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Instrumentalists of traditional gagaku court music

   I. The Traditional Music of Japan 


Japan; today, it is an industrialized nation of many million people, but only in relatively recent history did it make this expeditious transition from a more traditional agrarian society, to the twenty-first-century technologically sophisticated and economically substantive nation-state it is today. With the preservation of age-old traditions, cultural practices, and archaic art forms, Japan pushes forward, with a curious amalgam of deep-rooted cultural practices and cutting-edge modern styles of living. One way to understand the essence of Japanese culture, society, and the “Japanese Mind” (the way in which this paper aims to convey), is through Japan's art, particularly it's music. As an artist’s work can reveal a lot about the individual, a region's art very well may be the culmination of expression of the human experience for a given region and time period. A countries art can reveal, at least to some extent, the nature of it's inhabitants. One might say art is the lens that provides a brief glimpse into the convoluted and ambiguous notion of the subconscious and conscience alike. That is to say, art can offer a way to visualize how others subjectively experience their own existence, which can shed light on their culture, lifestyle, intellect, heritage, and so on. Japan has some very unique aesthetic values that are, in general, remarkably different from it's Western comparatives. Understanding the origins of these aesthetic preferences, and how they vary from Western aesthetics, may paint us a clearer picture of this abstract idea we have called “The Japanese Mind”. 


The art form that this paper aims at studying is music; the way in which we humans arrange sound within time to convey an emotion, an idea, a feeling...et cetera. Looking at the way in which  others express themselves musically, again, may lend insight to one's own conscience, or at least, evoke some sort of emotion, perspective, or idea. Many historical and religious factors have contributed to the creation of such objectively useless, but subjectively meaningful manifestations of the mind and/or soul. “In Japan, the most important terms of distinction between new and old music are the categories of 'traditional music' (dentō ongaku, nihon ongaku, hōgaku) and music of Western origin (seiyō ongaku). These categories date back little more than a century and reflect the changes in musical life brought about by the most important events of the last two hundred years, the opening of Japan to foreign contact and the 'restoration' of Imperial power in 1868” (Ferranti, 1). So as we look into Japanese history, we will observe there existed a strong connection between the predominant Shinto and Buddhists faiths on the the early 'traditional' music of Japan (music before Western influences arrived during the 1800s). As Buddhism was an imported religion, the musical instruments and art forms associated with it were also imported, largely from China. Many other instruments and styles of playing, of no distinct relation to religious practice, were also imported from Korea and China. Over time, these imported styles of music eventually changed in a way to where they became a unique form of Japan's traditional music, and thus, distinctly Japanese. After Western influence and modernization, Japan underwent a period where new music genres, new styles, new types of instruments, idols, divas, performers, supergroups, as well as an entirely new music culture, came into existence. Western influence had directly contributed to the rapid expansion and creation of the Japanese music industry and, interdependently, the Japanese music audience; Japan is currently the second largest music market in the world. Despite the prevalence of Western influenced music in modern Japan, many still learn traditional instruments; the undying notion of duration is an ideal that I think persists within the “Japanese Mind” to an extent not generally observed within other cultures.
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     A Yayoi period Dōtaku (bell), 3rd century AD (Wikipedia)

A History of the Music of Japan


“In any culture, past and present-day—new and old—cultural forms are constantly in states of coexistence and flux. The relative value afforded new and old, and the distinctness of the very division between the two, are subject to changing circumstance” (Ferranti, 1).


To begin, the first known evidence of music in Japan comes from the neolithic Jōmon period (14,000 BC to 300 BC) in the form of clay whistles and rattles. Subsequently, archeologists have uncovered fragments of early zithers as well as various musical bells, known as dōtaku, from the Yayoi period (300 BC to 250 AD). There is also evidence from this time that shows the migration and intermixing of populations of people, of both Korean and Chinese descent, with the Yayoi in the archipelago of Japan. During the Kofun period (250-538 AD), archeologists have found relics of zithers, flutes, bells, as well as rattles. Haniwa (miniature clay statues) were also found; many of these statues indicate the existence and use certain musical instruments, some of which have not been found (Ferranti, 2).


Chinese records from the third century AD contain some of the first known written accounts of music being performed in Japan. Not much is know about the nature of the music performed other than that it was used in religious ceremonies. The foremost religion during the Kofun period was Shinto; during these times, music was played to invoke so called kami, which are the deities and spirits of the Shinto faith. The kami were brought forth via sacred forms and spaces, incantations, sounds, and percussive activities and actions (Ferranti, 3).


It is worth noting that during this time, three distinct ethnic groups of people inhabited Japan. In the north and east, there were the Ainu people, with their own culture, language, traditions, and music history. The Okinawan people inhabited the small string of Ryukyu islands in the East China Sea. Unlike the Ainu, whose culture and lifestyle were overshadowed and dominated by the reigning Yamato people, Okinawan culture however, was generally accepted; this may be partly because Okinawan people adapted Chinese characters to their language hundreds of years before the Yamato that existed on the mainland of Japan. Little is left of the Ainu people and their culture; many have interbred with the Yamato, homogenizing and consolidating the distinction between the different ethnicities into a more mainstream Japanese ethnicity (Ferranti, 4).


As time progressed, Buddhism was eventually introduced into Japan through China during the Asuka period(552-645 AD) (O'Brien, 169). Coupled with the introduction of Buddhism, came the introduction of a style of chanting know as shōmyō.  Shōmyō is a type of chant sung by Buddhist priests as a form of meditation. Many other aspects of Chinese culture were also introduced and were essentially mimicked by the upper class throughout the seventh through ninth centuries. The Chinese writing systems that were used in the Japanese court were adopted from Korean scribes in the fifth century. Although travelers from Japan had visited the Chinese court during the third century, Japanese emissaries frequented the Chinese court from the seventh through the mid-ninth centuries (during China's Tang dynasty). In 453 AD, the first recorded group of Korean musicians visited Japan; soon after the intermingling of music and culture of the various surrounding asian nations made its way into Japan (Ferranti, 5). 


Throughout the Nara period (710-794 AD) up until the Early Heian period (794-897), bringers of imported culture such as foreign musicians or priests, many of whom emerged from China, often traveled through Korea to eventually arrive in the high-cultured society of the Japanese Yamato court. Court music and dance (imported from China and Korea) became popular amongst the upper class; during the Nara period, this type of traditional court music came to be known as gagaku (O'Brien, 169). 


Gagaku is today comprised of three primary repertoires: 1) Native Shinto religious music and folk songs and dance called, koniburi no utami 2) A Gorguryeo and Manchurian form, called komagaku (named for Koma, one of the Three Kingdoms) 3) A Chinese and South Asia form (Specifically from the Tang dynasty), called tōgaku (became popular by mid-eighth century) (Wikipedia Gagaku). The styles of music performed often reflected different classes and statuses; rulers, warriors, politicians, and peasants all were accustomed to different styles (O'Brien, 169). 

In 701, the gagakuryō  or utamai-no-tsukasa was created. It was a court sponsored section of government that oversaw the continuation of music and dance through teaching and practice. The imported music and culture from this time “inspired new indigenous music and...gradually transformed under the influence of extant Japanese practices and aesthetic preferences”

(Ferranti, 5). 


“Japan has been somewhat of an artistic cul-de-sac, continually absorbing and refining all significant aspects of other cultures with which it has been in contact”(O'Brien, 170).


The introduction and acceptance of Buddhism in Japan also proliferated the creation and performance of music, as well as many other aesthetic formations. Buddhism is one of the most influential contributing factors to the development, evolution, formation, and dissemination of modern Japanese aesthetics; it has forever transformed the definition of beauty within the “Japanese Mind”. In spite of the face that facets of Buddhism had existed within Japan since the late Kofun period, Buddhism did not gain popularity among the court and the Imperial house. Buddhism did not clash with existing Shinto beliefs, it merely supplemented them in a way that became popular to this day. During the eighth century however, the politics of Buddhists temples interwove within the Japanese court and government. Within politically powerful temples, rituals and ceremonies of the time involved elaborate sutra recitation as well as synchronized performances of dance and gagaku (Ferranti, 6).


Not only was gagaku played for religious observances, but as a daily task for the Heian court society. It was played for a variety of celebrations and rites, in small groups of musicians. String instruments were common such as the gakusō (koto) and the gakubiwa; flutes were also used for performance as cataloged within The Tale of Genji. During this time nobles played music for personal enjoyment, but on special occasions, hired trained musicians to perform. The Yamato rulers of the time were considered to be divine, therefore the rituals involved required skilled musicians, usually from a troupe or guild, were hired to play for these special rituals. At this point, the distinction between foreign music and music of indigenous origin begins to be obscured (Ferranti, 7).
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      Music during Muromachi period (1336-1573)

Music in the Feudal Era


As the income and influence of the central government grew thin during the tenth through twelfth centuries, power shifted from wealthy aristocrats to the fabled samurai class. Groups of samurai, warlords, and aristocrats formed to govern various provinces. For the next seven centuries, until the Meiji restoration, control of Japan was fought for by various military factions and leaders; power was passed on from one shogun to the next; eventually a semi-stable dual system of government was established. Gagaku was preserved during these tumultuous times to some extent however, the more popular music of the time was a presented recitation of a collection of war narratives performed by blind biwa players. The tales that were performed by the blind biwa players were called Heike Monogatari (The Tale of the Heike). The Tale of Heike depicts the defeat of the Taira clan, after which the samurai Minamoto no Yoritomo was appointed shogun (Wikipedia Japan/Feudal Era); he later established Kamakura, starting the Kamakura period (1185-1333 AD) (Wikipedia Kamakura period). The blind Heike reciters gained popularity from the twelfth through the fourteenth century. A guild know as the Tōdōza was formed which had military sponsorship; the guild grew to oversee nearly all the activities of blind professionals up until the Meiji period. During the Kamakura period, during the times in which Heike Monogatari gained popularity, Buddhism, namely Zen Buddhism, also became very popular, especially among samurai warriors, as well as upper class court members, and commoners. Curiously enough, despite the peaceful and tranquil teachings of Zen (and the numerous other sects of Buddhism), ongoing power struggles in Japan led to hundreds of years of bloodshed, war, and conflict, briefly punctuated with decades of peace; this continued up until the Meiji Restoration.
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                                                              Man playing a Biwa
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    A Noh Performance (Wikipedia)

Music in Theater


During the Feudal era, a favorite form of entertainment among the warrior class and samurai was Noh theater. Noh theater has been performed since the fourteenth century, by all male actors. It consists of dance accompanied by music. The closest type of theater to Noh theater was called surugaku. In the early fifteenth century, surugaku was the the most influential component in the development of Noh theater. Surugaku is a style of theater that was derived from a large variety of both indigenous and foreign traditional dances; some of these include sangaku, gigaku, dengaku, and kusemai. Noh was also influenced by dengaku, shirobyoshi, gagaku, Buddhist chanting, and various renditions of traditional myths, music, and dance performance styles. During the Muromachi period, when Japan was under the rule the Ashikaga clan (the shogun being Ashikaga Yoshimitsu), Kannami Kiyotsugu (1333-1384) and his son Zeami Motokiyo (1363-1443) are credited with shaping Noh theater to the form in which it is presented today (Wikipedia Noh). Noh was created for the amusement of feudal lords, although it was performed in temples for the enjoyment of commoners as well. Noh theater was said to be slightly less dignified than traditional gagaku performances, relying on elaborate masks and costumes. The founders of Noh, along with disciples, had created more than 2000 dramas between the fourteenth and sixteenth centuries. Two hundred of these are still performed today. 


The performers of Noh today are divided into four categories: shite, waki, kyōgen, and the musicians known as the hayashi. The shite functions as the primary actor(s); often later appears as a ghost or another character by changing masks throughout the performance. The shite's costume is generally brighter and stand out over the other actors in the play. The secondary actor, known as the waki, plays the role of the counterpart of the shite; the waki usually does no wear a mask. The kyōgen perform during time between plays, a performance that is usually some sort of comical interlude (O'Brien, 178). They often wear masks which represent animals, gods, people, or demons. The hayashi are the musicians of the Noh theater; there are usually four instrumentalists playing three types of drums, and a flute respectively (O'Brien, 177). The hayashi also sing, yell, and chant during Noh performances; this type of singing and playing give Noh plays a signature atmosphere which reflects the aesthetic preferences of the warriors and listeners of the time. 


“The hayashi flute and drums comprise the oldest of Japan's ensembles for dramatic accompaniment, and their repertory of set 'interlude' pieces includes some of the most complex and sometimes spectacular music of all Japanese instrumental traditions. At the same time, the sound of the hayashi has a severity and dispassionate forcefulness that reflects the aesthetic preferences of the early feudal age's warrior rulers” (Ferranti, 12).
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Oniji Ōtani III (Nakazō Nakamura II) as Edobee in the May 1794 production 


   of Koi Nyōbo Somewake Tazuna (Wikipedia)


The second notable type of that was created in Japan is kabuki theater. Kabuki was developed during the early Edo period (1603-1868) under the Tokugawa shogunate, and was styled in part after Noh theater. It is said that a female dancer named Okuni created kabuki. Her dances gained popularity to the extent that she left the temple she normally danced in to perform on stage in Kyoto. These early dances developed into genuine works of theater, often erotic, which attracted commoners (O'Brien, 179). “Until about 1650, the dramatic dance style called kabuki was inseparable from the sphere of young female and male courtesans; both of these institutions were eventually banned from performance because of their corrupting influence on public morals” (Ferranti, 15). Because early kabuki had become associated with male and female prostitution, the Japanese government ruled that, “all characters henceforth had to be played by men” (O'Brien, 179).


Modern kabuki theater is perpetuated by different kabuki companies, each belonging to different kabuki families, of which there are eight. Each company produces about 20 different kabuki shows. The content of the plays is usually, more or less, sung, accompanied by two groups of musicians. The group of musicians that sits on stage is known as the debayashi, the group that sits off stage provides tones in a way similar to a western pit orchestra; they are known as the geza (O'Brien, 181). The onstage musicians, the dabayashi or hayashi, play the same instruments used in Noh theater (flute and drums), but with added shamisen(s) (a three string instrument; see later section). The type of music played is called nagauta, which has many sections of sung lyrical content, accompanied by dance (Ferranti,16).


Another type of popular theater from the Edo period was bunraku; puppet theater. “Although puppetry dates from the twelfth century in Japan, during the Edo period, the genre assumed standard procedures and arrangements of music and musicians” (O'Brien, 182). Puppet theater was originally centered in Edo, but moved to Osaka after the great Edo fire in 1657. The lavish and ornately decorated puppets used for bunraku were usually half the size of humans and each was manipulated by three puppeteers on stage. The puppeteers, called Ningyōtsukai or Ningyōzukai, wear all black to not distract from the production. “The main puppeteer, the omozukai, uses his or her right hand to control the right hand of the puppet. The left puppeteer, known as the hidarizukai or sashizukai, depending of the tradition of the troupe, manipulates the left hand of the puppet with his or her own right hand by means of a control rod that extends back from the elbow of the puppet. A third puppeteer, the ashizukai, operates the feet and legs. Puppeteers begin their training by operating the feet, then move onto the left hand, before being able to train as the main puppeteer. This process can take 30 years to progress” (Wikipedia Bunraku). It takes several performers in addition to puppeteers to perform Bunraku; a narrator, called the tayu, and a shamisen player. The shamisen used for bunraku has a different timbre from a normal shamisen; it is lower in pitch, and has a fuller tone (Wikipedia Bunraku). The performance is often challenging for the tayu and shamisen player alike. It is not uncommon for both shamisen and tayu to be replaced during the span of a performance (O'Brien, 182). The music of bunraku is known as gidayu-bushi, named after Takemoto Gidayu, a famous narrarator (tayu). The tayu have the demanding job of providing all the commentary and dialogue for all the characters. The sections of music declamation (kotoba) and lyrical singing (fushi) are somewhat analogous to the western recitative and aria respectively (O'Brien, 182). “Bunraku companies, performers, and puppet makers have been designated 'Living National Treasures' under Japan's program for preserving its culture” (Wikipedia Bunraku).
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Traditional Japanese Instruments
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Taiko Drums


Taiko drumming is a long-withstanding Japanese tradition. The practice is over 1000 years old. In these myths, dancing on drum-like objects is considered an “occurrence of the divine world” (Bronner, 135). Taiko’s origins are explained in the Shinto myth regarding Amatserui, a Japanese sun goddess. This myth is part of a collection of Japanese creation myths, illustrating how deeply-rooted taiko is in Japanese culture (Bloustein, 131). The word taiko may refer the actual drums themselves or the act of drumming on these drums. Literally translated, the word means “fat drum”, although there is a great variety of taiko drum sizes. In a traditional taiko festival, costumed drummers fervently pound on a variety of oversized drums (Bronner, 134). It is a popularized Japanese custom that has swept the world and it still popular today.

Taiko drumming was routinely used in ancient Japanese village life. It was used to signal the time of day, warn of danger, scare animals away from crops, herald soldiers going into battle, and celebrate the gods during religious festivals (Bloustein, 131). Many different styles of taiko arose out of ancient Japan because of the country’s geographical nature. Natural borders isolated groups of people, who would then form their own style of drumming without influence from surrounding people.

Throughout the years, taiko drumming has been integrated into different facets of life according to the times. Before WWII, taiko drums were used to signal the beginning and end of a school day in elementary school. Bells were substituted at the end of the war because they sounded less militaristic (Bronner, 136). In the 1960s, taiko group drumming began to be popularized as a music and performance, replacing its traditional religious and practical uses. Taiko’s popularization can be traced to Seiichi Tanaka, a Japanese immigrant living in San Francisco. During the first Cherry Blossom Festival in 1967, Tanaka noticed there was a large gap missing in this representation of Japanese culture. He believed taiko drummer’s strong display of strength would complement the cherry blossoms and sedate dancing included in the festival. He performed solo in the festival the next year, and in 1968, he founded San Francisco Taiko Dojo, America’s first taiko group (Bronner, 136). Tanaka’s enthusiasm for taiko drumming inspired subsequent Japanese-Americans to form their own groups and promote the practice. 

The Shakuhachi flute


Bamboo flutes first came to Japan through China in the sixth century. Over time however, it was adapted and modified to suit the preferences of Japanese buddhist monks (Wikipedia Shakuhachi). Although several types of flutes have been played in Japan starting in the Nara period, end blown flutes lost popularity and many traditions related to these end blown flutes were lost by the mid-Heian period. Not until the early Edo period did the bamboo shakuhachi flute step back into the light in the hands of buddhist monks of the Fuke sect of Zen Buddhism. These begger monks, known as komuso monks (“emptiness monks”) often wore large basket shaped hats that allowed them to see, but not be seen. They played as a form of meditation and traveled the countrysides begging. The shakuhachi flute was also popular among samurai warriors who played it for hobby and personal enjoyment. The shakuhachi was modified and refined by the Fuke sect to eventually become the shakuhachi flute that is in use today (Fujie, 326). The wide variety of tones and timbres that can be played on the shakuhachi flute make it a popular instrument outside of Japan; tones ranging from tranquil and smooth to piercing and almost broken sounding. The shakuhachi flute is a symbol of Zen Buddhism and is one of the most recognized traditional instruments of Japan.
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A Monk playing shakuhachi
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A woman playing shamisen from tablature

The Shamisen


The shamisen is a three string long neck lute. It is the end product of a long line of similar instruments, that date back to Okinawa, China, and possibly Central Asia and the Middle East. Traditionally the wood box of the instrument was covered with cat or dog skin, but now they are covered with plastic. The shamisen is fretless, and picked with a large plectrum, known as a bachi, that gives it a percussive and twang like sound. Although numerous relatives of the instrument have been played throughout Japanese history, its closest relative, the Okinawan sanshin, is believed to have been introduced near Osaka in the sixteenth century (Wikipedia Shamisen). The shamisen, as well as many other similar instruments are played throughout Japan today. In addition to being used for traditional music, the shamisen, along with other traditional instruments, are also incorporated into modern compositions.
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The Koto


The modern koto is a thirteen-string wooden instrument approximately 1.8 meteres long that is played sat on a flat surface. Players pluck the strings with three finger picks, and bend and articulate the notes with the other free hand. Bridges called ji hold the strings above the face of the instrument and are movable; moving the bridges enables the player to play in different tunings. The koto has a distinctly Asian timbre. Like many other traditional instruments, the koto evolved from other Asian continental instruments. The koto gained popularity within Japanese society during the Tokugawa period as it spread to new audiences. Merchants were particularly fond amid the merchant class. By the beginning of the Meiji period, the koto could be found in many private homes, teahouses, and theaters. Much of the koto music (sokyoku) learned today was written in the Tokugawa period (Fujie, 332). The koto has been designated the national instrument of Japan.

Notes on the Form, Style, and Sound of Japanese Traditional Music


Understanding traditional Japanese music in terms of Western music theory (pitch, melody, harmony, rhythm, tempo, meter, articulation, dynamics, timbre, and texture), shows us that traditional Japanese music differs from Wester classical comparatives in several ways. The obvious difference is that the both cultures used different instruments, resulting in different timbres. 


The next most important difference is the lack of meter in most traditional Japanese music. That is, one cannot clap their hands in time with the music, as there is no constant beat to the music. Many compositions for Japanese theater, shamisen, koto, shakuhachi, and so on, are performed with a sort of free form style in terms of timing. Some parts are played faster, some slower, but there is no meter by which to relate the progression of the music. If it is true that no song can be played the exact same way twice within Western classical music and notation, it may be even more true for traditional Japanese music. “Those accustomed to Wesern music may have difficulty at first listening to music that lacks a steady beat because it seems “hard to follow” without the firm rhythmic structure they expect” (Fujie, 323).


The difference that stood out to me third, was the different scales and modes used. Although hard to make a generalization, the scales used tend to be pentatonic, or contain few semitones. Often, minor modes tend to be used, giving the music a dark, dramatic feel. An interesting question that arose during my research was that, although the Japanese music system was borrowed from the Chinese, it still contains twelve semitones to on octave. The question lies in whether or not this division of an octave in to twelve semitones was developed independently of the Western Pythagorean system of music and if so, does that say anything about the nature of universal musical aesthetics.


The last thing that stood out to me when listening to traditional Japanese music, such as gagaku and solo instrumental compositions, was the articulate attention to dynamics and articulation. Within Western symphonies, the nuances of the individual instruments tend to get lost in seas volume and harmony. As Japanese music is usually played within small groups rather than with large symphonies, the individual instruments stand out much more. One can hear the intricate articulations, bends, and nuances of the instrumentalist, and dynamics of the instruments are carefully controlled. I would personally describe Western classical music as sound punctuated by silence, whereas in contrast, Japanese traditional music can be described as silence, punctuated by sound. 

“Silence dissolves all objects. It is not related to any counterpart which belongs to the mind. Silence has nothing to do with mind. It cannot be defined, but it can be felt directly. Because it is our, nearness. Silence is restriction. It is feeling...without a feeler. Silence needs no intermediary. The sound which comes from silence, is music.” 

-From Monument to Masses

II. The Music of Japan After Western Influence


As we know, soon after the arrival of the American navy in 1854, Japan was reopened to the rest of the world after intentionally isolating itself for nearly two hundred years. The arrival of foreigners brought upon the Meiji Restoration, where in which imperial power was restored and the shogunate was abolished. “In the 1870s, Meiji-government bureaucrats first considered the matter of music in primary education. No traditional musical forms were deemed worthy of inclusion in an education scheme devised with the assistance of European and American advisors” (Ferranti, 20). Western-style music such as military marches (gunka) became popular in Japan. Music called shoka, music composed to bring Western ideas of music to schools, became popular along side the military marches. As democracy spread through Japan, bureaucrats hired singers to sings songs that promoted their messages. Due to this, public street corner singing became popular; the singers were know as enka-shi, and the music sung was called ryokyoku. Soon after Western-style pop music, known as kayokyoku, became marketable and the first japanese idols, divas, and pop stars came to be (Wikipedia The Music of Japan). From the 1880s until the 1940s traditional music continued to be taught and learned outside of the classroom. From 1900 up until the Second World War, several performers had experimented with blending Western and traditional Japanese styles with mixed success. After Japan was defeated and occupied by Americans from 1945-1951, Japanese gradually had less exposure to traditional music “and today most find it remote and inaccessible” (Feranti, 20).  It wasn't until the 1980s that traditional Japanese music, gagaku in specific, saw a revival. 


Currently in Japan, Western classical music is very popular among many in Japan. The Japanese import and reproduce and conduct many Western classical masterpieces. Many notable Japanese composers have ben influenced by the music. It has been said that when the Japanese developed the compact disc in the 1980s, that pressure from the Beethoven aficionados within the Sony corporation ensured that the first compact disc had to be able to play all of Beethoven's First Symphony continuously; before the compact disc, the symphony was on record, but couldn't be played continuously, as the record had to be flipped. Western Jazz also gained popularity in Japan as early as the 1930s. Presently, Japanese jazz composers and performers, such as Hiromi Uehara retain popularity both in Japan and abroad.


In the 1960s the rise and tours of classic rock icons such as the Beatles, Led Zeppelin, Jimi Hendrix, The Rolling Stones, etc. inspired the creation of J-pop. From then on, the rest was history. As the the music industry grew and new technologies discovered, countless bands of all genres were formed; the sheer volume of information pertaining to music skyrocketed and the modern Japanese music industry came to be. 

Conclusion


Although the traditional music of Japan was vastly imported from other Asian nations, the ideals of duration and tradition coupled with the relative isolation of the Japanese archipelago created music that Japan can definitely call it's own. The Buddhist and Shinto origins and aesthetics also be heard within such music, the solo shakuhachi flute in particular. Listening to the traditional music of Japan has definitely offered a glimpse into the “Japanese Mind”.
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