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These tones comprise the contrasts of rise and fall, level and oblique, linear and
rounded, and high and low. Analysis of the various components of kydgen speech
reveals that the actor uses all of these contrasts, enlarging and developing them to
manifest their dynamic potential in the melodic patterns.

In this article I have analyzed the kydgen speech pattern components using
a computerized graphic description of intonation pitch and volume.® My findings
reveal several differences between the intonation contours of the basic speech pattern
and those of the special melodic patterns of verbal repetitions and nonverbal vocal
expressions, which embody distinctive moments in the plays. Besides the clearer
wave plot and pitch contours of these unique vocal expressions, they are also far
more diverse and comprise more contrasting components. Following the analysis
of the basic speech pattern, I offer an analysis of these unique patterns of expression
and the way in which the actor uses contrasting structures to mold them.

Basic Speech Pattern

Analysis of the basic melodic speech pattern reveals two main contrasting
elements: stressed against unstressed syllables and rise in pitch against its fall. The
kydgen actor Shigeyama Sennojé suggests four general elements that distinguish
kybgen speech from everyday talk: 1) the clear pronunciation of every syllable; 2)
the slow rhythm; 3) the exaggerated accentuation of each word; and 4) a fixed
rhythm to the flow of speech.!® The basic melodic pattern is reflected through a
unique saying concerning kydgen speech: “Three rises in pitch, in each of which
the second syllable is raised.”"! The kydgen sentence is usually divided into several
parts and the second syllable of each part receives an especially strong pronunciation
- okoshi (“raising up”).'? For example, the intonation of the first spoken sentence
in the play Kagyii (The Snail) is:

korewa / dewano / hagurosan yori/ idetaru yamabushi®

(I am a warrior priest from Mount Haguro in Dewa).

The actor creates a contrast between the stressed and the unstressed syllables
combined with undulating intonation of rise and fall. Both pitch and volume usually
reinforce this undulating impact (Fig. 2: Nomura Mannosuke 1984):
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No: Funa benkei. (The N6 Play: Benkei in the Boat).
Nogaku kanshé (Appreciation of N6). Tokyo, NHK
Radio, 27th, February.

Kyégen: Kagyii. Tape recording, Tokyo, Hoshd
Nogakudé, 20th, April.

Kyégen: Kamabara. NHK TV, 10th, August.

Kydgen: Bunzé. Tape recording, Tokyo, Kita Négakudd,
26th, June.

Kyébgen: Boshibari. Private lesson, Tokyo, 15th,
November.

Kyégen: Kirokuda. Private lesson, Tokyo, May-June.
Kybgen: Kane no ne. Tape recording, Tokyo, Hosho
Nogakudo, 13th, May.

Kyébgen: Béshibari. NHK TV, 2nd, January.

“Kydgen: Kirokuda”. N6/Kyégen: maboroshi no
meijintachi (Phantasmal Past Masters of N6 and
Kyégen). NHK TV, Tokyo, 26th, September.

Kyégen: Futari daimyé. NHK TV, Tokyo, 5th, May.
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Notes

Unless otherwise stated all translations are mine. Japanese names in the article are given in the Japanese
order: family name first.

1. See Nomura Mansaku, “Kydgen no engi: sono shajitsusei o toshite mita” (Kydgen acting:
the way I see its realistic characteristics), in Yékyoku, Kyégen (N6 [and] Kyégen), Nihon bungaku
kenkyit shiryé sésho (Library of Japanese Literature’s Research Materials), ed. Yashima Masaharu
(Tokyo: Yaseids, 1981) 201-294. '

2. According to this concept, all phenomena in the universe are brought into being by the
interactions of two opposing forces, each of which requires the other in order to exist. The Chinese
philosophers termed the two poles of each contrast yin and yang. Yin represents passivity, negativity,
femininity, cold, dark, etc. Yang represents activity, positivity, masculinity, heat, light, etc. At all times
there is a harmonic balance between the two contrasting poles, which exist side by side. They also
create a dynamic state in which they maintain, replace and contain each other. Like other cultural
aspects in Japan, the traditional theatre too was influenced by this concept.

3. Okura Toraaki, Waranbegusa ([To My] Young Successors), edited by Sasano Ken (Tokyo:
Iwanami shoten, 1962). Okura Toraaki, ‘Waranbegusa’ (/To My] Young Successors), edited by Ikeda
Hiroshi and Nakamura Itaru. In Yékyoku, Kydgen (N6 Plays and Kyégen), vol. 8 of Kokugo kokubungaku
kenkyishi taisei (Collection of the Research History of Japanese Language and Literature), rev. and
enl. ed., edited by Nishio Minoru et al. (Tokyo: Sanseidd, 1977) 405-672.

4. Nomura Matasaburd X, ed., ‘Izumi ryd kydgen hisho’ (The Izumi School’s Secret Treatise
of Kyogen). Yokyoku kai (August 1931) 29-44, (September 1931) 103-115, (November 1931) 103-114,
(December 1931) 93-104.

5. Okura Toraaki, Waranbegusa 100. Okura Toraaki, ‘Waranbegusa® 443,

6. Nomura Matasaburd (September) 106.

7. John Hazedel Levis, Foundation of Chinese Musical Art: Hlustrated with Musical
Composition, 2nd ed. (New York: Paragon Book Co., 1964 [1936]) 51.

8. Beijing yuyan xueyuan, ed. Hanyu keben (Modern Chinese Reader), (Beijing: Shangwu
yinshukuan, 1977) I, 11.

9. The upper window (intonation pitch) presents a fundamental frequency plot, which displays
time on the horizontal axis and the estimated glottal frequency (f0) in Hz on the vertical axis; the lower
window (volume) presents the wave plot amplitude display (in volts) as a function of time (in
milliseconds).

10. Araki Yoshio and Shigeyama Sennojd, Kydgen. In the series Nihon bungaku shinso
(New Approaches to Japanese Literature) (Osaka: Sdgensha, 1956) 173-175.

11. Takechi Tetsuji, Teihon Takechi kabuki I kabuki I (The Authentic Text of Takechi s Kabuki,
vol. 1, Kabuki No. 1), vol. 1 of Takechi Tetsuji zenshii (The Complete Writings of Takechi Tetsuji)
(Tokyo: San’ichi shobé, 1978) 141.

12. The stressing of the second syllable originates in the eight-beat system (yatsu-bydshi) of
the nd singing, in which the second syllable falls on the first beat. Another source for this practice is

nagauta (a school of narrative music) which has a tradition “to start singing” from the second syllable.
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20. 52.
21. Nomura Mansai II: 253.

22. Beijing yuyan xueyuan I: 11.

23. Nomura Mansai II: 253.

24.1: 265.

25. Nomura Mansai, Kyégen: Kirokuda (Vol. 5,No. 5 of a collection of professional textbooks
of the kyégen of the Nomura family) (Tokyo: Wan 'ya shoten, 1927) 6-8.

26. Nomura Mansai, Shinsen kyégen shii 11: 256-257.

27. Beijing yuyan xueyuan I: 11.

28. Omote Akira and Yokomichi Mario, eds., Yokyoku shii: ge (Collection of N6 Plays: Part
Two), vol. 41 of Nihon koten bungaku taikei (Collection of Japanese Classical Literature) (Tokyo:
Iwanami shoten, 1968) 159.

29. There was almost no result in the upper window, perhaps indicating that there is no
change in the pitch of intonation.

30. During this whisper no intonation pitch was recorded for the upper window of this part.





