students
by Horacio Curti, Jim Franklin and
Veronique Piron
On 21st April 2010, Yokoyama Katsuya, one of the great shakuhachi players of
the 20th century and a central figure in the recent development of the
shakuhachi in Japan and overseas, passed away in his seventy-sixth year.
Yokoyama-sensei was renowned for his propagation of the line of shakuhachi
honkyoku derived from Watazumi Do, as well as for his championing of
contemporary composition for the shakuhachi. He was a principal interpreter of
the music of Fukuda Rando. and came to prominence through his premiere
performance of Toru Takemitsu's "November
Steps" in 1967. His legacy as a teacher is seen
in the Kokusai Shakuhachi Kenshukan
(International Shakuhachi Institute), the
school of teaching and performing which he
called into being especially to strengthen the
position of the shakuhachi outside of Japan as
well as in its homeland. Furthermore, it was in
this spirit that he instigated the World
Shakuhachi Festivals in 1994.
Three students of Yokoyama who received
teaching licenses from him are now living on
the European mainland. They present their
recollections and thoughts about this great
master of the instrument.
Horacio Curti: Presence
Yokoyama sensei has been a very strong
presence in my life since I started playing the
shakuhachi. As a disciple of Kakizakai Kaoru-sensei, I would consider myself his
“grandson student” and it was from his hand and brush that my shakuhachi
Shihan license originated in 2004.
I remember receiving advice from him on several occasions during the
workshops of Kokusai Shakuhachi Kenshukan held in Bisei, Japan. He was
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always clear, to the point, strict but encouraging, and knowing that even such a
great player was always thinking about how to get better, was a great
motivation to me. Besides these occasions of direct contact with him, he was, is
and surely will be very present in so many of my sensei´s teachings. Through
anecdotes, stories, images and ways of understanding shakuhachi music he was
present at my shakuhachi breakthroughs, in the fun side of the learning process
and also in the hard parts of it.
I feel grateful to him for his sound, his teaching, playing and also for the way he
conceived his Kokusai Shakuhachi Kenshukan and the people he formed and
brought together. It is not by chance that the great qualities embodied in people
like Matama-sensei, Furuya-sensei and Kakizakai-sensei, among many others,
coalesced around him. It is a great inspiration to listen to his recordings and
look into the many different shakuhachi paths he followed, from koten
Honkyoku to Takemitsu´s pieces, through his own and personal “Sangai
Rinten”. I feel sad knowing that he is not among us any more, but at the same
time happy and grateful for his sound and all the things he presented to the
shakuhachi players that had the fortune to cross paths with him in one way or
another.
Jim Franklin: Blowing the human spirit
My association with Yokoyama-sensei was not terribly long, but was highly
intense. It is no exaggeration to say that learning with Yokoyama-sensei
changed my life. As a student of Riley Lee in the 1980s and early 1990s, I
decided soon after starting with shakuhachi that the musical repertoire that
interested me in particular was the set of honkyoku transmitted by Yokoyamasensei, and that my ideal (by no means achieved by me!) for playing the
instrument was the sound and spirit that Yokoyama-sensei produced. It was
therefore a clear decision that, when finances, employment and personal
circumstances allowed, I would go to Japan to study with him (and with Furuya
Teruo-sensei, his most senior student, whom I met on my first trip to Japan in
1990). My recollections are thus derived from a short period, rather than from
an extended period of development lasting decades, which some of the senior
KSK players have had the good fortune to experience.
Apart from the Yokoyama-sensei's musical gift and skill, which are obvious from
his performances and recordings, what touched me most was his generosity.
The nature of teaching is to give of oneself to one's students, and Yokoyama held
nothing back. In my experience, he was always prepared to give of his time, his
resources and his insights, in support of (comparatively) young players such as
myself. This support placed demands on the student: Yokoyama called forth the
best that one could offer. There were no half measures, and no compromises;
exactness was demanded, and one did one's best to give it. And there was no end
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to the pathway: Yokoyama taught that one should never rest with what one had
already achieved, but should keep on improving and working. After receiving
my shihan-license from him, I was subjected in lessons to the same incisive (and
simultaneously supportive) criticism as before - something for which I am
perpetually grateful.
Although my Japanese is very limited, and Yokoyama's English was mediocre,
communication was never a problem. Above and beyond the mishmash of
languages, which we employed in personal conversations as well as in lessons,
communication was always clear on a musical level. And it was often nonverbal: one of the peak experiences of my life so far was the day in 1996 when I
finally felt ready to work on the honkyoku San An with him. I had prepared for
this highly demanding piece well in advance, having first learned it with Riley
Lee and then reworking it intensively with Furuya-sensei. In playing the piece
with Yokoyama-sensei, he stopped at a couple of points and let me play on alone.
When we reached the end of the piece, we both spontaneously burst out laughing
- an outburst of pure joy and freedom within the music, a communication
without words but full of energy and intensity. The sense of this freedom, and
the spirit of humanity from which it ensued, is a great gift, which I received
particularly through Yokoyama-sensei.
There were amusing moments in my encounter with him, and I close my
contribution with one of them. In late 1996, Yokoyama-sensei had his teaching
studio in Tokyo converted into a small private recording studio. The apartment
was a building site for some weeks, and it was in this period that Yokoyamasensei issued me with my teaching license. So, in the middle of dust, mess,
plasterboard and so on, he took out his writing set, and in the presence of myself
and several of the senior KSK teachers, wrote a superb piece of calligraphy. It
was for me a sign of Yokoyama-sensei's deep humanity that the ceremonial
nature of the occasion and of the piece of calligraphy involved was played out in
such unlikely circumstances - without the least sense of incongruity. His
generosity and openness of spirit made the circumstances irrelevant - the spirit
was what mattered.
It is my hope that all those who came into contact with Yokoyama-sensei will be
able to pass on such vision and human richness.
OKAGE SAMA DESHITA, thoughts and a tribute, by Véronique Piron
As a flautist, it was first at the end of 1980s that I discovered through
recordings the shakuhachi, and more especially Katsuya Yokoyama’s way of
playing, being myself then in search of a deeper tone and of a more sober way of
playing for my flute. It was a big discovery, although nothing at that moment
gave a premonition of the course which was going to start for me in 1992.
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" All those who are concerned by the questions of life and death are concerned
by the shakuhachi."
This was the way that my first meeting with the
master commenced, in Paris in 1997 together with
Yoshikazu Iwamoto with whom I had started
learning. The scenery was set, in the manner of the
strength of character (the comments of a
samurai?): the impression was vast and the desire
was awakened to go and look further.
A STRENGTH OF LIFE
In August 2000 (almost 10 years ago now), finally
my first face-to-face lesson took place in Tôkyô.
The anticipated meeting was intense. As an
involved musician it took all my conviction and my
desire not to waste a single morsel of these 2 years
that had been given to me, thanks to him and the obtaining of my scholarship, in
order to work with him and his school, that I appeared, playing frankly and
openly. "Conquered...", he said clearly and loudly with his strongly marked
character, and after my interpretation of Kumoi Jishi, suddenly he stood up and
started dancing: a demonstration of the sliding steps of the Japanese classical
dance, even in that year when his legs had already started to abandon him.
Everyone present held their breath: it was his incredible strength of life and the
demonstration of the overcoming of oneself, one of his banners.
A SOUND, A GENEROSITY
In October 2000, at last I got one of my first Katsuya-kan, a shakuhachi made
completely by his own hands, and furthermore, a 1.6 cut from magnificent black
bamboo that he had chosen meticulously - an impression of wabi-sabi - with a
sound of the same quality as the long instruments, his sonic signature: the
generous, wide sound, in his likeness and also just like the work of famous
classical musicians, and it is to this rank that he had obviously been elevated by
his desire and by his realizations.
During one of my last lessons in 2002, just a short time before I received from
him my shihan license, Yokoyama-sensei confided to me with the small voice
which he also commanded and which marked his attachment to humankind: " it
is love which urged me to do - all of that - "... of course..., we’ve heard it!
To blow in this instrument marked with this sound signature, is a gift but
sometimes something disturbing: he is thus imprinted there forever.
SPEAKING: A HUMAN LESSON
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As is generally the case, the lessons are collective, running from 13:00 to 21:00,
the atmosphere is especially convivial and always welcoming with a cup of tea.
The student, or perhaps a teacher, interprets by memory the chosen piece in
front of everyone present. At the end of the rendition, Yokoyama-sensei opens a
"round table" where everyone reacts in turn to what he has just heard, the
student still sitting in front of them: impressions, dislikes, comments, critics,
eulogies, even some poetic quotations … simply to "say" without discussing, for
the student to "listen" simply without reacting. Yokoyama-sensei is the last one
to comment. What a brilliant lesson of pedagogy and life! ...giving each and
everyone a free space for expression, but also a good opportunity to become
aware of our duality and our own internal conflicts, to learn how to let go, and
finally to live an incredible human experience! Unique and unforgettable...
In that way we understand that he has been able to open the way of the
shakuhachi to the greatest possible number, that he knew how to gather
diverging horizons and built a large family around himself who accompanied
him until his last breath. But as with the rhythm of the breath of the komibuki,
he will still resound for a long time and far away.
Yokoyama-sensei's contribution to the world of the shakuhachi was immense,
and his broader contribution went far beyond the boundaries of the instrument.
The world is indebted to this great musician, whose life work remains a
milestone and a foundation for the future. He will be sorely missed, and gladly
remembered. HC, JF, VP
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Watazumido:
His Practical Philosophy
(Musoshoku Muchoon)
by Clive Bell
The marvellous maverick shakuhachi player Watazumido was born in Kyushu
in 1911. As we near his centenary, Columbia Japan have reissued on CD a
fascinating double LP, a mixture of lecture-performance and studio recording,
that first appeared in 1974. Watazumido’s early recordings first arrived as ten
inch vinyls on Polydor around 1962, but what we have here is an example of his
mature style, recorded when he was 62 years
old. Previously he had held two meetings in
the US, one for Zen enthusiasts in New York,
the other for musicians in Los Angeles – it
would a treat to know which musicians
exactly – and their success seems to have
spurred him to try the same idea in Japan.
The album’s first seven tracks constitute a
lecture about “Suij#”, ie Watazumido’s
philosophical practice as expressed via flute
playing. By the time they reached this point
in the day, the audience had already heard
Watazumido speak on “Avant-garde
Philosophical Principle” and “Practice Of
Watazumido-Dojo”. In the sleevenotes (in
both Japanese and English, thanks to the
English player Justin Senryu Williams),
Watazumido repeatedly asks listeners not to
confuse what he is doing with musical
performance: “Many…might think of
hocchiku (flute) as a performing instrument,
being swayed by its shape and tones, and consequently might be unable to know
the essence of Watazumido.” Thus the bar for listening is set pretty high: we are
confronted with spiritual practice, a way (D#) of Zen embodied in Watazumido
himself. His very name makes no distinction between his person and his
philosophy, being used to denote both. And the Japanese album title translates
as “Non-adornment And Non-tuning”.
Watazumido demonstrates various blowing techniques, naming and briefly
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describing them, and illustrates his points by playing short versions of several
pieces, including “Honshirabe”, “Tamuke” and “Tsuru No Sugomori.”
“Shingetsu” is wonderfully slow, while “Shishi” on a small flute is very high
pitched. Finally he plays a full piece, an eight minute version of “Koku”: this is
classic Watazumido, ferocious power and delicacy held in a fine balance. His
dynamic range is extreme, and his phrasing can shock – notes leap out as if the
player has been shaken like a flag in a violent breeze.
The following month Watazumido went into a studio and recorded five more
pieces, the second half of this 65 minute album. Both “Sagarinami” and the
beautiful old tune “Matsukaze” feature a pulsing breath. “Koro-sugagaki” is
lighter, a skip and a jump. But “Kaze” (Wind) is remarkable: apparently a 90 cm
bamboo split in the studio, so Watazumido seized the moment to tear out a wild
improvisation on a small side-blown flute. It’s littered with trickery: flutters,
Swanee whistle slides and unorthodox trilling, all done with warmth and a great
tone. Who knows whether Watazumido was upset at losing one of his best flutes?
This is surely his “Avant-garde Philosophical Principle” in action.
More info on this CD: Columbia Music Entertainment COCJ-35936 CD
http://www.japanimprov.com/indies/columbia/practicalphilosophy.html
Buy & hear extracts:
http://www.shakuhachi.com/R-Shaku-Watazumido.html
Info on the original Watazumido LPs:
http://www.tiliqua-records.com/rare/reco_U-Z.htm
Watazumido lineage notes by Justin Senryu Williams:
http://sites.google.com/site/justinshakuhachi/chikushinkai
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Membership of the European Shakuhachi Society

Membership of the ESS is open both to players of the shakuhachi and to non-players who
are interested in the music of the shakuhachi in all its forms.
Since the ESS is not affiliated with a particular school or aesthetic direction, its members
represent a broad cross-section of styles and genres of shakuhachi.
Supporting ESS through joining is a means of helping maintain a co-ordinating resource of
the shakuhachi in Europe.
The benefits of membership include access to information about shakuhachi events and
tuition throughout Europe and beyond, as well as discounted participation fees at events
such as the European Shakuhachi Summer Schools.
The membership fee (for 2009) is £20/#20, with £10/#10 concession (student,
unemployed). If you are requesting a concessionary membership, we will require some proof
of your concession status (please send an email).
To join the ESS:
•
Please send email, giving your name and contact details, and if you wish, a little
information about your interest in and experience with the shakuhachi.
•

and pay the membership fee by PayPal.!
If you cannot make payment using this method, please send an email to
ess-member@shakuhachisociety.eu .!
We look forward to welcoming you into the European Shakuhachi Society!
Visit our yahoo group at http://launch.groups.yahoo.com/group/Euroshak/
Visit the European Shakuhachi Society website at http://www.shakuhachisociety.eu/

The European Shakuhachi Society is a registered charity. Registered charity no. 1123060.
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