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Itisnoexaggerationtosaythattodatescholarshipontheintersectionofgender

issuesandJapanesehistoricalmusicculturehasonlytouchedthesurface.Studieson

topicsclosetomyown-howcertainmusicaltraditionsandinstrumentswerede且nedby

malenessandtheexclusionofwomen-arefarandfbwbetween.Whilethereisnolack

ofbooksontraditionsthatwerebomebywomen,suchasgozθ 瞽 女blindfbmaleprofbs-

sionalsingersand3勿 〃2'5εηplayers)andoη ηα一g∫∂砂 廊 女 義 太 夫(women'sg∫ ぬ 蛎recita-

tionwith5加 謝5θ ηaccompaniment),withregardtothemainstreamtraditionsofmusic

historymanybasicquestionsaboutgender-codinginboth∫apanesemusicallifbandthe

musicitselfremainunbroached.1Forexample,whatwerethenatureandscopeofmen's

andwomen'ss6ngrepertories,thecharacteristicsofmaleandfbmalevocalstyles,thedis-

tinctionsbetweentheirperfb㎜ancestylesininstrumentaltraditionsthatwereavailable

tobothsexes,andinwhatcircumstancesdidwomenwhowerenotentertainer-courtesans

becomeprofbssionalmusicians,orconverselyimportant且guresintransmissionofrep-

ertoriesborneprimarilybynon-prof6ssionals?In2006,theseandmanyothergender-

relatedissuesthatcansubstantiallyenrichbroaderunderstandingsofmusichistoryand

practicehaveyettoberesearched.

Researchonwomenandゐ 加 α

Turningtothe翫w,α 琵 琶,todatetherehasbeennoresearchonthequestionof

whetherwomenengagedina衂hingotherthanavocationalper飼 ㎜anceofbiwaprior

totheMe茆period.Theconspicuousimportanceofprofbssionalwomenplayersintwen-

tieth-centuryわ 加omusichasbeenthesu切ectofjustonearticle,writtenbyKindaichi

Haruhiko金 田 一 春 彦intheearly1980s.Dataaboutpre-Me輯ifbmaleわ 加 αplayersmay

yetcome丘omhistorianswhodirecttheirattentiontogender-relatedpassagesinthedocu-

mentsofallthreeofthepre-Me"iperiodinstitutionsfbrtheblind(allthreeofwhichwere

primarilymusicians'meansofassociation,namely,theT6d6-za当 道 座,襯 δ3δ 盲 僧and

gozの.Forthetimebeing,however,thepuzzleofわ 加omusic'shistorywarrantsabroad

interpretiveapproach,onethattakesintoaccountboththemusicalandthematicnatureof

theoralnarrativesthathavefb㎜edthecoreofbiwa'srepe丘ory,aswellaswhatis㎞own

ofpro色ssionalwomenperfb㎜ers-andinpa丘icularblindwomen-duringvariouspe-

riodsofJapanesemusichistory.

lIrefbrtoscholarshiponmaleandfbmaleparticipationinhistoricalmusicaltraditions,asdistinctf士omthe

workthathasbeendoneongenderissuesinrecentpopularmusic,andgenderexclusionandrepresentationin

theo朋 αgα∫αactingtraditionofkabuki,andinthenohtheatre。Theonlyresearchwritingsthataddressgenderin

traditionalmusicffomabroadperspectiveareshortpapersintwoissuesofκ'んo〃 乃δgαん〃ffomthemid-1980s.
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Womenandthecourtlyみ'擢 αtradition

ChineseandKoreanmusiciansintroducedvarious鉛 ㎜sof伽 α(Chinese〆 ψ'α,

Korean .碑 プα)toJapanbyatlatesttheendoftheseventhcentury.Theywereplayedin

thecourtmusicensemblerepertoriesnowrefbrredtoasg・ αg盈 〃 雅 楽.Thefbur-stringed

T'ang伽ocontinuestobeplayedinthatcontext.Itwaswidelyperfb㎜edbybothmen

andwomenofHeiancou臨ocie砂,fbrbothsolelyinstnlmentalandvocalperfb㎜ances.

Inthe7∂1ε(ゾGε 叨'∫源 氏 物 語,Chapter21(`Otome'少 女/乙 女),T6noCht噸6頭 中 将at

onepointcommentsthat"onewouldprefbrnottowatchawomanplaythebiwa."2He

nonethelessgoesontopraisethesuperbskillonわ 加 αofAkashinoKimi明 石 の 君(the

Akashilady).Whiletheんo'o(3δ ηoんo'o筝 の 琴)wastheinstrumentmostoftenassociated

withwomeninliterature,fヒomtheHeianthroughMuromachiperiodsitwas魚rfヒomun-

commonfbrwomenofcourtsocietyfヒomtheHeianthroughMuromachiperiodstoleam

伽 α廿omtheirchildhooddays;oneofthebest一 ㎞ownamongsuchhighlyaccomplished

playerswasGo-Fukakusa-innoN茸6後 深 草 院 二 条,authoroftheearly-fburteenthcentury

text,%woz〃go'副 と わ ず が た り.3Re飴rencestowomenpe面 ㎜ersincludethemamong

successorstoimportantsoloわ 加 αtraditions,inparticularwithintheSaiorU'i西 園 寺clan.

Inthemid-thirteenthcentury,moreover,Gy6buky6noTsubone刑 部 卿 局,grand-daughter

oftherenownedauthoroftreatisesonわ 加 αandotheraspectsofg¢gα 初,F円'iwarano

Takamichi藤 原 孝 道,taughttheinstrumenttoseveralmembersoftheImperialfamily.4

一β加 αanαmusicalnarmtiveinmedievalandpre-modernJapan

B加 α'sprimaryplaceinmusichistoryaftertheHeianperiodisasavehiclefbrthe

developmentofvariousstylesofmusicalrecitationofpoeticnarrative,someofwhich

were,atleastinitially,orallycomposedbyblindsingersandゐ 加 αplayerscalledzα'δ

座 頭orわ 加 納 δ訥'琵 琶 法 師.Thebest㎞ownandmostimportantcorpusofnarrative

developedbytheseblindmusiciansiscalledthe乃 召1んθ 平 家initsperfb㎜ancetradition

(lateralso㎞ownas加 ∫ん8伽 α 平 家 琵 琶and忽 蜘 ん〃 平 曲),andl磁 ∫舵 ル勧ogα'α7∫ 平

家 物 語inwri杭enfb㎜.5Theimpo丘anceascribedtoblin肋1照playersinthecreationof

medievalnarrativeliteraturehasledscholarstowriteaboutthem丘omhistorical,literary,

iconographic,fblkloricandotherperspectives.Perb㎜inga丘shistoriansalsoposition

thematthest飢ofthestreamofperfb㎜ednarrativegenrescalled㎞'α7砌oηo語 り物,

amongwhicharethevarious腕wonarrativetraditions,痂gソ δブδ7〃7'人 形 浄 瑠 璃orわ 襯 一

ア盈 〃 文 楽puppettheatre,andmuchofthestylisedrecitationofthemusicof㎞ わ〃ん∫歌 舞

伎theatre.

2Gθ アη.∫,p.385

3NO6wrotethatshe`masteredalltheusualcou丘pieces'andatagetenper飼 ㎜edinapalacerehearsal飾r

celebrationsofEmperorGo-Saga'sfiftiethbirthday(7bwαz〃g・ α如7',p.96).

4Terauchi1996,pp.147-149.

5Thestandardeditionisbasedona`perfbrmancetext'(㎞'αr∫ 一わoη)producedunderthesupervisionofthe

伽 盈 翩AkashinoKa㎞ichiinI371,soelementsoftheper飴 ㎜ance廿aditionareembodiedinthewri賃en

tale.
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Foratleasttwocenturiesaf㌃ertheendoftheGempeiWarsin1185,わ 加 α一乃δ3腕's

recitationsaboutepisodesoftheWarsanditsfamedprotagonistswerethemostcommon

fb㎜inwhichpeopleheardtales仕omtheH卿narrativecorpus.Thereisevidencethat

the鉛 ㎜atofper飴 ㎜ancewasvariable,sothatthetalesmightbepresentedby伽orecit-

ers,orareciterandaninstrumentalist,butthestandardperb㎜anceinvolvedonlyan

individualわ'wo一 乃δ訥'withhisinstnlment.DuetothegreatpopularityofH窃 んθnarrative,

themostcelebratedわ 加o一 乃δ3痂ofthethirteenthandfburteenthcenturiesfbundedvarious

schoolsofper鉤 ㎜ance(リ ノ励o),aswellastheexclusivelymale・pro色ssionalguild,the

T6d6-za,establishedinthecapitalbythelatefburteenthcentury.Theguilddominatesthe

historyofわ 加 αfヒomthattimeuntilitsdissolutionbytheMe茸iregimeinl871.During

theseventeenthcentury,however,aseriesofT6d6-zapetitionstotheShogunatebore

丘uitinsumptuarylawsofl674thataccordedmembersofthisexclusivelymaleguilda

monopolyontheper魚 ㎜anceofnaπativewithbiwathroughoutJapan;o缶cially,then,

allblindmalemusicianswhoengagedinnarrativeper飴 ㎜ancewerecompelledtojoin

theguildandreceiveitsprotection.6

Whilehistoricaldepictionsofblind艶malemusicians,gozθ,arenumerousandhave

beenthoroughlydocumented,notasingle㎞ownre鉛rencetoordepictionofa飴male

わ加 α一乃δ5玩hasbeenfbund.AtatimewhentheT6d6-zaguilddidnotyetexercisea

monopolyonrecitationofthe飽 ∫舵narrative,however,ac勧3θ'sourceyieldsthefirst

accountofblindfbmalemusiciansinwhichtheperfb㎜ersarenamed;thereisapossibil-

i取,moreover,thatthemusicalnarrativetheype面 ㎜edmayhavebeenHeike:A加 愛 寿

andKik啝 菊 寿,arenamedasblindperfb㎜erswhopresented"且veorsixん 〃"fbralarge

gatheringofcourtnoblesonaneveningintheeighthmonthof1418.7Thetem1ん 〃was

usedtorefbrtoanepisodeor`item'ofthe旋 ∫舵narrativecorpus,butmayalsohavebeen

usedasageneralterrnfbrepisodesofnarrative.

Thewealthandstatusaflbrdedhigh-rankingわ 加 α一乃δ5痂oftheT6d6-zaguildbythe

TokugawaShogunate'spatronagedete㎜inedthecontextsof撫 御er魚 ㎜anceduring

theEdoperiod:Inadditiontoceremonialperfb㎜ances(3鰍lgα ん〃 式 楽)fbrtheShogu-

nate,伽 盈 δ壷ofthepenultimaterankofん εηgyδ 検 校per飴 ㎜edinthemetropolises

ofEdo,KyotoandOsakafbrgatheringsofhaikupoets,teaceremonypractitionersand

otherswhoregarded勉 ゆoん 〃(anEdoperiodte㎜meaning`Heikemusic')asanelegant

antiquarianpursuit.InthiscontextsomeT6d6-zaprofbssionalstaughtsightedamateur

enthusiasts,andalsoafbwwomen.AmongthemisF頭iMasako藤 井 真 子,wifbofthe

painterandstudento飾 ♂@o肋,F両iiSetsud6藤 井 雪 堂.Itisrecordedthatlikeherhus-

band,sheo丘en`e巧 ●oyedreciting磁 んε.'8Anotheraccount,ofanl856perfb㎜ance飼r

theTsugarudomainぬ 碗 γδinEdo,statesthattwoblindT6d6-zamusiciansandanel-

derlywi色oftheTsugaruclannamedF切 ●io藤 尾allperfb㎜ed旋 漉well(Suzuki2000:

69-70).Intheserefbrencesthereisnounequivocalstatementthatthewomenplayedわ 加o

(butneitheraretherestatementsthattheydidnot).

6ManyK頭sh貢andwestemHonsh祕'wα 一乃δ3痂wereabletoremainoutsidetheguild,butwereprohibited

倉omplayingわ 加 αexceptin加 厂α∫ritesoflocalbelief.

7Thepe面 ㎜ancetookplaceattheresidenceoftheGosuk6in後 崇 光 院(1372-1456),飴theroftheEmperor

Go-Hanazono,andisdescribedinhisdiary飾 册20ηgソoん ∫看 聞 御 記.
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Women伽 αplayersinmoderntimes(kindai跚dgendai)

Are-vitalisationofわ 加omusic-towhichwomencametomakeimportantcon-

tributions-startedsoona仕ertheT6d6-zaguild'sdissolutionbytheMe勾igovemment

inthe1870s.Newstylesofわ 加 αindependentofthe加 ∫舵tradition-ffomthe1880s

80醜 配oゐ 加o薩 摩 琵 琶,andfセomthel900swhatcametobecalledc掀 耽 εηわ加 α 筑 前 琵

琶 一becamethetwoprincipalstreamsofmodemわ 加 αnarrativemusic.Inc痂 ん〃zεηわ加 α,

丘omtheveryfirst,womenwereinvolved,asthestyleanditsremodelledinstrumentwere

developedthroughcollaborationbetweenabiwaplayerandaFu㎞oka-regiongeisha,and

am句orityofthetwentiethcenturyo玩 んπzεηわ加 αplayerswerewomen-nonemorecele一

Suit6K切6playingmodemわ 加 α.

bratedthanthelateYamazakiKyokusui山 崎 旭

萃(1906-2006),whowasdesignatedaLiving

NationalTreasure.Bycontrast,3α 醜 現αゐ加o

playersheldtruetothestyle'soriginsamong

samurai-classmen丘omthe飴 ㎜erSatsuma

domainintheirrefUsalofwomenstudentsfbr

severaldecadesafterintroducingthestyleto

Tokyo。Inthe1910s,however,ayoungTokyo-

itenamedNagataKinshin永 田 錦 心revisedthe

recitationstyleinawaythatinco]堕)oratedele-

mentsofEdo5加 碗8ε 刀songstyles.Thismade

themusicmoresuitablefbrwomen'svoices,

andalthoughfbwinnumberbycomparison

withmen,prominentwomenper飴 ㎜ersof

theKinshinSchqol(κ ∫刀5痂〃一η,擁3α'3〃吻oゐ 加 α

錦 心 流 薩 摩 琵 琶)soonemerged.Itwasoneof

theseyoungmusicians,Suit6KirO6水 藤 錦 穣

(1911-1973),whofbundedtheη 納'ん ∫わ加 α

schoolattheageofsixteen,inl927(theyearof

herteacher,Kinshin'sdeath)anddevelopedafive-stringedinstrument,alsocalledthe

廊 痂々 わ加 α.9Suit6'sstudentTsurutaKinshi鶴 田錦 史(1911-1995)IothenwentmuchfUr-

therinrevisingbothperfb㎜anceandcompositionaltechniques。Shealsoremodelledthe

structureoftheη'3掀 ∫わ加o錦 琵 琶.Togetherwiththeleadingc痂 ん〃zθ肋 加 αplayers-

mostofthemwomen-TsurutaKinshi'sstudentstodaydominatetheわ ∫wαworld.

Interpretationofthehistoricalmaterials

Thesestrandsofhistoricaldatacertainlydonotnegatetheestablishedviewthat

nowomenIearnedorper飼 ㎜edん α'α厂珈o刀o(narrative)伽o飴rmostoftheinstnlment's

history.Y6ttheymayyieldpossiblealtemativewaysofunderstandingthathistoryofex-

clusion.Isuggestthefbllowingthreebroadlinesofinterpretation:

8TateyamaIgl1:566.

91denotetheinstnlmellt,asdistinct廿omtheperfbrrnancetradition,byseparatingわ 加 αffomwhatprecedesit.

10SeetheentryonSuit6inKikkawa,ed.1984.
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FromwhatIhavesaid,itisclearthatseveralgenderideologiesllweresignificantfbr

biwaperfb㎜anceduringthethousandyearspriortothebi曲ofthemodem伽ogenres:

飴rexample,thoseoftheHeianco磁society,ofthewarrior-classpatronsofper飴 ㎜ers

of`Heike'duringitsheyday,andoftheEdoわ αんψinitsattemptstolegislativelycontrol

theactivitiesofmenandwomenthroughoutthecountry.

AstheworkofWakitaHaruko脇 田 晴 子andothershasshown,blanketstatements

aboutasteadydeclineofwomen'ssocialpowersinceHeian,ortheirsubordinationbythe

prevailingideologyandinstitutionalpracticesofalltheseperiodsaresimplynotpossible.

Withrespecttotheancientperiod,amatrilinealsystemoperatedincourtsociety,and

inheritancepracticesfavouredbothsonsanddaughters.Inkeepingwiththosepractices,

mostmensoughttowedwomenofpowerfUlf琶miliesthroughmarriagesofthe醜 刑04b∫

妻 訪 いor〃2露o∫o厂'婿 取 りtype.Theimportantplaceofseveralfbmaleplayersinthecourt

music伽 α(and∫ δ ηoん αo)per飼 ㎜ancetraditions,evenwella食ertheHeianperiod,

directlyreHectsasysteminwhichwomenwerehighlyesteemedwhenstatus,wealthand

accomplishmentinartistictraditions(asdistinctf}omprofbssionalinvolvement)were

associatedwiththeirlineage.

Ifweconsiderthemusicperfb㎜edpro飴ssionallybywomen-inpa丘icularblind

women-duringtheperiodsinquestion,wecanatleastcorjecturejustwhatitwasthat

figuressuchasA類uandKik両urecitedin1418,andwhyitisunlikelytohavebeen

H2∫ 舵recitationwithゐ'wα:ThemusichistorianKikkawaEishi吉 川 英 史hasarguedthat

althoughprofbssionalfbmalemUsicianswereimportantassingersinpublicceremony

andImperialritespriortotheimportationofBuddhistandConfUcianistpracticesf}om

ChinaandKOrea,thelOWStatUSOfWOmeninbOththOSeSyStemSOfthOUghtbrOUghtabOUt

thegradualdisappearanceofwomenperfb㎜ersfヒommusic-makinginpublicceremony

andcourtentertainments.(Theywereofcoursealsoexcluded丘omritesandfbstivals

associatedwithBuddhistinstitutions.)BythelateHeianperiod,`theonlywomenwho

perfbrmedmusicfbralivingwerelowstatus尨maleentertainers.'12Amongthelatter,1

Kikkawamentionsonlyo30伽 ε 遊 女andα7ぬ 磁o歩 き 巫 女,twogeneralte㎜s飼r

womenperfb㎜ers.131nthete㎜ α脈 翻 んo,o磁lemphasisesitinerancy,and激othe

perceptionthatsomeofthesewomenof飴redritualperfb㎜ancesaswellasente並ain-

ment.InHeianandearlyc褫5ε'sourcesthenatureofsuchritualservicesisrarelyspeci-

fied,however,and`厩 んo'isawordusedrather丘eelytorefbrtomanykindsoflow-status

womenperfb㎜ers,o丘enregardlessoftheirengagementinri血alsofanykind.

Whilewomenofhighbirthorrankcouldberenownedplayersofbiwainthegogα 一

ん〃tradition,womenwhomadealivingthroughperfb㎜ancewereoflowsocialstatus

110rtnerandV而itehead1981.

12Kikkawa1984:52.

13Whiletheo貰hographyofthefb㎜erte㎜istheoriginofthat飴r吻'o,aworddenotingprostitutes,itdidnot

alwayshavethatmeaninginHeianusage.Forexample,inthemid-eleventhcentury8α 厂α5痂刀α荊 航'更 級 日記,

thewriter'sdaughtermeetsthreeα50わ'〃2εatMtAshigara,whosevoiceswere`incomparable,ringingclearlyin

theairastheysanganauspicioussong'(asquotedinMoriya1985:100).
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throughoutboththeancientandmedievalperiods.Accountsoffbmalee.ntertainerssuch

asα50わ 砌 ε,α瀏 ん∫一雁 んo,ん〃g酪 〃伽 匂 傀 儡,5痂7α 々yδ訥'andothersinvariablypraisetheir

skillsinsonganddance,butareunequivocalabouttheirmarginalstatus.Y6titislikely

thatthisstigmaderivednotsomuch倉omthesexofthoseper飼 ㎜ers,as丘omtheir

ill-definedandoftenitinerantlifbstyles,andtheveryfactoftheirbeingProfbssionalen-

tertainers,whoasasocialgroupweresu1ガecttodiscriminatoryregulationsandeven

restrictedtolivinginprescribeddistricts.Notwithstanding,powerfUlindividualssuchas

TairanoKiyomori平 清 盛,andevenEmperorGo-Shirakawa後 白 河 天 皇,werewilling

toenterintocloserelations(personalandib㎜alstudent-teacherrelations,respectively)

withsuchwomen.14

1ntheHeianperiod,them句orityofthegenresperfbmユedbysuchprofbssionalfb-

maleentertainersinvolvedsongsandpoetry(anddance),ratherthannarrativerecitation.

Inaccountsofmusicalperb㎜ancebyα50伽 εandotherlow-statusente丘ainers倉om

priortothesixteenthcenturythereisrarelydistinctionbetweenblind(〃zの'o)andnon-

blindwomen.15Forthisreason,animportantlineofinvestigationintojustwhatkindsof

perfb㎜ancesblindwomengaveatthetimeわ 加 α一乃δ3痂emergedintheninthandtenth

centuries,andsubsequentlywhentheHeikenarrativedevelopedattheendofthetwelfth,

hastodateyieldedlittleeven鉤rspecialisthistoriansofHeiansocietyandperfb㎜ing

arts.

FortheKamakuraandMuromachiperiods(c励 θ')thereissomeevidencethatnar-

rativebecameamorecommonelementofrepe丘oryamong.womenperfb㎜ers.From

thelatefifteenthcenturyon,bothimagesandtextualrefbrencestoblindwomenoften

calledgozε η 御 前orgozεbecomemorenumerous.Inmostcasestheyplayhanddrums

(`3〃zπ〃2'鼓).Afbwareshownordescribedplayingんo'o,butinonlyahandfUlofcases.

arewetoldwhatrepe丘orytheyper飼 ㎜. .Bythesixteenthcentury魚maleperfb㎜ers

clearlyidenti且edasgozεwerewell一 ㎞ownfbrtheirrenditionsofん 伽 翻oηo,including

wartalessuchasthe30gα 蜘 刀ogα'副 曽 我 物 語andル 勧o初 一ん∫明 徳 記.Forexample,in

theanonymouslyauthorednohplay.Mbc痂z〃 窺 望 月andinthe翫 砌'π た阮一加 η翫o肋 η∫η

劭o一 αwα3ε 七 十 一 番 職 人 歌 合ofl500,gozθappearrecitingpartsoftheSogatale.

Allofthisyieldstwoquestions,whichleadtoanumberofothers:First,whatwasit

abouttheHeikenaπativethatmadeitlargelyofflimits飴r飴maleper飴 ㎜ers,inthecon-

textoftheprevailinggenderideologyofc乃 廊5ε♂Japan?Second,didproscriptionagainst

per飴 ㎜anceextendtotheseveralimpo丘antepisodeswhosecentralcharactersarewom-

en(Gi6祗 王,Kog6noTsubone小 督 の 局,.Tomoe巴,andthewomenin"OharaGok6大

原 御 幸,"amongothers)?Neitherquestioncanbewellansweredwithoutalsoaddressing

evidence飴rtherepe丘oriesandpracticesofpro飴ssiona1色maleper艶 ㎜ersofthec傭 θ∫

period.Forinstance,didfbrnale3α7〃g盈 〃猿 楽playersdoHθ'ん ε一themeplays?Didanyof

themevertake角malerolesinmale-troupeper飴 ㎜ances?Wasthekindofdistancebe-

tween`realism'andper飼 ㎜anceaestheticsexpressedthroughoutZeami'swritingsalso

applicabletowomen'sperfb㎜ancepracticeatthetime?

14Theliasonbetweenkiyomoriandthe3痂Fα 勿 δ3痂 白拍 子GioisrecountedintheHθ'舵Kakuichitext,while

Go-Shirakawa'sstudiesof∫ 〃2の・δ今 様withprofbssionalsingersaredocumentedinthe廼 ～豺'∫η 勉訪 δ梁 塵 秘 抄.

15Hirosel997:122



ApproachestoPastandPresentinJapaneseMusic 265

Fornow,IWillmakeonebriefobservation,inlightofrecentdevelopmentsinH♂ 舵

research:Theliteratureandfblklorescholar,Hy6d6Hiromi兵 藤 裕 己,haswrittenmuch

aboutthewaysinwhich他'ん8pg面 ㎜ancetexts伽 α7∫一伽 語 り本)werecloselymoni-

toredandregulatedbythevariousgroupsthatわlwo一 乃δ面fb㎜ed,suchasり 励 αandthe

T6d6-za.Hehasshown,血 曲e㎜ore,thattheAshikagashogunateinpa丘icularwasactive

incontrollingthegenerationofanynewtexts,andrestrictingthecirculationoftextsthat

itregardedaslegitimate(becauseofthewaytheytoldthehistoryoftheMinamoto'sac-

quisitionofpower)tosanctionedchannelsoftransmissionamongわ 加o一 乃δ5痂.161fcontrol

hadtobeexercisedtoensure`correct'transmissionofthenarrativeevenamongmembers

oftheall-malezα,thenthenotionofnon-memberwomenperfb㎜ing飽1ん εfbraliving

wouldhavebeenuntenable.

Toreturntothe``fiveorsixん 〃"recitedbytheblindwomenA加andKik両uin

1418:Ifindeeditwas他 ∫舵(andnotsomeothersortofん 〃)thatwasperfb㎜ed,thenthe

womenprobablydidsono‡as乃 ε'んεrecitersbyprofヒssion,butas(dnlmorんo'o-playing)

gozεwhohadleamedaseIectionofH2'ん εepisodes.Suchwomencouldhaveleamedん 〃

ofH2∫ 舵na「 「ativeinmanyways,rangingf由m厭'oわoε 聞 き 覚 え,asaresultofhearing

伽o一 乃δ8玩'sperfb㎜ances,tomemorisingreadextracts丘omoneofseveralversionsof

飽 ∫んεtext,toactualtransmissionf士omわ 加 α一妬3痂withwhomtheyinteractedinboth

profbssionalandpersonalcontexts.Anditisalsopossiblethattheん 〃theyacquiredor

specialisedinweretheonesinwhichwomencharactersfiguredprominently.

Inthe1670s,theall-maleT6d6-zaguild'sachievementofalegislatively-enfbrced

monopolyonpro魚ssional伽 αnarrativeperfb㎜anceindirectlyinstitutionalisedapro-

hibitionagainstwomenplayingsuchmusic.Onecanspeculate,however,thatevenhad

perfbrrnanceonゐ ∫・wobeenpossibleR)rprofbssionalgozεduringtheEdoperiod,they

wouldnothaveadoptedtheinstrumentfbrtworeasons:(1)Ithadbecomeassociatedwith

anarchaicperfb㎜ances取leatatimewhenthe吻 傭 εηwasgainingpopulari取inmany

contexts;(2)theわ 加 α'stechnicallimitationsrendereditphysicallyinappropriatefbrplay-

ingthemelodiesofnewstylesthatemergedf士omthelatesixteenthon,17duringwhatwas

ageneraldiscursiveandmusicalmovementaway丘omlarge-scalenarrativetowardmore

concisesonganddance飼 ㎜s.(Thatprovedtobeatransitionalphenomenon,asthemu-

sicoftheん αわ磁'andpuppetdramagainedcirculationbeyondthetheatres.)

ThroughoutmostoftheEdoperiod,then,gozεmadetheirlivingWiththemost

popularinstrumentoftheage,the3加 〃213θη.IfanywomenplayedbiwaduringEdo,they

wouldhavedonesoassightedamateursofwarrior-classhouseholds,likeF両iiMasako,

ratherthanpro魚ssionalper飴 ㎜ers.

Exclusiononreligiousgrounds

Activeexclusionofwomen丘omper飾 ㎜ingん α'α瀚oηowith伽 αcanperhapsbe

16Hy6d62000,pp.8-25.

17KomodaHarukohasarguedthatorganizationsof∂ 加 α一乃δ5玩inKyUshUandwestemHonsh且whohadre-

sistedmembershipoftheT6d6-za,andtherebybeenprohibited丘omplaying3肋 雁5θ 〃,werefbrcedtoremodel

theinstnlmentfbrthepurposeofmakingpartoftheirlivingfセomsuchpopularrepertory(Komoda2003)butit

seemsthatintheabsenceofanysuchconstraint,gozεchosetoplay3肋 雁3θ η.
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accountedfbrinte㎜softhesecondcommonfactoringender-diffbrentiatedinstrumental

perfb㎜ancetraditions,namely,ritualusageandassociation.Twoassociationsarepe而 一

nentinthiscase:onebetweenわ 加 αandritualsfbrtheearthdeity,珂in地 神,andtheother

withthe`fbmale'patrondeityofmusicians,My60n-Benzaiten妙 音 弁 才 天.

Althoughdocumentaryproofhasnotbeenfbund,itispossiblethattheassociation

ofわ 加 αwithritualwasestablishedwellbefbretheemergenceofwartalesasthecentral

bodyofbiwarepertory:

TwoKy鵬hO-basedsectsof〃2δ5δ 盲 僧(blindBuddhistpriests)claimthatthe五rst

blindpriestsleamedわ 加oand肋 厂α'祓 い(ritesofexorcismorplacation)fbrKem6J頓n

堅 牢 地 神,18amanifbstationoftheHindugoddessoftheearth,ffomChineseorKorean

blindpriests,andthattheyperfb㎜edsuchritesintheKy6toregionasearlyastheeighth

century.

WhiletheoriginsoftheceremoniesofcourtBuddhisminwhichKenr6Jijinis

veneratedarewelldocumented,thereisnoreliablepre-Edosourceontheantiquityofthe

J茆 η一わα磁asariteofpopularBuddhism」4δ3δclaimsfbrthembeingthe`original'rites

ofblindわ ハ〃oplayersinJapanremainunsubstantiated,butthereisevidencetoshowthat

ritesfbrJijinwerestronglyassociatedwiththeidentityofblindわ 加 αplayers,regardless

oftheirfb㎜alaffiliationwithinstitutionalBuddhismortheguildof飽 ∫んεspecialist

reciters.19

Theactualoriginsofthe乃 α70'ritesfbr珂innotwithstanding,anassociationbetween

blindness,Buddhistritualandtheわ'照wouldhavebeensignificantfbrtheinstnlment's

receptionbeyondcourtsociety.LikeotherinstrumentschiefiyassociatedwithBuddhist

priestsorshadowy`priest-like'figuresatlaterpointsinhistory(suchas器 〃初3痂go'oand

8加 ん納 αc効,ろ 加 αmaywellhavebeenkept丘omwomenplayersbeyondthecourttradi-

tionthroughanactiveprohibitionwhosebasiswastheseritualassociations.

InEastAsia,avatarsoftheHindugoddessofmusic,eloquenceandwisdom,Saras-

vati,havebeendeitiessignificantfbrbothindigenousor`fblk'belie殆andinstitutional

Buddhistpractice,totheextentthattheseareseparatelyidentifiable.InJapantherelevant

deityisBenzaiten弁 財 天(orsimply`Benten,"assheiso且encalled),theonlyfbmale

amongthe翫'c飢 魚切 ●'η七 福 神(`SevenLuckyGods'),whoholdsaんwointhem句ority

ofherrepresentations.20

1nalllikelihood,themostcommonvisualrepresentationofthebiwainJapaneselifb

overthecenturieshasbeenastheinstrumentheldbythisemphaticallyfbmaledeity.

InvariouscontextstheidentityofBenzaitenfUsedwiththatofthebodhisattva`Mi-

raculousSound,'My60n(Gaku)Ten妙 音(楽)天orMy60nBosatsu妙 音 菩 薩,thesu切ect

18Thenameofthedeity-atranslationoftheChineseTiT'ien-isalsorenderedasJichinorJishin.Sheap-

parentlyderivesf士om4励 ¢ρπ所v∫,themotherofIndra.Assuchsheisveneratedintheeighthchapterofthe

κ∂鴻 δ叨 δ3α∫訥 δ一δ勧 δ金 光 明 最 勝 王 経(`SutraofGoldenLight'),asutraesteemedinearlyJapaneseBuddhism

asoneofthreewhoserecitationprovidedprotectionR)rtherealm.

19Thisincludes餓eenth-centuryrecordsofritesandsutras飴rJ輯inperfb㎜edby伽o一 乃δ5痂whoalsorecited

地 ∫舵(inanentryfbrthefifthdayoftheeighthmonth,1423,intheabove-mentioneddiary.陥 η刑oηgソoん ∫).

20Anothercommon飾 ㎜ofthedei敏inJapaneserepresentations,andamongthe免wsurvivingChineseim-

agesofBiancaitian(Benzaiten),isHapp6Benzaiten,theeight-a㎜edBenzaiten,whoholdsmanyimplements,

butnotabiwa.SeefhrtherLudvik2001.
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ofthetwenty-fburthchapteroftheLotusSutra.My60n-Benzaitenisgenerallydepictedas

afbmaledeity,isshownholdingaゐ 加 αinmostsculpturesandiconographicsources ,and

hasbeenregardedasatutelarydeitybyわo劾maleand艶maleblindmusiciansinib㎜al

groupceremoniescalledMy60n-k6.Observeduntilthemid-twentiethcenturybygroups

ofわ 加 α一ぬδ3痂,anduntilthel990sbygoz6,and吻 んomediumsinpartsofT6hoku ,21

theritefbrMy60n-BenzaitenhadorigininT6d6-zaregulationsthatstipulatedanannual

gatheringofmembersfbrthepuq)oseofveneratingthetutelarydeity.22

Avotiveimage(scrollorstatue)ofBenzaiten-My60ntenwassetup ,sutras.were

chantedbefbreit,anε ηg'縁 起documentaboutthehistoryofthemusicians'groupwas

chantedorreadoutbyasightedpriestorcelebrantengagedfbrtheoccasion ,andcertain

membersofthegroupperb㎜edexamplesoftheira丘fbrthedeitγThereisnosub-

stantialevidencethatgozε'sobservanceoftheMy60n-k6wasinitiatedunderconcerted

pressure丘omtheT6d6-zaguild.Itseemsthat,ifan》 雄hing,atsomeun㎞owntimeprior

tothelateseventeenthcentury-thedateoftheearliest㎞ownε ηgldocumenトthegozθ

themselvesoptedtovenerateMy60n-Benzaiten,23andthisdespitethefactthattheyhad

notandcouldhotlearntoplay'う'γ レoaspartoftheirprofbssion.

Exclllsionongroundsofcontent跚dperfbrm飜ncestyle

Anyhistoricalcontextualisationofわ 加 αmusicmuststartwiththerecognitionthat

んo'o翻oηowasthedominant飾 ㎜ofpublicmusicandmusic-dramaamongthepoliti-

calleadersofJapan,thewarrior-classelite,fbrseveralcenturiesafterthecivilwarthat

broughtthemtheirpoweLThemostimpo丘antofthese`medieval'ageperib㎜ancegenres

were3α 跏g盈 〃,漉 ηg盈 〃 田 楽(noh),肋5α ηα∫曲 舞anditssuccessorstyleん δwα んα〃2α∫幸

若 舞and漉'ん ε.Inalloftheleadinggenres,corerepertoryincludedmanytalesofwar,

andinparticularthelivesandcircumstancesofwarriorsandtheirfamiliesinvolvedin

theGempeiwars.Allofthesegenresmoreoverentailedtheenactmentofnarrative .Inthe

caseof磁 んεnaπativeperfb㎜ance,however,thevoicealonewasvehicle拓ranarrative

ofthecivilwar,andvocal`enactment'ofthenarrativeoftentookthefb㎜of`in-charac-

ter'firstpersondramatic(oratleast6か α〃2α"584)rendition.TheGempeiconflictwasthe

greatstoryofitstime,anditusheredinanagedominatedbyviolence,martialconnict

andpoliticalcunning.Themainprotagonistsof」 麁'ん εwouldhavebeenwell㎞ownto

all,anditsperfb㎜ancesreceivedwiththeso丘ofhorri且ed魚scinationthatdailyrepo丘s

oftheIraqwarevoked丘ommostofusnotlongago.Assuch ,撫 舵per飴 ㎜ancewas

且mdamentallygroundedinqualitiesofthemalevoice.

Thereismuchspeculationaboutthenatureof旋 ∫んεmusicalelements-bothvocal

andinstnlmental-priortoits`textualisation'as加 ∫左γoん〃intheEdoperiod ,butwhatis

ce丘ainisthatanumberofdistinctlynamed,飴 ㎜ulaically-baseds取lesofvocaldelivery

andmelodyexisted(ル8痂 節)。Eachofthemstoodinregularrelationtothecontent一

21Fritschl996,pp.220-231and239-244。

22Thissortofgatheringiswhattheん δof`My60n-k6're免rsto.Otherexamplesofん δdating食ommedieval

timesarethoseheldbycarpentersandblacksmiths.

23Personalcommunication,GeraldGroemer,6/2004.
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typeofnarrativetextpassages,andprobablyalsotheirsyntacticandpoeticfbatures.The

namesofsomeofthemostcommonル3痂 一suchasん 〃4b々 口 説,and3痂mgo8素 声 一in

themselvessuggestapracticewhereinわ 加o一 乃δ訥 ∫renderednarrativeandfirst-personut-

terancesinamannerthathardlydistortedthesoundofmalespeechofthetime.What

ismore,thesetwo 。ル5痂typesarethelongestandmostffequentinthe痂 厂o砌oηo拾 い

物categoryofepisodes(ん 〃),aboutbattlesandfbatsofmanlyaccomplishmentAssuch,

地 ∫んεperfb㎜ancewasfUndamentallygroundedinqualitiesofthemalevoice,andfbw

womenperfbmlerscouldhavehopedtoemulatethiseffbctively.

Conclusion

Theprobabilitythatbeyondthesphereofcourtmusicnowomenleamedorper-

fb㎜ed伽o飼rmostoftheinstnlment'shistoryisgenerallyaccepted.Inaddressing

thisissuefUrther,however,Iwouldsuggestthatwemustalsoaccountfbrtheρo∬ め ∫1めノ

thatthehandfUIof㎞ownre飴rencestowomenwho"perfbmledl晦 ん～'iSonlythetip

o£ifnotaniceberg,thenasubstantialchunkofunseenhistory.Thatissimplybecause

ofthemanykindsofdocumentsthatcouldyetbeexaminedfbrfUrtherevidence;there

maybeaccountsof伽 αnarrativeperfb㎜ancesbywomenindocumentsandchronicles

ofdailylifbthatrecordagreaterrangeofactivitiesthanthepublicdocuments-ofacial

chronicles,guildrecordsandthelike-thathavebeenthefbcusofmostextantresearch.

Researchonthisissue-orindeedanyotherissueinJapanesemusichistoryfヒamed

bygenderideologyandcoding-mustalsoprovidefhrtherevidencethatwillhelpus

teaseoutthecomplexrelationsbetweenclassandgenderedpractice.InthematerialsI

havetouchedoninthisshortpaper,themostcogentexampleofthatcomplexityisthe

魚ctthatmusicandper飴 ㎜ancewereacceptablepro琵ssionsfbrwomen,butcaπiedwith

themlowsta加sandmarginality,whileper飼 ㎜anceonstringinstrumentswithasuperla-

tivedegreeofskillwashighlyvaluedasapastimefbrwomenofhighbirthorrank.

Inthecaseofわ'1〃 αmusic,moreover,thenexusofideologyandsocialpracticesis

madedenserandmorecomplexbythecentralityofblindnessinthegenre'shistory.Itis

intheinterfaceamonggenderandclassideologies,andblindnessasculturalpractice,that

wemay且ndawaytoappropriatelyreffame-perhapsevenbegintoanswer-questions

aboutwomenandtheわ 加 αsuchasthoseIhaveraised.

.4cκ 〃o}ヅ18492配8漉5'IthankKomodaHanlko,GeraldGroemerandHitomiTonomurafbrhelpfhl

commentsandsuggestionsasIrevisedthistextbasedonapapergivenattheNichib㎜ken-Univer-

sityofSydneysymposium"Globalization,Localizationand.JapaneseSthdiesintheAsia-Paci且c

Region"inSydney.

ハリ'8:SomeoftheideasinfirstexploredinthispaperhavesincebeenpresentedinChapterlof

my2009book7乃 ε加3'.劭wα5「 勿gθ 厂'!望B1吻4ル 伽'c∫ αη 加 伍3'oα 加og切 α'♂oηαη4Pε ゆ 翩 α刀oε

(ComellEastAsiaSeries,Ithaca,NY).
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