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Abstract 

The aim of the thesis is to provide the Western reader a with comprehensive introduction 

of the phenomenon of Japanese dance yosakoi, as well as a better understanding how a 

yosakoi performance is made. The first half of the thesis discusses the traditional festivals 

and the folk performing arts of Japan in order to contrast these to the very young yosakoi 

festival. Then the paper concentrates on yosakoi performances with a specific theme, that 

of Princess Kaguya from the folk story Taketori Monogatari. A dance analysis method 

looking at different aspects of a performance was applied. The research questions dealt 

with what makes a yosakoi performance yosakoi, as well as how the chosen performances 

tell the story of Princess Kaguya through yosakoi and how yosakoi has changed. The 

results indicate that the use of naruko and folk songs, are the most striking common factor. 

Further discussion is made concerning whether yosakoi is a festival in its true sense, as 

there are no gods present at a yosakoi festival. I also argue whether yosakoi could be on 

its way of becoming part of Japan’s intangible heritage/folk performing art. This paper 

also problematizes how yosakoi dancers approach the dilemma of dancing for their own 

pleasure or the pleasure of the spectator.  

 

 

本研究の目的のひとつは、欧米の読者によさこい系祭りやよさこい演舞の構成を総合的

に紹介することである。歴史の浅いよさこい系祭りを対比させるため、論文の前半は日

本の伝統的祭り・祝祭や民俗芸能について簡潔に論じる。また、神様が居ないよさこい

系祭りは本格的な祭りであるかどうか、伝統的な祭りとして見なされるのか、という疑

問についても論じていく。研究課題である「よさこい演舞の特徴とは何か」、「よさこ

い演舞の構成の抑制とは何か」、そして「よさこい祭りの開始からどんなところが変化

したのか」に回答するため、論文の後半は本研究の分析に「竹取物語」をテーマである

三つのよさこい演舞を選び、振り付け・音楽・衣装・舞台装置の念入りな比較分析を行

う。結果的によさこい演舞には鳴子、民謡の使用や多様性がある音楽、衣装や物語を描

く方法が特に顕著である。分析のもとに、最後によさこいは民俗芸能として見なされる

のかどうかを論じていく。 
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Conventions 

All translations, unless stated otherwise, are done by the author.  

              The revised Hepburn, in which long vowels are marked with a “¯” (macron) 

sign has been used for romanizing Japanese words, with the exception of admitted words, 

such as place names (Tokyo instead of “Tōkyō”) or otherwise is stated.  

              When talking about the festival YOSAKOI Soran Matsuri, Soran will not be 

romanized as “sōran” since the festival uses Soran in their official English pamphlet.
1
 

              All romanized words in this paper will be italicized, with the exception of 

accepted words (sake, kimono) and the word “yosakoi”, as in this paper it is regarded as 

an established expression. Translations of words will only be provided if necessary for 

the understanding of the content.  

              Japanese names will be presented with the surname preceding the given name.   

              “Festival” will be used when indicating contemporary or modern dance festivals. 

The word matsuri will be italicized when referring to Shinto or Buddhist matsuri or those 

festivals that are not yosakoi related. However, when referring to a yosakoi festival (e.g 

YOSAKOI Soran Matsuri) the word will start with a capital “M”.    

              This paper follows British English spelling conventions with the exceptions of 

quotes if these are written in American English.  
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 http://www.yosakoi-soran.jp/pdf/yosakoi_A3_en.pdf  (accessed on 25.7.2016) 



 

 

 

Yosakoi has the power to bring the world to peace.  

Holding a weapon is impossible if already holding naruko in one’s hands. 

 

                                                                                                                Okazaki Naoharu
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                                                1. Introduction 

 

It was a rainy Sunday afternoon in November 2011. The school festival of Kobe City 

University of Foreign Studies was brimming with energy despite the rain pouring down. The 

air was suddenly filled with the heavy beating of a taiko drum. A group of colourfully 

dressed dancers in their early twenties, wearing jikatabi shoes, clattering wooden castanette 

instruments (naruko) entered the main stage in the middle of campus. Although they were 

only about fifteen dancers, their never-ending energy, beaming smiles and powerful voices 

as they shouted dossei, sei ha and dokkoisho dancing was the most dynamic and explosive 

dances I had ever seen. The combination of modern and traditional in terms of music, 

costume and dance moved me in a way I had never experienced before and my eyes could 

not help but overflow with tears. This was my first encounter with yosakoi and it sparked an 

interest for this peculiar dance. 

 

      

1.1 Background and Purpose of Study 

It is estimated that around 2,000,000 yosakoi dancers are currently active in Japan and since 

1992, yosakoi has been danced in over 800 places all over the country, from Hokkaido in the 

north to Okinawa in the south.
2
 Yet, the times I’ve been asked, “What exactly is yosakoi?” 

are countless. Even though it has its origin in Japan, explaining what yosakoi is has been 

proven rather difficult. A simple explanation would be to call it a dance style hybrid of 

traditional Japanese festival dance and modern dance. I would however, argue this 

explanation does not do the yosakoi festival and dance justice.  

              Yosakoi could be categorized as a dance genre, an event, a festival, a community, a 

competition, a performing art and the list goes on.
3
   

              Size wise on par with other non-religious festivals, yosakoi festivals tend to be 

forgotten in the Japanese matsuri (festival) discourse. Popular secular festivals like the 

                                                      
2
 Uchida, Tadayoshi, Yosakoi ga umidasu komyūnitī Toshi Mondai. Kongo Yasuda Kinen Tokyo Toshi Kenkyūjyo 

Vol. 104, No.9, pp 22-25. 2013. p.23. 
3
 Yajima, Taeko, ‘Yosakoi-kei’ Matsuri no Toshimin Zokugaku. Tokyo: Iwata Shoin, 2015. p 106. 
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Sapporo Yuki Matsuri and Aomori’s Nebuta Matsuri draw over two respectively three 

million people, YOSAKOI Soran Matsuri in Hokkaido brings in two million spectators and 

approximately 27,000 dancers every year.
4
 So many yosakoi festivals taking place every 

year in Japan, yosakoi is still adequately unknown.   

              The purpose of this research thus becomes twofold. While not non-existent, 

research made on yosakoi is still scarce in number (see chapter . At the time of writing, only 

a handful of books have been published in Japanese and research on the topic of yosakoi is 

scarce. If it is a barely touched upon subject in Japan, published English literature on the 

topic of yosakoi is close to non-existent, with the exception of a few remarks in articles and 

tourist guide books. Accordingly, to make up for this gap, one objective this research will 

attempt to accomplish is to give a comprehensive introduction to the history and 

phenomenon of yosakoi in English and to Western readers.  

              As Yosakoi has gone through quite a few changes since its start in 1954, this paper 

will study yosakoi in four different contexts: festival, dance, competition and community. 

Looking at yosakoi in these contexts will hopefully aid in defining how the yosakoi 

performances has changed and what yosakoi is today.  

              Upon a closer look at the research conducted in Japan on the topic of yosakoi, it 

becomes apparent that the focus often is on the festival itself, or what dancing yosakoi may 

award the dancers and participants
 
(see 1.5 for previous research). However, studies on the 

aesthetic part of yosakoi – the performance itself – has fallen through the cracks. 

Accordingly, the second purpose this paper strives to fulfill is to look at the yosakoi 

performance in detail and see what aspects and characteristics define it. Yosakoi is an 

interesting dance style to focus an analysis on, as teams create their dance routine from a 

theme or concept. However, in order not to get lost in the thousands of performances that 

exist, it became necessary to narrow down the material.  

            Based on my observations, it is common for yosakoi teams to draw inspiration from 

Japanese mythology, folk stories and traditional festival elements when creating concepts for 

an original dance. The Japanese folktale Taketori Monogatari, telling the story about 

Princess Kaguya has been used frequently as a theme in recent years: in 2014 the story was 

                                                      
4
 http://www.yosakoi-soran.jp/about_01.html (accessed 29.7.2016) 
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used four times (see chapter 1.4.3). I speculate that Princess Kaguya rose in popularity due 

to the release of Studio Ghibli’s film The Tale of the Princess Kaguya in 2013. For this 

paper I have focused on three selected performances, spanning over twelve years, which use 

Princess Kaguya as a theme.  

             As yosakoi is a constantly changing dance style, a comparison of these three 

performances will hopefully aid in identifying commonalities across periods. With this thesis, 

I also hope to shed light on what defines a yosakoi performance and how the use of the same 

theme can spawn into three different performances of the same dance style.  

 

 

1.2 Research Questions 

Against this backdrop, one purpose is to investigate in what ways yosakoi has changed over 

the years and what has become the characteristics of yosakoi. As plenty of traditional 

elements can be seen in a yosakoi performance I also would like to discuss the issue of 

whether yosakoi can and/or should be regarded as a part of Japan’s traditional performing 

arts. Accordingly, to achieve this purpose, the following research questions are in focus  

 

1. How do three different yosakoi performances tell the story of Princess Kaguya? 

2. What are the common components of the performance and where do they differ? 

3. What makes these three performances yosakoi? 

 

 

1.3 Method 

The following chapter will present the method this paper will utilize in order to answer the 

research questions. An analysis model that covers the important aspects will be discussed.  

 

1.3.1 Analysis model  

Dance is something universal and is present in every culture. However, as a field of study 

and in higher education, dance studies are still very young in comparison to other subjects. 

The first BA degree with focus on only dance was given at Laban Centre for Movement and 



 

4 

 

Dance, in London in late 1970s. Yet, for dance to become a subject of higher education, a 

framework which focused on the dance itself became necessary.
5
  

              The purpose of this paper is to investigate the characteristics of yosakoi dance by 

comparing three different yosakoi performances. A comparative method is a simple but 

effective way to identify similarities and differences. I will employ parts of the dance 

analysis presented in Janet Adshead et al.’s book Dance Analysis: Theory and Practice. Her 

method of analysis puts focus on more than just movement, which is the core of the Laban 

Movement Analysis.
6
 While this method is fairly dated, I still believe it is relevant as it 

covers important aspects of dance. Because of the theatrical and narrative aspects of the 

chosen yosakoi performance – all of them have Princess Kaguya as theme – and yosakoi’s 

diverse character, I will dive into what components these teams have utilized when telling 

their story through dance. The basis of Adshead’s analysis is “constructing a clear picture of 

the movements and the way in which they coexist, of the dancers, as individuals and as 

groups, of the performing environment, costumes and sound.”
7
 I will begin by looking at 

Adhead’s model which consists of four categories. The categories are the following:   

 

              1. Movement  

              2. Dancers 

              3. Visual Setting 

              4. Aural Elements  

 

Considering Adshead’s method is created with dance in mind, naturally (1) Movement 

receives a category of its own. This category looks simply at the movements of the dancing 

body, including gestures, stillness, jumps, turns, lifts, falls, locomotion and movement in 

place.
8
  

              Category (2) Dancers, as indicated, includes everything that concerns the dancers 

themselves. Adshead says that “Noting their age, sex, size, number, and role is part of 

                                                      
5
 Adshead, Janet, Briginshaw, Valerie A., Hodgens, Pauline & Huxley, Michael, Dance Analysis: Theory and 

practise. London: 1988., pp. 5-6. 
6
 For further reading on Laban Movement Analysis, see The Mastery of Movement by Laban von, Rudolf. 1960. 

7
 Adshead 1988, p. 12.  

8
 Ibid., p. 118. 
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discerning and describing the components of the dance. It may also be important in terms of 

the style, purpose and meaning(s) of the dance.
9
  She also notes that in some dances, a 

certain part may only be danced by a person of particular age or sex.
10

  

              Adshead’s next category (3) Visual setting, includes everything that surrounds the 

dancers, i.e performance area, costumes, properties and lightning.
11

 She mentions setting, 

and concludes that dance may take place anywhere. In particular, contemporary dancing can 

be seen in unexpected places, while for example, the classical ballet requires a traditional 

stage. She says that “the place may be particularly significant in relation to the individual 

dance.”
12

  

             As this method is constructed with dance in mind (4) Aural elements, which include 

random noise, the spoken word, singing, or instrumental music are put under one category.
13

 

             In contrast, Lena Hammergren, professor in dance studies at Stockholm University, 

contrasts in her Ph.D. dissertation “Form och Mening i Dansen” (Form and Meaning in 

Dance) Adshead’s method to Willmar Sauter et.al.’s model for basic theatre studies 

presented in Teaterögon: Publiken möter föreställningen – upplevelse, utbud, vanor (The 

Eye of the Theatre. The Audience Meets the Performance – Experience, Repertoire, 

Habits).
14

 This method also consists of four base categories (Actor, Theatrical space, 

Fictional material, Acting course).
15

 In contrast to Adshead’s model, Sauter puts speech, 

costume and movement under the category Actor.  

              Hammergren considers it illogical to separate Movement and Dance: instead these 

should be considered parts of the same group.
16

  

             Drawing inspiration from her dissertation, I have chosen to follow a similar pattern, 

as I agree that separating Dancers and Movements is needless. Without a dancer there cannot 

be movement. I will thus call my first category simply Dancers. This category will include 
                                                      
9
 Ibid., p. 30.  

10
 Adshead, p. 30. 

11
 Ibid., p.30. 

12
 Ibid., p.31. 

13
 Ibid., p.31. 

14
 Hammergren, Lena, Form och Mening i Dansen. En Studie av Stilbegreppet med en Komparativ Stilanalys av 

Mary Wigmans och Birgit Åkessons Solodanser. Edsbruk: Akademitryck AB. 1991. 
15

 Sauter, Willmar & Isaksson, Curt & Jansson, Lisbeth, Teaterögon Publiken möter föreställningen upplevelse-
utbud-vanor.  Stockholm: Kommittén för stockholmsforskning, 1985. pp. 41-42. 
16

 Hammergren, p.75. 
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the aspects Adshead present under her Dancers category. In accordance with Hammergren’s 

method, I will include the components she uses in her Dancers category, which are 

“Movement vocabulary”, “Qualities” and “Use of Space”.  

              In accordance to Sauter’s model, Hammergren places costumes, masks and wigs 

under the Dancers category as well which would fall under Adshead’s category Visual 

Setting. Instead of having both visuals and setting under one category, I on the other hand 

have chosen to give Setting a category of its own. As yosakoi performances take place in 

unconventional places, the dancers have no influence on how the stage will be built or 

desired lightning – yosakoi dancers will just have to adapt to whatever stage they are 

dancing on.  

              While mentioned, Adshead’s description of Visual Setting does not give props and 

costume much attention. In a yosakoi dance performance, costume and props are, to some 

teams, regarded as essential as the choreography itself. The use of props and costume allows 

the performance’s narrative to proceed in a smooth way and help distinguishing characters 

and their status. Costume and make-up are essential for some actors when entering the 

character.
17

 Therefore, I will study costumes and props in detail.  

             The category Aural will stay as presented by Adshead. When it comes to yosakoi 

performances, the music is created based on the dance team’s concept meaning it is unique 

as it is connected to one particular performance. Music created for original yosakoi 

performances does seldom exist prior to the dance, which Adshead argues that for other 

dances this is plausible.
18

 She also states that “in some performance arts, dance and all the 

elements of sound, design and so on are equally important.”
19

 I argue that yosakoi are of this 

kind, as the music is often what brings the story forward, which I will discuss further in the 

analysis chapter.  

              One category that does not fall under Adshead’s four basic components is the story 

aspect. She writes that “it is not assumed that all dances have specific, identifiable 

‘meanings’”.
20

 While this may be true for other dance styles, in my experience, yosakoi 

                                                      
17

 Hilton, Julian, Performance. – New Directions in Theatre. London: Palgrave MacMillan. 1987, p. 84. 
18

 Adshead, p.31. 
19

 Ibid., p.32. 
20

 Ibid., p.12. 
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performances are always created with a concept in mind; there is a meaning behind every 

element of the performance, the movements, costumes, props etc. They all represent 

something in accordance with the concept. Willmar Sauter writes “An element is an object 

on stage which can be seen or heard. A sign is an entity of meaning which is produced by 

one element or by a set of elements. The way in which elements produce signs is their 

theatricality. (…) Elements communicate their meaning to the spectator”
21

  This makes 

yosakoi an interesting dance style to focus an analysis on, as yosakoi teams build their dance 

routine from a theme or concept. Teams seldom give out the whole concept on their websites 

or other social media but a summary is provided. Some teams also give a short presentation 

before the performance starts. Following the four categories I will thus analyse how the story 

of Princess Kaguya is told by each team through a free interpretation.  

              Lena Hammergren agrees that interpretation is important in dance analysis.
22

 That is 

not to say that Adshead discards interpretation completely, she believes that “making sense 

of a dance requires, then, that an interpretation is made, derived from a rigorous description 

of the movement and supported by additional knowledge of the context in which the dance 

exists.”
23

 Adshead’s interpretation stage seeks to ascribe qualities to the dance and 

movement, and that the components of the movements can be interpreted objectively. With 

this analysis method she says that “what we want to reinforce is the possibility of giving 

reasons for opinions, of providing evidence to support an interpretation, of ascribing 

qualities to the art work and offering some means of judging its value.”
24

 Interpretation is an 

important part of the analysis, I will however not evaluate the skills of the dancers or the 

performance.  The categories I will utilize in the analysis will be the following:  

                 1. Dancers and Movements  

                 2. Visual Aspects 

                 3. Aural Aspects 

                 4. Setting  

                                                      
21

 Sauter, Willmar, “Comparative Analysis of Style. 3x Mother Courage” in Schoenmakers, Henri, Performance 
Theory Reception and Audience Research Advances in Reception and Audience Research 3, pp. 131-148. 
Amsterdam: Tijdschrift voor Theaterwetenschap, 1992, p.137.  
22

 Hammergren, p.74. 
23

 Adshead, p.13 (emphasis in original).  
24

 Ibid., p.11.    
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Through these categories, the story aspect of each team’s performance will also become 

evident.     

 

1.3.2 Empiricism  

I started my yosakoi career in 2011, when I had the opportunity to performe the sō-odori 

(common dance) Nanchū Sōran at Kobe University of Foreign Languages school festival as 

a collaboration project between foreign students and Japanese students. As presented in the 

introduction of this paper, this is the same day I had the fortune of seeing Kobe Gakusei 

Yosakoi Chīmu Minato’s first generation performance. In 2013, I myself joined Sendai-

based student team Zaccu Baran and had the opportunity to dance with them for a whole 

year.   

 

1.3.2.1 Participating observation  

In September 2015 I once again returned to Sendai and joined Zaccu Baran for another half a 

year to conduct research for this paper and expand my knowledge about the yosakoi 

community. During this half year, I performed at a about a dozen events and festivals as a 

member of Zaccu Baran, and I also attended several festivals and events around Japan as a 

participating observer.   

 

1.3.2.2 Personal communication 

Because of the limited written material about yosakoi, I will use my own experience of four 

years as a yosakoi dancer as well as discussions I have had with fellow dancers, spectators 

and organizers. In the end, they are what makes up the community. I deem an insider 

perspective is important in order to give a true reflection of the yosakoi community of today.   

 

 

1.4 Material  

The main material chosen for the analysis will be three different performances with Princess 

Kaguya being used as a performance concept or theme. These three performances are 
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selected, not only because they feature Princess Kaguya, but also because of their contrasting 

qualities.  

 

1.4.1 Video material  

The material mainly consist of videos collected from video streaming site YouTube. The 

videos are all filmed at different locations (Hamamatsu, Ikebukuro and Kochi) and in 

different years (2004, 2012 and 2016). As these performances took place between 2004 and 

2016, for this particular study it was impossible to see all the performances live due to time 

constrictions and location.  Adshead says “whether the record of dance is contained in a 

written description or an oral account, or exists on film or video, the standpoint of the person 

who records the event is a vital factor in the evaluation and use of that source”.
25

 The chosen 

videos are not filmed by professionals, but by amateur cameramen who chose to post their 

videos online for anyone to watch.  

              Theatre scholars have discussed how one should tackle a video-taped performance. 

Willmar Sauter, professor of Theatre Studies at Stockholm University says that “the basis of 

performance analysis is, to a very high degree, the scholars’s own experience of the 

performance”.
26

 He means that when doing a performance analysis, just having seen the 

performance is not enough: the atmosphere in the foyer and in the salon before the play 

starts are also important as well as the audience expectations and reactions. Since the 

atmosphere might change during the play based on the actor’s performance, noting the 

spectators’ reactions are significant.
27

 “Theatre manifests itself as an event which includes 

both the presentation of actions and the reactions of the spectators, who are present at the 

very moment of the creation.”
28

 Sauter advocates that communication, action and reaction, is 

an essential part of a performance. “The analysis of a production, which one has only seen 

on video, might be very interesting, but it is not – in the strict sense of the term – a 

                                                      
25

 Adshead, p. 19.  
26

 Martin, Jacqueline, and Willmar Sauter. Understanding Theatre: Performance Analysis in Theory and 
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28
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performance analysis.”
29

 A filmed performance is a secondary product of the original, and a 

video should be considered as a standalone art product.
30

 Sauter continues however by 

stating that “this does not mean that the analysis of a video is out of question, as long as we 

realize that we are not looking at a performance but at a document”.
31

 Since one of the 

purposes of this paper is to find out how yosakoi has changed over the years, looking at 

older performances are essential in order to see the changes. I emphasize that I will not be 

looking at live performances, but documented performances.  

              Julian Hilton says that recordings of performances “(have made it possible) to 

analyse them in greater depth and detail. [...] As recording techniques improve the gap 

between the live and the recorded performance is narrowing.”
32

 Hilton wrote this in 1987 

and over the past thirty years, the quality of video recording has indeed improved: today 

people can film decent quality videos with their smart phones.   

              As a former theatre student myself, I am quite reluctant when it comes to recorded 

and filmed theatre performances for similar reasons that Sauter lists; the experience of 

watching a live performance will never be the same as watching it on a screen. However, at 

yosakoi festivals, where dancers and audience – the participants – are central players, videos 

filmed from the perspective of the ordinary spectator’s eyes do not feel out of place.
33

 For 

this paper, the videos chosen have not been edited by a director, the sound is captured 

directly by the camera and not a boom operator, thus the voices of the audience can 

occasionally be heard. As the performances are captured in this raw way, it provides a 

truthful representation of the performance performed in that moment. Sauter says “the 

simplest video documents, shot with one camera covering the whole performance space, still 

enable us to follow the rhythm of the production”.
34

  In accordance with this statement, for 

the analysis, I have deliberately chosen performances that are filmed from far away that 

capture the whole performance without unnecessary zooming in on individual dancers. The 

only exception is Honiya's performance; as it is a twelve year old performance, available 
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material is very limited. 

              As mentioned previously, the videos are also taped at different locations and the 

stages the performances take place on are also different. This is also a deliberate decision as 

I want to indicate the variety of settings for a yosakoi performance. Another reason is also 

how the dancers have to adapt to different locales. The paper will discuss this matter further 

in section 6.4.  

 

1.4.2 Selected performances 

Out of all the Kaguya-themed performances I have seen and been able to find through 

networking and internet searching, three performances have been chosen for analysis.   

              The first one is Nagoya-based team Yayoi, which I have been personally interested 

in since their 2014 performance “Shichi Fukujin”. When they announced their next concept 

was going to be Princess Kaguya I was intrigued as their previous performances have been 

very much to my own liking. Out of the selected performances, Yayoi’s performance is the 

only one I have seen performed live several times. The video chosen is from 2016’s 

Hamamatsu Ganko Matsuri, a performance where I was also part of the audience.  

              While I have not seen Kaguya’s Princess Kaguya performance, I had the pleasure of 

seeing them perform one of their other performances at Tokyo Rikadaigaku’s School 

Festival in November 2015. During a conversation with Tokyo Rikadaigaku Yosakoi Sōran-

Bu’s leader I was told that Kaguya used Taketori Monogatari for their first original team 

concept. Several ex-member of Rikadaigaku Yosakoi Sōran-bu have after graduation entered 

Kaguya.
35

 The video is filmed in Ikebukuro at the Tokyo Yosakoi Matsuri held in October 

2012.    

              Honiya is a well-known veteran in the yosakoi community, notorious for their 

colourful costumes and strongly promoting Kochi and Kochi’s Yosakoi Matsuri. Thus, 

including their Princess Kaguya performance into the analysis felt natural. This performance 

was found for this particular paper.  
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1.4.3 Performances not selected  

Telecommunication operator au by KDDI Kochi branch office’s yosakoi team featured 

princess Kaguya in their 2015 performance, however as the princess’ story was not the main 

focus of the dance, this performance was ruled out.  

              All-girls team Shippū Ranbu, active in Kanagawa prefecture, did their take on the 

story with their performance “Kaguya no Mai” [Kaguya’s Dance] in 2014. Akita City based 

team Kaguya’s (神崋夜) and Maishin Kaguya’s (舞信 迦具夜), from Kagawa prefecture, 

Princess Kaguys performance was discarded due to them all being from the same year, as I 

argue that they could be riding on the Princess Kaguya boom awoken by the Ghibli Studio 

film The Tale of Princess Kaguya.    

              T.K Furenzu from Kumamoto prefecture danced to a song called “Taketori 

Monogatari” in 2015 but since they used the same costume as previous years, I regarded 

their performance not complete enough to be a part of the analysis. In spring 2016, Aichi 

prefecture based team Syuhari [sic!] presented their new concept “Souai – Tsukiyo ni Utau 

Kaguya Hime” [Mutual Love – Princess Kaguya’s Song of the Moonlit Night]. Because this 

performance is very similar in terms of both concept and formation to Yayoi’s, and they are 

from the same region in Japan, I decided not to include Syuhari as part of the analysis.  

 

 

1.5 Limitations  

As discussed in section 1.4, this thesis does not set out to analyze movements in time and 

space in accordance to the Laban Movement Analysis. I want to emphasize that I will not be 

looking at live performances but documentations of the performances.  

              Official documented material of yosakoi performances is very limited. DVDs are 

only sold of the biggest festivals, such as Yosakoi Matsuri, YOSAKOI Soran Matsuri, 

Harajuku Omotesando Genki Matsuri Super Yosakoi and Nippon Domannaka Matsuri. 

Relying on streaming sites to find performances from smaller and local festivals thus became 

necessary.  
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              As not all teams use social media, such as Twitter, Facebook or blogs, finding out 

when and who will use the story of Princess Kaguya in their next performance became a 

challenge. I have primarily relied on search engines and my yosakoi network to find 

performances.   

 

 

1.6 Previous Research – a Critical Reading of Yosakoi  

As mentioned above, the history of yosakoi is, in comparison to other traditional Japanese 

festivals and art forms, still very young. Thus not much academic attention has been payed 

to yosakoi yet. However, with the emerging of yosakoi festivals in the early 2000s, yosakoi 

as research topic also received an upswing.  

              As discussed by Marvin Carlson, professor of Theatre and Comparative Literature, 

the subject of theatre or performance has found its way into other field of studies.
36

 Yosakoi 

is no exception; the research made on yosakoi this far is of mainly anthropological character. 

Takumi Yasushi of Hokkaido Bunkyo University, Hasegawa Shin of Tokyo University and 

Hasegawa Chisato of Kagawa Nutrition University have all focused on yosakoi and “health 

promotion”. Yosakoi consists of dancing, so naturally, moving your body is never a negative 

thing.  However, as this paper’s focus is not on this topic, these papers will not be discussed 

further.  

 

1.6.1 Yosakoi and Folklore 

Yajima Taeko, visiting researcher at Meiji University, Institute of Law and Social Science, is 

one of the few yosakoi researchers in Japan. She has focused her studies on yosakoi and 

cultural anthropology and folklore.
37

 Her book “Yosakoi-kei” Matsuri no Toshi-min 

Zokugaku [Urban Folklore of Yosakoi-type Festivals] is one of the most voluminous studies 

of yosakoi published to this day. Her research covers everything from historical aspects of 

yosakoi and its emerging, regionality, to participation and administrative aspects.   

               

                                                      
36

 Carlson, Marvin, Performance: A critical Introduction. London: Routledge 1996, p. 7. 
37
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14 

 

               The fieldwork conducted for her research stretches from 1998 to 2005, the time 

when yosakoi was spreading all over the country. Her research is very comprehensive but as 

the book was published in 2015, there is a distinct gap of ten years.  

              Okazaki Naoharu, founder of the Okazaki Yosakoi Research Establishment, has 

written an informative book about Kochi’s Yosakoi Matsuri, “Yosakoi ha Yosakoi Jaki” 

[Because Yosakoi is Yosakoi] based on his own experience as a yosakoi dancers and 

researcher. Okazaki has a mission to “learn everything there is to learn about yosakoi” and 

with this book he shares his findings and thought about yosakoi.
38

 The book is written in a 

light tone and is a good introduction to the insider perspective of yosakoi.  

              Founder of YOSAKOI Soran Matsuri, Hasegawa Gaku has together with Tsuboi 

Yoshiharu written a full-length descriptive book, “YOSAKOI Soran Matsuri – Machizukuri 

NPO no Keieigaku” [YOSAKOI Soran Maturi – Management Studies of Urbanizing 

Developer NPO] describing how he, together with a few friends started the YOSAKOI Soran 

Matsuri, and thus also started a new trend of yosakoi festivals all over the country.
39

  

              In order to back up my research, I will refer to Yajima and Okazaki when 

discussing Yosakoi Matsuri and Hasegawa’s book when discussing the history of YOSAKOI 

Soran Matsuri. I would consider these three books, together with the collection of research 

articles on Yosakoi Matsuri and YOSAKOI Soran Matsuri made into a book, 

Yosakoi/YOSAKOI Gaku Readings gathered by Uchida Tadayoshi of Nara Women’s 

University, the key literature when it comes to research on yosakoi.  

              In his bulletin paper “The Beneficial Sphere and the Costly Sphere in Contemporary 

Japanese Festivals: In the Case of YOSAKOI Soran Matsuri”, Professor Haga Manabu of 

Sophia University, discusses several articles published in Hokkaido Shinbun in late the 

2000s.
40

 This was the time when YOSAKOI Soran Matsuri was on its peak with over 300 

participants each year. These articles deal with how Hokkaido citizens perceived the festival; 
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45.3% stated they like the festival and 53.6% said they hate it.
41

 Haga means that a festival 

of the hometown is one’s pride. While the festival might not be to everyone’s liking, the fact 

that it has “always existed”, the tradition, becomes the pride.
42

 YOSAKOI Soran Matsuri on 

the other hand, at the time of the Hokkaido Shibbun article, had only been held for sixteen 

year. Reasons the respondents give for not liking YOSAKOI Soran Matsuri were “It is not a 

festival anymore but a competition”, “It has become a show by professional dancers”, “The 

dancers look like gangsters, so I just cannot like them”, “The participants think they can act 

like they want because they wear a costume”.
43

 In 2009, the same inquiry was sent out and 

also this time the main reasons were “the dancers have bad attitude” and “it is not 

traditional”. 
44

 

              In response to these comments, Haga Manabu argues that in traditional festivals, the 

participants could get drunk on alcohol while the participants of a yosakoi festival get 

“drunk” on the extraordinary atmosphere.
45

  

              Senitani Chisato, founder of Dream Yosacoy [sic!] Matsuri, writes in her 

autobiographic book Yosakoi Tamashii – Odoreba Yume wa Kanau [Yosakoi Spirit – Dance 

and Your Dreams Come True] about the extraordinary, unusual moments of the yosakoi 

festival.
46

 “Dancing down the streets of city main streets and shopping districts is not 

something one will do normally. [...] But this is why it is fun.” She continues “In the 

extraordinary space (of a yosakoi festival) one will dance, scream. Emotions are set free, one 

becomes free and it feels like a whole new you is born. This is what a festival is”.
47

  

             Yosakoi festivals become a place where the participants can let their feelings and 

energy run wild within a limited space, something that one might not be able to do in daily 

life. 
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1.6.2 Yosakoi and Performance  

Yosakoi as an art form is a subject to be explored further but because of its shallow history, 

but for now one may assume that yosakoi has still not reached the status of “art”. 

              Hirata Riyako of Tokyo Women’s College of Physical Education, associate 

professor of the Physical Education Department looked at the winning performances of the 

1999 and 2009 YOSAKOI Soran Matsuri. She studied how the screening process has 

changed over ten years, as well as how the performance composition has developed. Hirata 

was a participating member of the runner-up team of the 2009 final stage. Her research 

presents what elements were being judged on in the two festivals. In 1999, the categories 

were “dance” (forty points), “music” (thirty points) and “costume” (thirty points), a total 

worth of one hundred points. Energy, evenness of the parade and if the dance could be 

enjoyed from several angles were judging points included in the “dance” category. “Music” 

was being judged on the combination of sound, singer and special sound effects. The overall 

impression of costume and makeup were included in the “costume”. 

              In the 2009 festival however, the categories were called “Dance performance” (fifty 

points), “energy and affective impact” (forty points) and “overall artistic impression” (ten 

points), a total worth of one hundred points. Points were given for the following: expressing 

team uniqueness and characteristics, memorable part of the overall performance, enthusiasm, 

vibrancy and joy, how much the performance moved the audience as well as the overall 

design and harmony between costumes and props, such as flags and naruko.
48

 Interestingly, 

the “music” category had merged with the “performance” category and the focus shifted 

more towards the dancers themselves and how they use their energy to express themselves 

through the performance. These categories of what was being judged also provided a hint to 

what kind of festival YOSAKOI Soran Matsuri was aiming for at the time. However, in 2010, 

the judging system for YOSAKOI Soran Matsuri was renewed; instead of looking at several 

categories, the team that shows the most energy and moves the audience emotionally is 

crowned winner at YOSAKOI Soran Matsuri.
49

 

                                                      
48
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              One noteworthy master thesis on the topic of yosakoi and performance is Ilse van 

der Pol’s of Leiden University; she did a research on gender stereotypes and how 

masculinity and femininity are expressed in yosakoi dance in 2015. Drawing from her own 

experience as a yosakoi dancer she discusses the problem with the division of female and 

male dancers. An interesting finding she discovers in her research is that gender stereotypes 

are very much present in modern yosakoi; it is not approved that male dancer dance onna-

furi, i.e.a female choreography.
50

 However, in order not to disturb the balance of the 

performance, female dancers are allowed to dance the otoko-furi (male choreography).
51

 It’s 

an undeniable fact that there are more female yosakoi dancers than male.
52

 Furthermore, van 

der Pol distributed a questionnaire during a festival to (mainly) student team yosakoi dancers, 

concerning how yosakoi dancers regard onna-furi and otoko-furi. From the questionnaire it 

was clear that otoko-furi is regarded as “strong” and “cool” while onna-furi as “beautiful”, 

“supple” and “cute”.
53

  Separating dancers into groups based on gender brings dynamic and 

variation to the dance.
54

   

                Van der Pol focused on the otoko-furi and onna-furi of one yosakoi team and as she 

herself mentions, because of time restriction there was no chance to investigate other teams. 

However, the conversation she had with her team and the questionnaire becomes a good 

springboard, as gender questions in yosakoi have not been researched further in Japan.  

 

1.7 Princess Kaguya  

The story of Princess Kaguya, or Taketori Monogatari as it is originally called, is said to be 

the oldest living folktale in Japan. Presumably told from the beginning of the Heian period, 

(794-1185) its origin and author remains shrouded in mystery.
55

 The first time the story was 

mentioned in written form was in Japan’s first novel, Genji Monogatari.
56
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              The princess’ full name in Japanese is Nayotake-no-Kaguya-hime, The Princess of 

Bending Bamboo that Scatters Light. Over the years as the story has been translated by 

many translators, Princess Kaguya has received a range of different names. In Grace James 

translation originally from 1912, she is called Lady Beaming Bright.
57

 In Yei Theodora 

Ozaki’s version she is simply called Princess Moonlight.
58

 In the English dub of Studio 

Ghibli’s 2014 version of the story, she remains as Kaguya.
59

 This paper will refer to her as 

Princess Kaguya. 

              In modern days, the story of Princess Kaguya has received several adoptions in 

popular culture, including films, music, dance, anime and manga. Ichikawa Kon directed a 

film with a science-fiction tough titled Princess from the Moon, released in 1987.
60

 

American composer Robert Moran composed his opera From the Towers of the Moon based 

on the story of Princess Kaguya.
61

 In 1988, Japanese composer Ishii Maki and choreographer 

Jiří Kylián collaborated on the contemporary ballet Kaguyahime the Moon Princess. 

Kylián’s contemporary choreography and Ishii’s music which includes taiko drums and a 

gagaku orchestra, creates a striking mix of West and East.
62

 In 2015, Japanese 

telecommunications operator au by KDDI started a new commercial series using heroes 

from Japanese folklores, such as Momotarō and Kintarō. Princess Kaguya, played by actress 

Arimura Kasumi, is a re-appearing character in the commercials.
63 

 

1.7.1 The Story of Princess Kaguya 

As the analysis will be looking at the narrative aspects, following below is the full story of 

Princess Kaguya. There are several versions to the story and I have thus chosen to combine 

the above-mentiond author’s versions.    
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Long time ago, an old bamboo cutter named Taketori no Okina and his wife lived a peaceful 

but somber life, since they had not been blessed with a child. One day, while walking in the 

bamboo forest Taketori no Okina stumbled across a shining bamboo stalk. As he cut it open, 

there was a tiny girl resting inside. He took her home and he and his wife decided to raise the 

child as their own. As he returned to work, he found that each bamboo stalk he cut down 

would contain gold. Soon they became very rich and built a big house. The girl grew to 

become a beautiful young woman and they named her Kaguya. The word of her beauty 

spread and men from far and wide came to see her in the hope of marrying her. Five 

noblemen were very persistent in receiving her hand. The princess was not interested in 

marriage so she gave the five noblemen impossible tasks, promising she would marry 

whoever cleared his task. Some tried to deceive Princess Kaguya, while others gave up when 

the task proved impossible. One noble was even killed thus all of them failed. Even the 

Emperor of Japan heard of Princess Kaguya’s beauty and summoned her to the palace but 

she refused his invitation. Never having received a negative answer before, he became even 

more intrigued by the princess. As he visited her home, he fell in love with Kaguya at first 

sight and asked her to marry him. Princess Kaguya was not interested, not even in the 

Emperor himself. She became more silent for each day, and would spend the summer nights 

looking up at the moon. Her parents were very worried but she would not reveal what the 

matter was. One summer night she finally revealed to them that she came from the moon and 

the time had come for her to return. When the Emperor heard of this news he sent out men to 

her house to protect the princess. As the full moon rose, on the night of the fifteenth of 

August, a cloud could be seen taking shape on the moon and it slowly started to approach 

earth. Beautiful moon people came down in a golden chariot and lingered outside Princess 

Kaguya’s house. They explained the time had now come for Princess Kaguya to return home. 

Despite pleadings from the princess and her father, the moon people would not yield. Instead, 

they offered Princess Kaguya the Elixir of Life as well as a robe of feathers that would 

remove all her memories of Earth forever. She took the Elixir of Life but she did not drink it. 

She left a letter to the Emperor and offered him the vial consisting of the Elixir of Life, while 

the princess herself was  escorted back to the moon, losing all her memories of her life on 

Earth. The Emperor however, refused to read the letter, nor would he accept the Elixir, as he 
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could not bear to live an eternal life without his beloved princess. He sent out a troop of men 

to take the letter to the mountain closest to the heavens and ordered it to be burnt on the 

summit as an offering to the princess. Up until this day, smoke can still be seen rising out of 

the mountain. The mountain is now referred to as Mt. Fuji.  
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         2. Performance and Playing: Theoretical Framework     

 

Richard Schechner, Professor of Performance Studies, begins his voluminous book 

Performance Studies An introduction by stating that “performances are actions”.
64

 He 

continues by saying that “In business, sports, and sex, ‘to perform’ is to do something up to a 

standard - to succeed, to excel. In the arts, ‘to perform’ is to put on a show, a play, a dance, a 

concert. Folklorist Richard Bauman says “I understand performance as a mode of 

communication, a way of speaking, the essence of which resides in the assumption of 

responsibility to an audience for a display of communicative skill, highlighting the way in 

which communication is carried out, above and beyond its referential content”.
65

  

               In theatre studies, the simplest way of describing a performance has come down to 

the formula “A who impersonates B, while C is watching”, coined by Eric Bentley in 1965.
 

Performance is thus seemingly dependent on a spectator: without a spectator there is no 

performance.
66

 Willmar Sauter talks in his book Eventness: A Concept of the Theatrical 

Event about the theatrical event, an event that can happen anywhere. A theatrical event is 

“the interaction between performer(s) and spectator(s), during a given time, in a specific 

place, and under certain circumstances”.
67

 However, he continues by saying that the 

spectator might in some cases not automatically be aware that there is performance 

happening in front of them.
 
Sauter claims that theatre is a communication between actors and 

spectator – actions and reactions – meaning that an actor can be affected by the reactions of 

the audience.
68

 The reactions from the spectators could egg the actor on, or bring the actor’s 

performance down if the spectator is indifferent or cold towards what is happening on stage. 

When one makes the decision to stand on a stage, simultaneously one gives the opportunity 

to communicate with the spectator. Sauter continues by saying that “Theatricality is not 
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something which is produced by the performer alone, but is established through the interplay 

between the performer and spectator”.
69

 Without this communication, there can be no 

interpretation either. According to Sauter’s way of thinking, a dancer can dance in the 

rehearsal room, exactly as she would on the stage but as the presence of a spectator is 

missing, the dance might be theatrical but it is not a performance. As a former theatre 

student myself, I do agree that one’s performance on a theatre stage is dependent on the 

spectator. Yet, having experienced both the traditional theatre stage and the stage of yosakoi, 

I would like to argue that a yosakoi performance is differs from the traditional stage.  

              In contrast to a e.g a theatre drama, a yosakoi performance is only a few minutes 

long, and it is something that can be watched for free. When going to a theatre,  there’s 

certainly an entrance fee to see the play. As an audience, having to pay to see the 

performance, one also has the right to expect something of it. There are paid seats at a 

yosakoi festival as well, however, these seats are exclusive to those who want to see the final. 

Because it is the final, the spectator does have the right to expect something as it is the best 

teams of that festival that are fighting for the grand prix.       

              However, I can speak from experience when I argue that, even if there would not be 

a single person in the audience, yosakoi dancers would still give their everything at every 

performance because they stand on a stage. Sauter would probably not call this a 

performance in its true meaning. Spectators come to watch yosakoi performances to receive 

some kind of emotional satisfaction.
70

 Yosakoi dancers perform in front of the audience 

because they want the spectator to see their performance, but they also do it because dancing 

for themselves feels good. A former member of the Michinoku Yosakoi Matsuri Executive 

Committee said during a discussion that he only dances for himself and for his own 

pleasure.
71

 A member of Zaccu Baran even compared dancing yosakoi to masturbation; the 

yosakoi dancer is having fun by himself while the spectator is neglected.
72

               

                                                      
69

 Sauter 2000, p. 57. 
70

 At a small festival in Surisawa, Iwate Prefecture, I noticed an elderly man sitting all by himself and I asked 
him if it was okay for me to join him. He told me he loved to watch yosakoi performances because of the 
emotional impact the dancers bring. He said he felt like yosakoi gave him the energy to live and keep doing 
his best every day.     
71

 Interview. Sendai. Bucchi. 15.03.2016 
72

 http://ameblo.jp/zaccutraining/day2-20151009.html (Accessed 05.06.2016)  



 

23 

 

              Shulamith Lev-Aladgem notes this shift of pattern in performance and calls this 

“the playing self”, individuals that engage in, often, cultural activities such as singing, 

dancing and acting, for their own sake.
73

 One member of powerhouse yosakoi team Fu-ja 

[sic!] tweeted on the opening day of 2016’s YOSAKOI Soran Matsuri, that yosakoi is but 

playing and one should not have to think about conveying something, or making the 

audience feel something. If one plays seriously, this will happen automatically.
74 The 

following question then arises: are yosakoi dancers not performers but players? Lev- 

Aladgem continues by saying that “the playing self” is often found in amateur context and 

not on professional stages.
75

 While ‘amateur’ may have annotations to words such as 

unskillful or beginner, I would rather use the definition my high school music teacher used: 

‘someone who engages in an activity as seriously as a professional but without the 

recognition.’ Sauter means that “when a player engages in playing, this engagement is 

serious, although the player knows that it is ‘simply a game’.”
76

 He continues by saying that 

playing are established by rules and specific order.
77

 Further, “those who play are situated 

within the layout of a playing space, i.e. the limited area where playing takes place”.
78

 Lev-

Aladgem develops this and says that players and observers desire a space of their own, 

where “doing and seeing” for their own sakes allows them to “experience a flow and 

communitas that can not be experienced in daily reality”.
79

   

              A person thrown into the game against his or her will might feel very alienated. Let 

me illustrate this with an example. During the Hamamatsu Ganko Matsuri, I stood by the 

rotary bus station outside Hamamatsu station and observed the flow of daily life and the 

yosakoi festival taking place simultaneously. Some were curious and stopped to watch the 

performance happening but others would not even give the hundreds of dancers that had 

gathered at the station one single look. As the yosakoi performance took place at a 
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unconventional location (the station), by-passers were forcefully invited to play but if they  

stop to watch, they have chosen to become a spectator, thus is part of the game. Willmar 

Sauter says “If the spectator is understood as a participant, then the player is not simply 

playing any longer, but she or he is performing”.
80

 Even though someone says they simply 

stand on stage for their own sake, or for their own pleasure, I would argue that no performer 

goes untouched emotionally after getting a reaction from the spectator.  
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     3. Folk Performing Arts and Traditional Festivals in Japan  

 

Miyata Shigeyuki, from the Department of Intangible Cultural Heritage, suggests that 

yosakoi, though its shallow history could be on its way to become an intangible cultural 

heritage.
81

 In order for something to become intangible, it has to be shared and survived for 

three generations.
82

 Miyata states that “in order for a new intangible cultural heritage to be 

created, any popular cultural expression should keep on developing until it is socially 

recognized as a tradition. To endure in time, transmission to the next generation is crucial”.
83

  

              While many cultural expressions come and go, the Yosakoi Matsuri has lasted for 

over sixty years and has managed to spread nationwide, as a result of YOSAKOI Soran 

Matsuri (see chapter 4.1.2). Miyata lists the performing arts of kabuki, nōgaku theatre and 

dengaku as examples of Japan’s intangible cultural heritage (see chapter 3.2.2) At their time, 

these three art forms weren’t regarded as high culture, but more of a contemporary art form 

or popular culture. Kabuki for example was regarded as very avant-garde and radical for its 

time and could be compared to today’s youth fashion.
84 

Miyata points out that after 1868, 

when Japan was opened up to Western influences, young people preferred Western culture.
85

 

However, in modern days, the table has turned and cultural phenomena mixed with 

contemporary elements are gaining popularity; yosakoi being one example.
86 

A festival 

mixing Japanese and Western elements were something Japan had not seen before.
87

 

              Miyata points out one of the most important aspects to why yosakoi has become so 

popular, particularly among young people: is the flexibility in participation of a yosakoi 

festival. While many other traditional festivals are strict about who can participate, the 

easiness of a yosakoi festival is very appealing.  
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              In contrast to Miyata who foresee yosakoi as a potential candidate of becoming an 

intangible cultural heritage of Japan, Miura Atsushi argues in his book Nihon wakamon- ron 

– Yosakoi, Kyabakura, Jimoto Shikou  [Japanese Youth Discourse – Yosakoi, Cabaret and 

Local Thinking], that yosakoi is not actually something Japanese. In modern yosakoi, 

incorporating western dance styles, such as hip hop, jazz and popping/locking is considered 

perfectly normal; thus according to Miura, it cannot be regarded as genuine “Japanese”. He 

argues that the yosakoi festival would be more appropriately called a “J-festival”.
88

 ‘J’ 

standing for Japan, was first used in 1988 by radio station J-WAVE who introduced the new 

genre of J-pop (Japanese pop).
89 

Following this trend, the professional football champion 

J.League was formed in 1992, also putting J in front of aword.
 
This trend can also be seen in 

the West, were J-fashion, J-pop and J-rock all refer to Japanese popular culture. Even though 

the J refers to Japan, it is seldom linked to traditional culture and artforms.     

              Miura argues that the yosakoi costumes are also becoming more like street fashion. 

He compares yosakoi dancers to the Takenoko-zoku dance groups, who roamed youth 

fashion mecca Harajuku in the 1980s.
90 

This comparison is credible, as Takenoko-zoku also 

danced in the streets in groups, dressed in colourful costumes, like happi (festival coat), and 

used the same kakegoe (shouts uttered by the dancers) as today’s yosakoi dancers use.  

              Like Miyata, Miura also emphasizes that yosakoi festivals are not tied down by 

some tradition thus making participation uncomplicated. It is a festival created by citizens 

for citizens.
91

 Participation of a traditional Japanese matsuri will be discussed further below.   

              As Miyata states, yosakoi might just be on its way to become an intangible cultural 

heritage, thus it would also deserve to be classified as a folk performance art.   

 

3.1 The Traditional Japanese Matsuri (Festival) 

Every year, a myriad of matsuri takes place in Japan. Every shrine holds their own local one 

in honour of the deity, kami, and in summer, matsuri with great firework displays are annual 

events in every big city. Pinpointing the characteristics of the Japanese matsuri can be quite 
                                                      
88
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a difficult task, as the concept is so vast.
92

 Herbert E. Plutschow, well-renowned scholar in 

the field of Japanese matsuri opens his book Matsuri: The Festivals of Japan (1996) by 

stating: 

 

                  After many years of relentless interest and study, I chose one out of a  

                  number of other possible approaches, which is to understand and classify 

                  matsuri according to the nature and shapes of the deities (kami), the  

                  structured manifestation of which, is common and essential in all matsuri.
93

 

 

Christina Nygren also writes in her book Gastar, Generaler och Gäckande Gudinnor 

(Ghosts, Generals and Gorgeous Goddesses) that the contact with the gods, kami, is essential 

in a matsuri.
94

 The word matsuri is said to be derived from the verb matsuru , which means 

“to worship” or “to show reverence”.
95

 Matsuri are held in honour of the gods or kami, and 

function as an opportunity when people and kami are able to connect for a brief moment.
96

 

However, I believe that this is not everything matsuri is; in contrary to Plutschow’s 

statement, at some matsuri, gods are not present or essential at all. Instead, I would like to 

argue that it is not the communication between the kami and the community that is essential, 

but the forming of a community through participation that is the core of the matsuri. 

Especially in contemporary Japanese society where youth are leaving the suburbs and 

country sides for a life in the cities, directly affect the local matsuri with strict participation 

rules are decaying due to lack of eligible participants.
97

 William Lee also recognizes this 

problem in his article “Whose Festival is it?”
98

 He notes that the vitality of the local matsuri 

is highly connected to the structure of participation and that easing the restriction of 

participation is a beneficial change that needs to be considered.
99

 In his article, Lee looks at 
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three local festivals of the neburi nagashi type (festivals with focus on lanterns attached to a 

pole) in the northern Tohoku region, to see how participation structure differs.  Akita Kantō 

in Akita prefecture has liberated the rules of who can participate, and has in return steadily 

gained popularity since the middle of the 20
th

 century.
100

 Hirosaki Neputa in Aomori 

prefecture is open to anyone who has an interest in participating. Previously, mainly 

“neighbourhood”-teams participated but in recent years, an increase in teams from 

companies or workplaces, as well as teams with no affiliation but a willingness to participate, 

can be seen.
101

 On the contrary, the Noshiro Nebunagashi festival in Akita prefecture, a less 

known festival, is still being strict on the rules of participation. Noshiro Nebunagashi is one 

festival that suffers from a decreasing population, as a fading interest in participating in the 

parade is evident according to Lee. Comparing these three festivals, Lee says it is apparent 

that “(festivals) have had success in creating new forms of participation that allow for a 

broader ‘ownership’ of the festival”.
102

 Lee mention yosakoi festivals as an example where 

openness of participation has contributed to the success of said festivals. He says “the 

freedom to participate and the opportunity for new constructions of community and 

communal celebrations give these newly created festivals a fluidity and growth potential 

which is lacking in many more traditional festivals”.
103

 

              Yanagawa Keiichi, professor in religious studies at Kokugakuin University, states 

that “Matsuri is viewed for its role in integrating the hearts and minds of the people, or 

giving them a spiritual sense of unity”.
104

 Hence connecting to Lee’s suggestion that 

participation is of great significance. Despite having recognized this, many scholars seem to 

be adhered to the idea that matsuri need to have a deity, or kami at its core. Yanagawa 

attempts to present a new way to approach a matsuri; he talks about the sensation, or the 

sensory side of matsuri. It is through the five senses, the bodily sensations, not solely as a 

matter of religious faith, that a festival is perceived.
105

 He states: 
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                  The matsuri is uniquely characteristic among the religious activities  

                  which find their origins in these senses and human sensations. If  

                  this is so, then it may be possible to say that the matsuri is more  

                  an “emotional” than intellectual experience.
106

 

 

I would like to argue though, that all matsuri in some way are trying to evoke emotional 

impact. Both Nygren and Yanagawa call attention to that a festival is a potpourri of the 

spiritual and ordinary, the solemn and coarse.
107

 As a scholar of religious studies, Yanagawa 

implies that a (religious) matsuri should evoke the feeling of rebirth, or “(people) have 

touched something extremely fresh and new”.
108

 This is what Senitani Chisato suggest by 

her statement that a yosakoi festival is a festival because the dancers find themselves in an 

atmosphere that let them feel like they are being reborn.  

              As argued by Haga Manabu, matsuri invites the participants to forget about 

everyday life for a brief moment, and become sucked in a extraordinary atmosphere, were 

common sense is numbed.
109

  

              All festivals focus a lot on ritual, and matsuri with deities at the core, usually follow 

the same pattern year after year. One should however not belittle the word ritual, as they are 

more than “repetitive, stylized, prescribed behavior”.
110

 According to Plutschow, several 

matsuri are ‘local’ events, that responds to local need and tradition.111 

              At a yosakoi festival however, gods are not present.
112

 Still, the structure tends to 

remain the same; the same locations and teams build their year around set festivals they join 

every year. The joy and excitement for spectators as well as the dancers, is that every year, 

teams present a new dance routine. A possible ritual of yosakoi is that teams very often have 

a specific festival where they first present their new dance. Arguably, it is thus the festival 

itself that becomes the tradition. An example would be Hamamatsu Ganko Matsuri held in 

March. In Japan, graduation ceremonies take place in March, thus this festival has become a 
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festival with mainly university teams among the participants. Hamamatsu Ganko Matsuri 

becomes the final chance for graduating members to participate in a yosakoi festival before 

graduation.    

 

3.2 Japanese Folk Performing Arts   

The combination of sacred and secular in the Japanese folk perforiming arts appeals to both 

local citizens and tourists.
113

 Japan’s folk performing arts are of great numbers. As of June 

1st, 2016, the Agency for Cultural Affairs has deemed 296 items to be national important 

intangible folk culture assets.
114

   

              While having roots in ritual performance of temples and shrines, folk performing art 

is an offspring of the local community.
115

 Many folk performing arts are in some way 

connected to what has become Japan's classical stage arts, for example, kabuki started out as 

a dance by a shrine maiden (miko) before it evolved into the kabuki of modern time.
116

  

            “The folk performing arts today, therefore, incorporate a body of entertainments 

which range from the ritual to the secular.”
117

 However, folk performing arts are not limited 

to religious grounds, but can happen anywhere: in the streets, cultural centers or fields.   

              Renowned folk performance art and folklorist scholar Honda Yasuji dedicated his 

research to classifying Japan's folk performing arts and divides them into five categories:  

 

1. Kagura (music for the Gods) 

2. Dengaku (music of the field  

3. Furyū (ornamental group dances)  

4. Katarimono/Shukufuku-gei (spoken word and entertainments of celebrations)  

5. Entertainments of foreign derivation/stage entertainments (various forms of drama, nō, 
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kabuki, kyōgen, and puppetry)
118

  

    

This is the classification also used by The Agency for Cultural Affairs.
119

 The following 

chapter will provide a brief presentation to these five categories of Japan’s folk performing 

arts. Presented below is a selection of the folk performing arts mention in Terence A. 

Lancashire’s book An introduction to Japanese Folk performing Arts (2011) and Barbara E. 

Thornbury’s book The Folk Performing Arts - Traditional Culture in Contemporary Japan 

(1997) based on folklorist Honda Yasuji’s profound research and compilation of the 

traditional Japanese performing arts.
120

  

 

3.2.1 Kagura (神楽)  

Kagura refers to a performance or presentation associated with occasions taking place at a 

Shinto shrine and is one of the most common of Japan's folk performance arts. As implied 

by the Chinese character for kagura, the purpose of the dance is to entertain the deity. In 

exchange of being entertained, the community hopes the deity will offer them good 

fortune.
121

 

              Honda Yasuji divides kagura dance into four different subcategories: miko kagura, 

torimono kagura, yudate kagura and shishi kagura. Miko kagura is danced by the shrine 

maidens, alone, in pairs or in groups often with some handheld object (torimono). These 

could be fans, bells or onebei (御幣 staff with plated paper cut in zig-zag) and are a symbol 

of the deity's presence.
122

 While miko kagura dancers use objects in their dance, Honda 

distinguish torimono kagura as a separate category from miko kagura. Other objects can be 

masks, swords or arrows. Torimono kagura is also referred to as Izumo kagura, since its 

believed to originate from the Sada shrine in Shimane prefecture.  

              The third subcategory, yudate, boiling water, kagura is highly associated with the 
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Grand Ise Shrine in Mie prefecture, and is thus sometimes referred to as Ise type kagura.
123

 

Yudate kagura is not as wide-spread as miko kagura, the most well-known being Hana 

matsuri in Aichi prefecture.. Compared to the refined and elegant dance of miko kagura, 

yudate kagura is a more flashy and energetic.
124

  

             The last subcategory shishi kagura is characterized by the lion mask worn by the 

performer. Lion dances are believed to originate from acrobatic entertainment dances called 

gigaku (see chapter 3.2.5) and has a more secular character compared to other kagura dances.  

 

3.2.2 Dengaku (田楽) 

Dengaku refers to two types of presentations often associated with agricultural celebrations, 

one type happening in spring and winter during harvest times. The community members 

dance at shrines, fields and crops to invoke a rich and fruitful harvest. Subcategories of 

dengaku are ta-asobi (field entertainment) and taue-odori (rice planting dances).
125

 Ta-asobi 

is a “theatrical representation of farming” and usually happens in the first half of the year 

and occur before going into farming season.
126

 As with ta-asobi, taue-odori are “rice 

planting rituals” and also take place before any actual planting is done.  

             The history of dengaku is long, the earliest record found on dengaku dates to late 

10th century.
127

  While the “den” in dengaku is the Chinese character for field, one would 

naturally associate it with farming, however, in the second type of dengaku, dengaku odori 

(field dance), agricultural connections are vague. Dengaku odori became a particularly 

popular performance art on the streets of urban Kyoto in medieval Japan. The performances 

consisted of acrobatics, jugglery and theatrical elements. The performance was accompanied 

by flutes, drums and binzasara, a long rattle made up by small pieces of wood. The latter, 

has become highly associated with dengaku.
 128
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              Dengaku is considered one of Japan’s intangible performance arts but is barely 

existent today and can only be seen at a few places in Japan.
129

  

 

 3.2.3 Furyū (風流)  

Firstly, the origin of the term furyū is complicated. At times, it is spelled as fūryū, meaning 

elegance and sometimes as furyū, referring to the performance form. In early records, furyū 

were specifically used for elaborate performances, with lavish costumes and decorated straw 

hats.
130

 Thus, the category of furyū consists of a many different folk performing arts that use  

decorative costumes. Another characteristic is that furyū performances are danced in groups. 

Examples include nenbutsu odori (Buddhist dance) , ko-uta odori (dance with folk song 

accompaniment) and bon odori (bon festival dance). Included in furyū are also festivals with 

giant wooden floats (dashi or danjiri) with extravagant decorations, like Kyoto’s Gion 

Festival.  

             Other performance arts included under the furyū genre are taiko odori, kenbai 

(dancing with swords), Ayako Mai, notorious because of its connection to early onna kabuki 

before women were banned on the kabuki stage, and amagoi odori (rain dance).
131

 

 

3.2.3.1 Bon odori and Awa Odori  

Bon odori is one of the most common of Japan’s folk performing arts. Obon, an annual 

Buddhist tradition celebrated to honour the spirits of one’s ancestors, has a long tradition in 

Japan. Obon lasts for three days and is celebrated in mid July or August, depending on 

location. Obon was celebrated on the fifteenth day of the seventh month but when Japan 

adopted the Western calendar in 1873, obon celebrations were shifted to August.
132

 Some 

areas in Japan celebrate obon in line with the lunar calendar and thus the date differs every 

year. Obon is sometimes referred to as “Festival of the Dead” as it is believed that the spirits 

of one’s ancestors return to visit during obon. Obon is not regarded as a national holiday in 
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Japan, but it is still a time when families gather to go visit the tombs of one’s ancestors.  

              The first recorded reference to bon odori dates back to 1497 and the dance was 

described as a “different type and form”, implying that the appearances of the dancers were 

out of the ordinary.
133

 Dancers wore kimono or yukata and okesa-kasa, a bamboo hat folded 

in half, which has become the image of the bon odori of Nishimonai in Akita prefecture and 

Awa odori of Tokushima prefecture. These two, along with the bon odori event in Gujou 

Hachiman in Gifu, are the three biggest bon odori events in modern Japan. Local bon odori 

dances are open for anyone to participate.  

 

                   Dances take place around a centre podium or tall platform called a yagura in 

                   which musicians sit. Traditionally, the music consisted of song, referred to as 

                   ondo, accompanied by drum and shamisen. (...) Dancing around the yagura on  

                   hot summer evenings provides an opportunity to establish local community  

                   bonds.
134

    

 

The Awa odori of Tokushima prefecture has become an immensely popular tourist attraction. 

Held every year in August between 12th and 15th, the dancers of Awa odori perform in 

groups, called ren, and can vary from a handful of people up to 300.
135

 The dancers perform 

to the music of flutes, bells, shamisen and drums, all while parading down the streets of 

Tokushima city. The dance steps are repeated over and over again while simultaneously 

moving forward. The dance steps look easy but a lot of practice is needed to perfect them. 

Awa odori is sometimes referred to as “The Fool’s Dance” because of the lyrics “dancing 

fools and watching fools. Both are fools so why not dance” the dancers chant while 

dancing.
136

  There are three types of styles in Awa odori: onna odori (female dancing), otoko 

odori (male dancing) and onna happi odori, which are females dancing otoko odori.
137

 The 

otoko odori dancers are usually wearing happi coats and white shorts, sometimes with a 

kerchief tied around their head. The dance is comical and lively, in comparison to onna 

odori which is very feminine and elegant. The onna odori dancers wear pastel coloured 
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kimono with the characteristic straw hat. The tradition of Awa odori started in the 16th 

century when the feudal Hachisuka clan embarked the island of Shikoku, and concurrently 

with the completion of the Tokushima castle, people were celebrating and dancing near the 

castle grounds. The term Awa odori, however, was not used until the 20th century.
138

  

              Awa odori is today one of the biggest traditional dance festivals in Japan. In 2015,  

1 230 000 people participated in the festival, with 860 ren.
139

 One could compare this to 

YOSAKOI Soran Matsuri in 2015 who hosted 280 teams, 28,000 dancers and 2,050,000 

spectators. Awa odori has also become a platform for companies to promote their business, 

though at the cost of dance quality due to insufficient practice.
140

 Awa odori has since 1957 

also been danced at the Kōenji Awa Odori Matsuri in Tokyo, which is the largest Awa odori 

event outside Tokushima prefecture.
141

 

              

3.2.4 Katarimono and Shukufukugei  (語り物 ・祝福芸) 

In the folk performing arts of katarimono (spoken narratives) the main focus lie on spoken 

words and verbal expressions. This art form can be both ritual and secular.
142

 Saimon, a type 

of narrative prayers, are “narrated requests or prayers spoken before a Japanese kami or 

recited in a Buddhist ceremony”.
143

 A secular example of katarimono is represented by 

kōwaka mai, narrative dancing, normally performed by three performers and a drummer. 

Although it is called narrative dancing, the movements mainly consist of stylized walking up 

and down the stage, while occasionally sitting down with the back towards the audience. 

When reciting, the performer’s arms are stretched out to the sides. The narrative is in focus 

and kōwaka mai often portray stories of Heike and the battles between the Minamoto and 

Taira clans.
144

 Kōwaka mai can be seen in Fukuoka prefecture, Miyami city. 

              Shukufuku gei (celebratory entertainments) includes expressions of blessings and 

tribute. Shukufuku gei is strongly connected with celebration of the New Year. Performers in 
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the Middle Age up till Showa period would wander from house to house and voice words of 

congratulations in exchange for houseroom.
145

 

 

3.2.5 Entertainments of Foreign Derivation/Stage Entertainments (舞台芸) 

The Japanese term for this category is tairai gei or butai gei. What the performance arts 

going under this category all have in common is they are performed on a stage. Several of 

these performance arts came to Japan from China or Korea, such as gigaku and bugaku.
146

 

           Gigaku (lit. skill-music) was the first performance art in Japan with foreign roots 

and was performed at Buddhist temples. A gigaku ensemble consisted of flute, a hand-held 

drum and cymbals. The dancers were wearing large masks and it is believed that gigaku is 

the precursor to the use of masks in Japanese performing arts but gigaku itself is no longer 

existent.
147

  

           Bugaku (court dance) has a long tradition, for over 1300 years has the dance 

entertained people at Buddhist temples, shrines and the Imperial Court. The bugaku dance is 

“abstract and of the most fragmentary nature.”
148

 The dance steps are vibrant and bold, and 

movements are repeated four times in each four directions. Bugaku dancers usually hold a 

silver rod in their hands. The costumes are either red, if the dance origin from China (sa-

mai) or green if the dance is of Korean origin (u-mai).    

           Gagaku (lit.elegant music) is often seen together with bugaku. Gagaku orchestras 

accompanying bugaku dancers consist of solely wind and percussion instruments. The most 

characteristic instrument of gagaku is a pipe-organ played with the mouth called shō. 

Kangen is an orchestral form and is usually performed before a bugaku performance, as 

kangen is not meant to dance to. The ensemble consists of vocals, strings, wind and 

percussion.
149

  

              This category also includes ennen (lit. extended year) which is an entertainment 

form seen at Buddhist temples. “Performance soften the heart and stimulate the emotions so 
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that people live longer”.
150

 Also included under butai gei are various forms of puppet theatre 

and puppetry, such as bunya ningyō, sekkyō ningyō, noroma ningyō and ningyō jōruri, or in 

everyday speech, bunraku.
151

 Folklorist Honda Yasuji also place kabuki under this category, 

as it is a stage performance. It is performed not only on professional platforms but also in 

rural environments.  

 

3.2.6 Other Performing Arts  

In addition to these I would also like to present two other dancing styles, the traditional 

Okinawan dance eisā and the new dance Kyōen!Sodefure originating in Kyoto. These two 

dances are similar in terms of style and character to yosakoi, and it's not uncommon that they 

share the same stage at yosakoi festival.     

 

3.2.6.1 Eisā ( エイサー） 

Eisā is a traditional Okinawan dance believed to have its origin in nenbutsu odori. It was 

classified as a bon-odori and was mainly danced during the obon festival, as it supposedly 

awoke the spirits of deceased ancestors and consoled them.
152

 

              Eisā is a dance most distinguishable aspect is the powerful, stylized dance with 

ōdaiko and shimedaiko drums. The dance can also be accompanied by yotsutake castanets 

and sanshin lute, along with vocals produced by the dancers themselves such as whistles and 

kakegoe. One portion of the dancers performs hand dances called tīmōi. Sometimes dancers 

hold flags and banners to bring further dimension to the dance. Using a mix of recorded 

music and live music is not unusual, as well as the usage of Okinawan folk songs or popular 

music. 
153

 

              Before the war, most dancers were male but in the aftermath of the Second World 

War, females were also allowed to participate. While still holding on to its traditional form,  
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Eisā has developed from being a dance with religious roots to pure entertainment. Similar to 

the yosakoi festivals, Eisā underwent a change in structure when the Okinawa Zentō Eisā 

Konkūrū was founded by the Koza government in 1957. It was held annually until 1977 

when it was changed to Okinawa Zentō Eisā Matsuri, “in response to dissatisfaction 

regarding the rules and the placement of folk performing art into a competition context.”
154

 

Since 1987, a pre-festival is held on the night before the actual festival for teams not 

participating in the main event. Participating teams in the festival are required to have over 

fifty members.
155

 Usually only seven teams perform at the main festival – these teams are 

invited by the organizing committee.   

              Eisā is a prime example of a fusion of traditional and modern, as “it exists in 

traditional ritualistic contexts, and in contemporary spheres where it has the ability to create 

culture in the form of its own new traditions.” 
156

 It has become a tool to promote Okinawan 

culture and identity eisā as its popularity has spread outside Okinawa to the rest of the 

country and even overseas.
157

 

 

3.2.6.2 Kyōen!Sodefure (京炎！そでふれ) 

 Kyōen!Sodefure is an original dance genre created by university students in Kyoto for the 

annual Kyoto Intercollegiate Festa. The festa started in 2003 to spread the charm of Kyoto as 

a student city and vitalize the locality. Kyōen!Sodefure dance was performed for the first 

time at the third festa in 2005. This performance was the main dance of Kyōen!Sodefure, 

called “Special Version”, choreographed by Imanaka Tomoko.
158

 This new dance was 

requested by the organizers of Kyoto Intercollegiate Festa to liven up the event. The 

ambition was to create a new type of dance like no other, drawing inspiration from kabuki, 

nō and maiko’s dance.  The music is an upbeat tune which incorporates The Kyoto Street 

Song and the popular folk song “Gion ko-uta”.
159

  “Special version” also has a simplified 
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version called “Kyōen!Sodefure Easy version”.
160

 This version uses the same song as 

“Special Version” but as indicated by the title, the choreography is simplified. 

Kyōen!Sodefure host teams go out and teach this version to elementary schools and welfare 

facilities to connect the community and generations through dance and Kyōen!Sodefure.  

             The most outstanding trademark of Kyōen!Sodefure is the use of yotsutake, a type of 

castanets originating from Okinawa. However, the yotsutake used by Kyōen!Sodefure teams 

are made of bamboo from the Otokuni district in southern Kyoto.   

              The dance costume consist of altered sleeveless tomosode, (a type of black kimono 

worn by married women), black nikka trouser and jikatabi shoes. This is the costume used 

when all the Kyōen!Sodefure host teams come together for a joint performance, but like 

yosakoi teams, each host team also creates their own original dance, costume and music.
161

    

              Kyōen!sodefure written in Japanese is 京炎！そでふれ, the first Chinese character 

standing for Kyoto (京都) and the second character has the meaning flame. This is not an 

existing Japanese term, but a combination of characters particularly created for the dance. 

It’s also a play on the words co-starring (共演) and recital contest (競演), both read as kyōen. 

The message these two characters convey together is “We will send out the burning passion 

of students from Kyoto to all of the country”.
162

 Sodefure is a combination of the Japanese 

proverb “Sodefuriau mo tashō no en” meaning “even a serendipitous encounter is 

predestined” and the English “friend”, which is spelled as furendo (フレンド) in Japanese.
163

 

              Currently there are twelve Kyōen!Sodefure student host teams, each associated with 

one university or a joint team from several universities around Kyoto. Outside these twelve 

there also exists a high school team and a team for OB/OG and working adults. 

              The main event for Kyōen!Sodefure host teams is at Kyoto Intercollegiate Festa but 

as mentioned above, the host teams often participate in yosakoi related festivals. Host teams 

with a high number of members often participate in yosakoi festivals as their own 

Kyōen!Sodefure team. For example, during Hamamatsu Ganko Matsuri 2016, only four host 

teams, (Kyōkomachi, Rondo, Saikyōzensen, Sazanga), each team with fifty members or 
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more participated as standalone act.
164

 Host teams with a small amount of members can also 

participate; they have the option of joining the team Kyōen!Sodefure Diffusion Team.
165

 

They always perform Special Version, with around one hundred members.  

              As fellow student dance teams, Kyōen!Sodefure  host teams and yosakoi student 

teams get well along and joint events with yosakoi student teams and Kyōen!Sodefure host 

teams are common (eg. Kansai Kōryūkai and 3DAYS, see chapter 4.4.5)    

              Kyōen!Sodefure also holds a Guinness World™ record since 2015 for largest 

contemporary dance performance held under one roof with the most members (616).
166

   

 

3.3 Concluding Remarks  

This chapter has discussed the traditional Japanese festival, the intangible folk performing 

arts of Japan and two dance styles that are in the process of creating their own traditions. 

Traditions that seems to be very old are in fact often fairly new, or ‘invented’. In The 

Invention of Tradition, Eric Hobsbawm states that an invented tradition is “a set of practices, 

normally governed by overtly or tacitly accepted rules. (...) They (invented traditions) 

normally attempt to establish continuity with a suitable historic past.”
167

 In accordance with 

this definition, Awa Odori  would be a good example of an invented tradition. As stated 

above, it started out as a dance by common to celebrate the completion of the Tokushima 

Castle. However, the Awa odori we can see in Tokushima today is not what was danced 400 

years ago. 
168

 Hobsbawm continues on the topic of invented tradition   

 

                            (Interesting) is the use of ancient materials to construct  

                            invented traditions of a novel type for quite novel purposes.  

                            [...] Sometimes new traditions could be readily grafted on  

                            old ones, sometimes they could be borrowing from [...] religion  

                            and princely pomp, folklore and freemasonry.
169
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Here, I claim that Kyōen!Sodefure and yosakoi are prime examples. Both of these dance 

styles have taken inspiration from old performance arts in order to create something 

completely new. After three generations have passed, only time can tell if yosakoi and 

Kyōen!Sodefure has the power to become an intangible cultural heritage.    
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                                    4. The Phenomenon of Yosakoi  

 

As stated in the introduction, one of the purposes this paper strive to fulfil is a thorough 

introduction to the phenomenon of yosakoi. The following chapter will be an introduction to 

yosakoi, focusing on the context of yosakoi in four areas: (1) festival, (2) performance art, 

(3) competition and (4) community. Looking at yosakoi in these contexts will illustrate the 

diversity in which yosakoi exists in the modern Japanese society.  

 

4.1 Yosakoi – the Festival  

In the aftermaths of World War II, Japan found itself in a state of depression. In order to 

escape this, the Chamber of Commerce and Industry in Kochi City looked for a way to 

activate the shopping streets and bring joy back to the people. Eyes were turned to the 

neighbouring prefecture Tokushima, who is the host of the popular Awa Odori matsuri, 

where dancers parade the street of Tokushima and it was decided that Kochi would also hold 

a dance festival. A new choreography combining the five big Japanese dance schools was 

requested by a professional choreographer.
170

 A new song was composed by Kochi-resident 

Takemasa Eisaku taking inspiration from the local Kochi folk song Yosakoi-bushi. The new 

song received the title Yosakoi Naruko Odori.
171

 

              Naruko (鳴子) are wood-clappers in the shape of a spatula, used to scare away crows 

from fields and crops (see appendix). It was on composer Takemasa’s suggestion that 

naruko could be used to separate the new dance from Awa Odori, where the dancers dance 

empty-handed. With the support from the Chamber of Commerce and Industry, the first 

Yosakoi Matsuri was held in Kochi in August 1954.
172
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4.1.1 Yosakoi Matsuri in Kochi 

Twenty-one teams and around 750 dancers from shopping districts and neighbourhood 

associations participated in the first festival, a number that would come to increase for every 

year. In 1957, at the fourth festival, the jikatasha (自方車) made its first appearance. A 

jikatasha is a large truck used to carry the music equipment, and later on, bands were riding 

on top of the truck accompanying the dancers live. At the time of the ninth festival, Kochi 

Television did a live national broadcasting, allowing the rest of Japan to enjoy the festival. In 

1959, folk singer Hayama Pegii’s “Nangoku Tosa o ato ni shite” became a big hit.
173

 The 

song featured a part from the original Yosakoi Naruko Odori song.
 174

 It also inspired a film 

adaption, which featured footage from the yosakoi festival and thus the knowledge of the 

festival became nationally widespread. 
175

 

              In 1972, the Yosakoi Naruko Odori was displayed at the Carnival de Nice in France. 

For this occasion, the original Yosakoi Naruko Odori song was re-arranged to a samba beat. 

This re-arranged song was played at the Yosakoi Matsuri that year and became tremendously 

popular particularly among young people.
176

 Because of its popularity, the following year in 

1973, several rearranged versions of Naruko Odori could be heard.  Using rearranged music 

was made possible due to composer Takemasa giving copyright of the song to the public, 

allowing anyone to rearrange the original song.
177

 Having a look at statistics on participating 

team between year 1972 and 1973 there was an increase of 2000 dancers. As a direct result, 

the dancing and music gradually started to change during the 1970s.  

              In 1978, the Yosakoi Matsuri Promotion Association permitted accompanying 

jikatasha at the Honbu Kyōenjo, which had until that point been exclusively a place where 

Yosakoi Naruko Odori was danced (see chapter 4.2). In 1980 every team had its own 

jikatasha and choreographies became even more diverse than before. Thus, in 1981, using 

originally created music became accepted.  

              The first years of Yosakoi Matsuri, the Yosakoi Naruko Odori was a still an 
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unfamiliar dance and instead of a dance festival taking place in the streets like Awa Odori, it 

looked more like a stage for folk dance. The female dancers’ dress was also directly copied 

by the female Awa Odori dancers (yukata, torioigasa and geta). The dancers were dancing 

the same choreography to music played from a record tape. However, due to the changes in 

the 1970s, teams were now allowed to come up with their own choreography and costumes 

in styles and colours that fit their team, thus boosting the popularity of the Yosakoi Matsuri 

further. Participation rose by 5000 participants over three years between 1981 and 1984. 

However, because of the turn to a modern festival caused elderly participants to feel out of 

place.
178

 

              While there are no certain data, according to Yajima, as the festival suddenly rose in 

popularity in 1972, a participation fee was adopted. Up until 1972-73, dancers had been paid 

to participate.
179

 The framework of the festival has stayed the same since mid-1980s, a 

couple of additional rules were added over the years. In 1982, the largest yosakoi team in 

history with around 800 members participated. However, by the time of the 34th festival in 

1987, the Yosakoi Matsuri Promotion Association set regulations for participating teams. 

The jikatasha can be maximum of four ton, teams can have up to 150 dancers per team, 

playing music outside the kyōgiba was forbidden. Dancers must use naruko while dancing 

forward and somewhere in the music should Yosakoi Naruko Odori be incorporated. These 

regulations are still the main rules for Yosakoi Matsuri today.
180

 

              In 1991, the Chamber of Commerce and Industry in Kochi celebrated their one 

hundred year jubilee. A celebratory event was held on the 9th of August, the night before the 

main festival, where the previous year’s price winners performed. This event, now called 

zenyasai (前夜祭) returned the following year and in 1995 was added to the festival’s 

schedule.
181

 

              In 1992, the first yosakoi festival outside Kochi was held in Hokkaido, and the 

popularity of yosakoi spread like wildfire through the country as several yosakoi festivals 

emerged in the late 90s. Thereupon, in 1999, the first Yosakoi Zenkoku Taikai (Yosakoi 
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National Convention), an “after party”, to the main festival was held and has continued to be 

part of the festival. Thusly, zenyasai is held on the evening of the 9th of August, the main 

festival takes place on the 10th and 11th, and Yosakoi Zenkoku Taikai is held on the 12th of 

August.
182

 

 

4.1.2 YOSAKOI Soran Matsuri in Sapporo 

In early summer of 1991, Hokkaido University student Hasegawa Gaku got a phone call 

from his father with the devastating message that his mother was diagnosed with cancer and 

only had about six months left to live. The mother was transferred to Kochi University 

Hospital and as soon as spring semester was over, Hasegawa flew down to Kochi to see his 

mother. Instead of spending the summer holiday at a hospital bed, the mother asked her son 

to go out and watch the yosakoi festival that takes place in Kochi. When Hasegawa saw the 

dancers parade down the streets, he was deeply moved by the energetic dance; especially the 

dance by Central Group Odoriko-tai (from here on Central Group) made him feel like “he 

was deprived of his soul”.
183

 An idea of bringing yosakoi to Hokkaido started to take shape 

in his mind.  

              Back in Hokkaido, Hasegawa presented this idea to his friends, and in December 

1991 they held their first Executive Committee meeting. One member suggested that they 

could use the folk song Soran-bushi, a sea chantey originating from Hokkaido, instead of the 

original Yosakoi Naruko Odori to incorporate in the music. Rather than just bringing 

Kochi’s yosakoi to Hokkaido, this way they could create a new type of culture, a fusion of 

Kochi and Hokkaido culture.
184

 Hasegawa wished for this festival to be brimming with 

passion that would make both dancers and spectators’ hearts dance, a festival the citizens of 

Hokkaido could feel a part of.
185

  The name YOSAKOI Soran Matsuri was decided.
186

 

              Hasegawa had decided on three agendas crucial for the success of the festival: the 
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parade to take place at Ōdōri street and park, running through the centre of Sapporo City; he 

wanted at least ten teams of different genres (student team, children team, municipal team 

and enterprise team) to participate and that Central Group from Kochi to be one of them. His 

mind was also set on holding the festival in June the following year. This one was 

absolute.
187

 Hasegawa gives no further comment as to why June, but one plausible 

explanation could be that it was in June he found out about his mother’s cancer. Starting out 

with five members, with Hasegawa as the leader, the YOSAKOI Soran Matsuri Executive 

Committee proceeded with the preparations for the festival.   

              In just six months, Hasegawa and his friends managed to collect ten million yen 

with sponsorships from Sapporo Beer, Coca-Cola and Pepsi among other companies in 

Hokkaido, the sum needed to cover all expenses the festival required. After visiting the 

president of Central Group in Kochi several times, they promised they would come to 

Hokkaido and participate. After masking the festival as a “demonstration”, they received the 

police’s permission to hold the festival on Ōdōri street.
188

  

              On June 13
th

 1992, YOSAKOI Soran Matsuri took place in Sapporo city, with ten 

teams and about one thousand participants dancing down Ōdōri Street before entering the 

main stage on Ōdori Kōen Nishi Hachi chōme, which still functions as YOSAKOI Soran 

Matsuri’s main stage.
189

 After the festival ended, Hasegawa called his mother to tell her 

about the successful first Yosakoi festival outside of Kochi. His mother passed away a 

month later in July 1992.  

              YOSAKOI Soran Matsuri gained popularity at incredible speed: at the fifth festival 

in 1996, participating teams passed one hundred with over ten thousand participants, 

something that took Yosakoi Matsuri in Kochi over thirty years to achieve. As argued by 

William Lee, this sudden growth was possible due to its easy participation and easy rules: 

hold naruko while dancing and incorporate a phrase of Sōran-bushi in the music. Otherwise, 

teams could freely decide how they wanted their performance. YOSAKOI Soran Matsuri 

reached its peak in 2001 with over four hundred participating teams. Around this time, 
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yosakoi festivals started emerging all over Japan: Nagoya’s Domannaka Matsuri started in 

1999, Sendai’s Michinoku Yosakoi Matsuri in 1998 and Sasebo’s Yosakoi Sasebo Matsuri 

also in 1998 being proof that the yosakoi boom spread like wildfire in late 1990s.  

 

           

4.2 Yosakoi - the Dance Style  

Following the success of YOSAKOI Soran Matsuri, festivals have emerged all over Japan 

and presently, each prefecture in Japan (except Tokushima) has its own yosakoi festival (see 

appendix.)  

              When yosakoi began in 1954, the dancing style was not far away from traditional 

bon odori; the participants just were not familiar with something else. The re-arranged 

samba Yosakoi Naruko Odori song played in 1972 marked the change when yosakoi 

dancing changed as well. In the 1980s, an increasing use of rock, disco and jazz dance music 

could be heard, thus the dance style separated itself more and more from the style of bon 

odori and Japanese traditional dancing and instead became more “Westernized.”  

In the beginning of the 1990’s, reggae, soul and salsa could be spotted at the Yosakoi 

Matsuri. However, in 1996, the ‘Western’ influences died out and was gradually replaced by 

more Japanese styled dancing.
190

   

              At Yosakoi Matsuri in Kochi, parade dancing is in focus, with over a dozen streets 

and shopping streets aimed at parade dancing. The main stage also takes form as a parade. 

Contrastingly, at YOSAKOI Soran Matsuri, parade is danced at only two places.
191

 YOSAKOI 

Soran Matsuri has become notorious for its flashy performances. Especially the teams 

proceeding to the final stage deliver an extraordinary show, with several ishō-gae (衣装替え), 

costume changes (yosakoi teams can sometimes have up to four costume changes), and the 

use of grand props, such as mascot character, backdrops and even huge papier-maché peace 

doves.
192

 Only one’s imagination is the limit to what can be brought onto the yosakoi stage, 

as there is no regulation to what kind of prop that can be used. It is not unusual for yosakoi 

performances to draw inspiration from already existing local festivals in one’s hometown. 
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Winner of Nippon Domanna Matsuri in 2015 and YOSAKOI  Soran Matsuri in 2016, Jō (笑“) 

from Inuyama in Aichi prefecture, drew inspiration from the 400 year old traditional 

Inuyama Matsuri for their 2015 performance.
193

 

              In the yosakoi community, there are two types of dances in general. First, there are 

team’s original dances, created based on that team’s original concept. The original dances 

are only danced by the team that has thought out the concept, costume and choreography. 

The second type are sō-odori, common dances that can be danced by anyone and do not 

“belong” to anyone. Sō-odori are danced during intermissions at yosakoi festivals and are a 

great opportunity for members from other teams as well as spectators to join. Yosakoi 

festivals, such as Nippon Domannaka Matsuri, Michinoku Yosakoi Matsuri and YOSAKOI 

Soran Matsuri have in recent years created their own sō-odori, which also function as 

promotion for the city the festival is held at.
194

 

              Because yosakoi can be danced at any stage, not just as street parades or on a 

traditional stage, choreography is made so it can be enjoyed not only from the front, but also 

from the sides and back.
195

 Because of the diverse range of dance styles, defining yosakoi as 

one dance style has proven to be rather difficult. When it comes to modern yosakoi though, 

how eccentric a performance may be, as long as the dancers are holding naruko in their hand, 

it would be accepted as a yosakoi performance. 

              

4.3 Yosakoi - the Competition  

It is easy to become mesmerized by the colourful costumes, the pleasant clapper of the 

naruko and the beaming smiles of the dancers when attending a yosakoi festival that one 

might forget that most festivals actually are competitions. At the shinsa kaijō (judging 

venue) teams are doing their outmost to wow the judges and proceed to the final is what 

many teams strive for, and winning the grand prix is a great honour.   

 

4.3.1 The Rules 

Depending on the festival, the rules and judging points may differ relatively. Kochi, having 
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the original yosakoi festival, set the framework with three original rules. The three rules 

specific for Yosakoi Matsuri in Kochi are the following:  

 

      1. Dance while moving forward with naruko in your hands   

      2. The music should contain a phrase from the original Yosakoi Naruko Odori 

      3. All teams should each prepare a jikatasha  

 

These rules seem quite simple at first glance, however, because of the big scale of Kochi’s 

festival, there is a need for strict regulations. The jikatasha must be less than nine meters 

long with a maximum height of 3.6 meters and width of 2.5 meters (this including the 

decorations).  The jikatasha must also allow a person to stand on top of it. Decorations can 

be as elaborate as the team wishes as long as they stick within the measurement requirements 

and do not cover the license plate, the number plate assigned by the festival and car lights.
196

 

              The parade choreography should not by any means be too slow, or be the cause of 

slowing down the team dancing behind. This means that sitting choreography, going 

backwards, moving a lot to the left and right or dancing in a circle formation is not allowed. 

Placing naruko on the ground is also forbidden.
197

  

              Teams can consist of a maximum of 150 dancers and performances can be no 

longer than 4.5 minutes including introduction. Most festivals have adapted this rule.  

              At Yosakoi Matsuri, teams could lose points if they don't manage to dance at 

sixteen locations over the course of two days, don't follow the instructions of the staff, 

behave rudely or break any of the rules.
198

 As a time schedule is set only for the Chūo Kōen 

and Ōtesuji honbu kyōenjo venue, teams choose by themselves which stage they want to 

dance at.
199

 In 2001, an internet service called dokoiko sābisu (where to go service) was 

launched that provided information on how long the waiting line is at each location is.    

              Having good manners towards other teams, audience and citizens is also stated in 

the official rules. At yosakoi festivals, it is a courtesy to greet other teams when passing each 
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other on the streets, with either “good morning” before the festival starts, or “otsukaresama-

desu” after the first performance.
200

 In order not to be a disturbance to citizens and other 

teams when moving from one location to another, yosakoi teams walk in lines of one or two. 

When walking through residential areas or shopping malls, talking is kept to a minimum. At 

some festivals where teams ride use local traffic, such as Michinoku Yosakoi Matsuri or 

Nippon Domannaka Matsuri taking pictures or “selfies” is dissuaded.
201

 

              YOSAKOI Soran Matsuri has two main rules: dance with naruko and the music 

must contain a phrase from the Hokkaido folksong Sōran-bushi. However, in order to 

proceed to the screening, teams should also show abide and show they have understood the 

principal foundation of YOSAKOI Soran Matsuri:   
 

                The city is a stage where a variety of teams can freely create and  

                express their unique dance performances, making it a grass-roots  

                festival. As a festival of Hokkaido, the aim is to bring energy and  

                sensation to the people and the community, and to create a festival 

                beloved by them.
202  

 

“The city is a stage” is a catchphrase or subtitle manifested for the first YOSAKOI Soran 

Matsuri in 1992. 
203

 

              At Michinoku Yosakoi Matsuri, the basic rules for all teams are (1) using a local or 

Tohoku folksong in the music and (2) dance while holding naruko. As many other festivals, 

performance time is a total of 4.5 minutes and one team can have a total of max 150 

members and minimum of ten dancers. Hamamatsu, on the other hand,  sometimes being 

referred to as “the city of music”, the Hamamatsu Ganko Matsuri has decided on an original 

rule, that instead of naruko, one should hold an instrument while dancing.
204

  

              As long as the rules are fulfilled, teams may enter the screening. breaking any rules 

may get teams disqualified for the screening of the competition or even suspended.
205
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4.3.2 The Screening  

During the course of the festival, all teams get one chance to dance in front a judging panel. 

Festivals have a set stage were the screening process is held and the semi-final and final 

stage often take place on the main stage of the festival. For example at Michinoku Yosakoi 

Matsuri, the screening is held at Nishikijō-kōen and the final is held at Shimin Hiroba. The 

final stage always gathers a lot of spectators, even other participating dancers, as the best 

teams will dance with all their might for the grand prix. YOSAKOI Soran Matsuri has since 

2013 broadcasted the festival online over Japanese broadcasting site Nico Nico Dōga. The 

broadcasting of the final stage in 2015 received over 72,000 views.
206

 For the first time since 

the festival’s start in 1992, a team from outside of Hokkaido won the grand prix in 2016.
207

  

              As discussed by Hirata Ryoko in her paper (see chapter 1.5) at YOSAKOI Soran 

Matsuri  “Dance performance”, “Energy and affective impact” and “Overall artistic 

impression were the categories being judged, with a total of 100 points.
208

 However, from 

2010 the judging process underwent a renewal; points were no longer given under separate 

categories in a comparative assessment.
209

 Instead it was changed to one big judging point: 

“The team that brought the most energy and emotional impact on the spectator” is crowned 

winner.
210

 The focus was shifted to the spectators’ standpoint which is the core for the 

festival: a festival that is loved by the citizens and brings “energy and sensation”.
211

 I believe 

this shift is a direct response to the issue of Sapporo citizens not being too fond of the 

festival as discussed by Haga Manabu (see chapter 1.5).             

             At Michinoku Yosakoi Matsuri the highest amount of points a team can score is fifty 

points. Points are given for how well naruko is used, if team’s kakegoe are loud and clear, 

the emotive, expressive power and the composition of the performance, as well as for well-

thought out costumes.  At Michinoku Yosakoi Matsuri manners are also valued, and teams 
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can receive ten points for having good manners.
212

  

              In Kochi, the following items are what teams are being judged on (1) Music, (2) 

Choreography, (3) Smoothness of advancing while holding naruko, (4) Costume/Fashion, 

(5) Jikatasha, (6) Overall impression. Judging takes place on the 10th and 11th August at the 

Ōtesuji honbu kyōenjo venue.   

 

4.3.3 Medals  

Many teams dream and strive to get a spot in the final stage. If one does not make it to the 

final, at most yosakoi festivals, medals are handed out to dancers that stand out or excel. 

Some are handed out by a judges at the shinsa kaijō, and some are handed out by spectators. 

For example, at the Mizusawa Matsuri in Iwate prefecture, spectators can buy medal stickers 

which they can stick on dancers they like.    

           The most prestigious medal one can receive in the yosakoi community is the scarlet 

Hana medal, only handed out at Ōtesuji honbu kyōenjo venue, by that year’s Miss Kochi.
213

  

 

4.4 Yosakoi – the community 

Approximately 2,000,000 yosakoi dancers are currently active in Japan and the number 

keeps increasing every year.
214

 As any sports team, every yosakoi team is unique with 

individual team policies and traditions. In Kochi, teams like Kochi Shiyakusho Odoriko-tai 

have been dancing since the first Yosakoi Matsuri in 1954, and they have kept the tradition 

of dancing to the music of Yosakoi Naruko Odori.
215

  

              Anyone can create a yosakoi team of their own as long as one respects the rules of 

the festival one wishes to participate in. The most common forms of teams are University 

student teams, Children/Junior teams, Corporation teams, Municipal teams and general 

teams. 
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4.4.1 University Teams  

While not necessary it is common for university student teams to have the name of their 

affiliated university in the team name as well, for example Hokkaido Daigaku “En” or 

Kansai Daigaku Gakusei Chīmu “Kanmae”.
216

 However, many university teams allow 

students from other universities to join even though they study at another university, like 

Waseda Daigaku “Odori Samurai”, who have members from over a dozen universities.
217

 

University teams can also be a joint team consisting of members from different universities 

in the area, for example Nagoya Gakusei Chīmu 『Syachi』[sic!] or Michinoku Yosakoi 

Zaccu Baran.
218

  

              University student teams create very strong bonds with each other; interactive 

events with teams from the same or different regions are common. Festivals often hold 

evening parties for university teams. Member exchange between teams for one specific 

festival or event is also prevalent and encouraged by many teams.   

 

4.4.2 Corporation Teams  

Promoting business with a yosakoi team has occurred since the fifth Yosakoi Matsuri. In 

Kochi, several businesses have their own yosakoi team, such as NTT DoCoMo, JR Shikoku 

and Shikoku Bank.
219

 Diamond Dining Corporation in Tokyo, whose motto is “Give Fun & 

Impact to the World”, is the producer of many restaurants around Tokyo, among them 

several concept restaurants modified on motifs such as Alice in Wonderland, pirates and 

Sengoku warlords. The president of Diamond Dining Corporation, Matsumura Atsuhisa’s 

hometown is Kochi and in order to promote their company, they have since 2014 

participated under the name Diamond Dining Yosakoi Team at Yosakoi Matsuri and 

Harajuku Omotesando Genki Matsuri Super Yosakoi. For their 2015 dance, they 

collaborated with art director Masuda Sebastian, founder of Harajuku kawaii shop 
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6%DOKIDOKI and the producer of Harajuku pop star Kyary Pamyu Pamyu.
220

 The 

choreography for Diamond Dining was made by Kyary’s background dance team TEMPURA 

KIDZ. The concept of their 2015 dance was Monster, in order to promote their newly opened 

KAWAII MONSTER CAFÉ in Harajuku, also in collaboration with Masuda.
221

 They received 

the prize for best costume and the Encouragement prize at Yosakoi Matsuri in 2014.  

              Another team that has received attention in the last couple of years is JR Kyushu 

yosakoi team Ōentai, which consists of employees at JR Kyushu. They have won the grand 

prize for teams under forty members at YOSAKOI Soran Matsuri two consecutive years.  

              In Hokkaido, a handful of university student teams are teamed up with big 

corporations. This is a symbiotic relationship; students need funds for costumes, props and 

music, and corporations want dancers to promote their business.
222

 Fujihoku and Honda Cars 

Hokkaido, Coca Cola Sapporo Kokusai Daigaku and Tesku&Matsurinchu are a few 

examples of student-corporation teams.
223

 As these student teams become representatives for 

the company, manners are expected and underage drinking is seen very strict upon.  

              Since 2009, at least one student-corporation team has proceeded onto the final stage 

of YOSAKOI Soran Matsuri.
224

 These types of teams are unique to Hokkaido.  

 

4.4.3 Junior Teams  

Junior teams are teams consisting of children from kindergarten to middle school age. They 

are absolved from paying the festival participation fee. To be counted as a junior team, 80% 

must be under middle school age.
225

 Big festivals like YOSAKOI Soran Matsuri, Nippon 

Domannaka Matsuri and Michinoku Yosakoi Matsuri have a block especially for junior 

teams, and they are judge separately. Powerhouse teams like Hiragishi Tenjin in Hokkaido, 

Gōnin from Fukushima and REDA Mai-kagura from Chiba  have their own junior teams, 

Hiragashi Tenjin Junior, Gōnin Komera and Mai-kagura Junior respectively.  
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4.4.4 Municipality Teams and General Teams  

Municipality teams have existed since the first yosakoi festival in Kochi. Out of the twenty-

one teams that participated in the first Yosakoi Matsuri fifteen were neighbour association 

teams and shopping district teams.
226

 One notorious municipality team is Hiragishi Tenjin 

from Hokkaido.
227

 Founded in 1993, the members of are all from the Hiragishi district 

located in Sapporo.  

              General teams are ones that do not fall under the above mention categories. These 

teams are called ippanjin team in Japanese and often consist of members gathered with no 

other certain connection than love for dancing yosakoi.  

                

4.4.5 Dancing in a Yosakoi Team 

It is a warm Sunday morning in the beginning of October. Around one hundred university 

students have gathered in Tsutsujigaoka Park located in the middle of Sendai City. While 

different designs, their colourful T-shirts all have letters of THE!!駆波"乱 (Zaccu Baran) 

spelled out on their back. Today is the last practice of the parade choreography before the 

annual Michinoku Yosakoi Matsuri taking place in Sendai and the festival where Zaccu 

Baran will present their new dance "Kakataishō" (炎大笑) for the first time. The 

choreography group asks all the members to line up in four rows and the music starts playing. 

The dancers overflow with energy as the four rows move forward, everyone with naruko in 

their hands.  

              Zaccu Baran, founded in 1999 with the purpose of liven up the new yosakoi festival 

in Sendai, they have chosen not to go through the screening at yosakoi festivals. During my 

two exchange periods at Tohoku University, first in 2013, I entered Zaccu Baran. As a 

regular member I have participated in all events and festivals Zaccu Baran enter, mainly in 

the Tohoku area. This experience has given me good insight in how it is being part of the 

yosakoi community.  

              Zaccu Baran’s main event of the year is Michinoku Yosakoi Matsuri taking place in 
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Sendai in the beginning of October every year. Together with all-female team Miyagi 

Gakuin Joshi Daigaku Yosakoi-bu “Posso Ballare? MG” they serve as host teams and 

organizers (Michiyosa Moriagari-tai) for the evening programme held for university teams 

on the night before the main festival. On Saturday evening, around twenty teams gather at 

Zuiho, a hotel located twenty minutes outside Sendai to participate in the evening party. 

Michinoku Yosakoi Matsuri is sometimes referred to as “the festival where no one 

sleeps”.
228

 One of the reasons for this nickname is due to Ranbu no Yu (乱舞の場), that takes 

place on Sunday night after the main festival has ended. Around five hundred dancers gather 

at live house Rensa and spend the night dancing sō-odori. All teams participating also get 

the chance to perform their team dance routine. Ranbu no Yu usually ends at three in the 

morning.  

              In order to return the favour to the Michiyosa Moriagari-tai for hosting a imoni 

potato pot party on the night before the Michinoku Yosakoi festival, the joint Hokkaido 

Student team Kitabito invited university student teams from Japan to a big yosakoi festivity. 

This event named 3DAYS was first held in February 2002, in concert with Sapporo Yuki 

Matsuri, participating teams spent three days in Sapporo, dancing, snow wrestling and 

networking. 3DAYS has now become one of the most popular student team events. In 2016, 

around four hundred students gathered for five days in at a hotel just outside of Sapporo. The 

participants were split into five groups, based on what workshop one wished to join. Though 

having only spent about ninety-six hours together, the members of the same workshop 

became like a new team. The nights were spent dancing, networking and practicing new 

dance routines.  

              However, it is not only student teams who like to mingle with other yosakoi dancers.  

Every year in February since 2005, an event called Valentine yosakoi is held, hosted by 

Sendai based team Kamui (神威 ). As February is off-season for yosakoi festivals, Kamui 

invites teams from the Sendai area for a mingling event where teams are able to enjoy each 

other’s performances up close and dance sō-odori together.
229

 Every year, members from 

different teams come together in a joint collaboration team, Club China, were the members 
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dance in China dresses. Before the last sō-odori, the participants gather in a large circle and 

exchange a valentine present with the person to the right. 

              Something highly unique about the yosakoi community is that every dancer 

receives a nickname, or “yosa-name”. New members are given their names by older 

members when entering the team. Yosa-names can be based on ones interests, hometown. 

appearance or the older members own taste. Yosakoi dancers are referred to their yosa-

names in all kinds of yosakoi related events and are often good ice-breakers when talking to 

new people. It is particularly popular among university teams to create yosakoi business 

cards.  

              Yosa-names are a useful tool to bring the community closer together.     

 

4.5 Concluding Remark  

The aim of this chapter was to give an introduction to the phenomenon of yosakoi. Despite 

its fairly shallow history, yosakoi has gone through quite a few changes, particularly from 

the early 1990s. As English literature on the topic of yosakoi is scarce, this chapter aimed at 

covering the most important aspects of yosakoi. However, it has only scratched the surface. 

Due to limitations, a discussion covering the different festivals and their characteristics 

among Japan was not possible. This will be the topic for future research.   
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                          5. Introducing Three Yosakoi Teams 

 

The following chapter will be a short presentation of each yosakoi team chosen for this 

research. All teams have created their own traditions and style. Before entering the analysis 

of the performances, I will look into how the chosen teams operate.   

 

5.1 Yayoi  (夜宵)  

Yayoi was founded in Nagoya 2000 and debuted the next year at the third Nippon 

Domannaka Matsuri. The members range from high school students to dancers in their late 

20s and they practice twice a week. They call themselves Domatsuri Team Yayoi, and they 

are training in order to win the grand price at Nippon Domannaka Matsuri. They are based in 

Nagoya but perform at several festivals around Japan, including Sendai, Kyoto and 

Hamamatsu.
230

 

              The name Yayoi consist of two kanji, 夜宵, the former meaning night and the latter 

meaning vesper, or early evening. Yayoi started out as a Naruko Odori student dance team 

but is recently defying the boundaries and are incorporating modern dance together with big 

and small props, inviting the spectators to a grandiose world. 
231

  

             Yayoi have in writing moment performed sixteen original dances. They won their 

first grand prize at Hirokouji Matsuri in Nagoya with their fourth act “Kizuna”, and have 

since then showed that they are a powerhouse yosakoi team. They especially rose in 

popularity with their 2013 act “Amaterasu” after they won the Outstanding Performance 

Award at Nippon Domannaka Matsuri that year. Since then, they have received an award at 

every festival they perform; including six grand prix (eleven in total since 2001) however 

they still haven’t fulfilled their main goal, claiming the grand prix of Nippon Domannaka 

Matsuri.
232
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              In 2016, over one hundred dancers went to the public practise held by Yayoi, 

showing that their popularity is not on the decline. 
233

 Because many dancers of Yayoi are 

university students, they value friendship between members and engage in activities outside 

dance practice and festivals to strengthen their bonds.
234

  

             The title of Yayoi’s performance for 2015 is called “act.16 Izayoi”, the sixteen-day 

old moon.
235

 The story for their concept is “The beauty of Princess Kaguya gathers brave 

men who came to ask for her hand. Yayoi will dance with the feeling of a once in a lifetime, 

recreating the beautiful world of the Taketori Monogatari. This meeting shall be remembered 

forever, let my feelings reach beyond the full moon”.
236

  

             The video I have used as a reference for the analysis can be found under the 

following link: https://www.youtube.com/watch?v=xXpLI8IyKgs 

              

5.2 Kaguya (伽宮弥)   

Kaguya was founded in 2010 in Tokyo, consisting of around twenty members in their 20’s 

and 30’s. They debuted in 2011 at the Mobara Tanabata Matsuri in Chiba, and they focus 

their activity to festivals in the Tokyo area. In order to create an environment that allow 

members who are busy with work participate at festivals and events, Kaguya perform each 

original dance for two consecutive years, compared to most yosakoi teams who change 

concept every year. They do not follow a strict training schedule with practices once or twice 

per month.
237

 

              Following the two Chinese characters in the team name Kaguya, 伽 and 宮, meaning 

“fairy tale” and “shrine” respectively, they use the world of folk tales for one performance, 

and the next generation dance will feature a mythological story. In this manner, Kaguya 

varies well-known folk tales and mythological stories as a base for their original dances. 

Using methods original to a yosakoi performance, Kaguya invite their audience to a fantasy  
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world where the use of costume, choreography, music and lyrics will convey their story like 

a picture book.
238

  

              Kaguya have performed three original dances. According to their team concept, 

they started out with folk story Taketori Monogatari in 2011. The dance received the title 

“Kumoma no Genya” (雲間の幻夜), the night phantom between the clouds.  

              The video I have used as a reference for the analysis can be found under the 

following link: https://www.youtube.com/watch?v=yvKsAKG21l4 

 

5.3. Honiya (ほにや)  

Honiya was founded in 1991 and is both a yosakoi team and an interior/apparel store located 

in central Kochi. The store aims at creating “an atmosphere of a modern Japanese traditional 

store, where we, Japanese people, can feel Japanese culture more closely and at the same 

time share the pride of our culture”. Their concept is “modern, nostalgic, home style, fun” 

designs combining traditional Japanese patterns with Western apparel.
239

 They have 

provided interior design for restaurants, hotels while also taking orders from other yosakoi 

teams and help them design and create costumes.  

              Honiya is a well-established team in the yosakoi community, as they live and 

breathe the Kochi spirit. The name Honiya derives from Kochi dialect and means “Yes it 

really is so”.
240

 They have participated in Kochi’s Yosakoi Matsuri for twenty-five 

consecutive years. However, unlike Yayoi and Kaguya, Honiya changes members annually, 

with some returning veterans. In March they accept applications for that year’s Yosakoi 

Matsuri and commence practice in the middle of June.
241

 

              In 2010, Honiya was featured in the film Kimi ga odoru, Natsu, [The summer you 

dance] directed by Katsuki Hideyuki, under the team name Ichimujin, and they rose further 

in popularity. Since 2010, Honiya have been representing the dance style of yosakoi at the 

Furusato Matsuri held in Toyko Dome every January for six consecutive years.  

              The title of Honiya’s 2004 dance is “Kaguya Tsuki”, Kaguya moon. Honiya does 
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not state that their concept is built around the story of Taketori Monogatari, however, as the 

title of the dance is Kaguya moon, one would associate this to story. According to the 

designer of Honiya’s costumes, the dance aims at evoking a feeling of nostalgia, and the 

beauty of the Japanese landscapes of the heart.
242

  

               The video I have used as a reference for the analysis can be found under the 

following link: https://www.youtube.com/watch?v=mKSTfqvjMz4 
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                                    6. Analysis  

 

In this chapter the analysis will be presented. I have looked at four different components: 

dancers, visual aspects, aural aspects and setting, in order to find out the characteristics of a 

yosakoi performance and how three teams have chosen to tell the story of Princess Kaguya, 

unique to a yosakoi performance. Each component will be presented under a subcategory, 

looking at the components of each team’s performance separately. Each subcategory will 

end with a concluding discussion.    

 

6.1 Dancers  

This category will look at the dancers themselves, how they relate to each other and in 

accordance with Hammergren’s method, movements will also be studied under this category. 

However, due to the length of the performances, a detailed description of the whole 

movement spectra will not be discussed. As Hammergren went about in her analysis, only 

movements of significance, or choreography that seems specific for that particular 

performance will be studied.
243

 Looking at the movement this way will aid in interpreting 

the dance as well as how they stand in relation to the other performances.   

 

6.1.1 Yayoi  

Dancers  

The dancers are divided into four main groups. While these are not the official names, for 

smoother reading, I have named the groups “the bamboo girls”,  “the male suitors” “the 

Princesses” and “the moon maidens”. Within these groups are also subgroups responsible for 

props (further discussed under section 6.2) 

              The biggest group is the bamboo girls, with fifty-four dancers, followed by the male 

suitors with thirty-five dancers.
244

 For this particular performance, the bamboo girls and the 
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male suitors are divided in half; one half is dancing on top of the stage and the other half is 

dancing beneath the stage and on the hanamichi bridge connecting the stage with the ground.  

              The Princess group consist of nine dancers and the moon maidens are seven dancers. 

These two groups perform their parts on top of the stage.  

              There are two solo parts in Yayoi’s performance: the part of Princess Kaguya and 

the Emperor. The Emperor’s first entrance is at 02:29 mark. It is the current daihyō of Yayoi 

that dances this solo part.
245

 The solo part of Princess Kaguya is at the climax of the 

performance at 03:20. The backdrops are moved to the side, revealing the princess, lifted up 

by another dancer, reaching out for the Emperor who is standing beneath the stage.   

             The bamboo girls, Princesses and moon maidens are all female dancers. As 

mentioned in the introduction, most of the members of Yayoi are still students, the average 

age being 20 years.
246

  

 

Movement 

Yayoi’s performance can be divided into four parts in terms of composition. This division is 

not the same as the music division, as the movements are related between several parts..  

             The first part is danced solely by the bamboo girls and the Princesses. The 

choreography is delicate and graceful. The turns are soft and the arms are stretched out as if 

they were longing for something.  

             In the second part there is a lot of play with highs and lows between the bamboo 

girls and the male suitors, who do two parts completely “opposite” of each other, for 

example when the bamboo girls spin to the left the male suitors spin to the right, a play with 

light and dark, yin and yang. The overall movement of the choreography is very dynamic 

and explosive, however danced with flow and not in a staccato way.  

             The third part is the “flower” formation, where the bamboo girls and male suitors 

form a circle around the Princesses and moon maidens. All the dancers kneel down and 

streched arms, filled with desire is a characteristic movement for this part.  

              Before the final part, all the members dance in their separate groups, but as they all 
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become one after the costume change, the group formation changes to four groups: upper 

and lower left and right. The movements are similar though to the second part with energetic 

movements and plays with high and low choreography.  

              One recurring movement that can be seen in all four parts, is where the dancers 

have one arm reached up in forty-five degrees angle and the other arm either bent in front of 

the chest or reached out in front of the torso. This is also the finishing pose of the whole 

performance. Another characteristic movement of the performance is where the dancers have 

their arms in front of their chest and then spread out the arms in a welcoming gesture. This is 

a recurring movement. Especially the moon maidens have several variations of this 

movement.  

              Jumps are recurrent, always with one leg lifted. A lot of focus is on the arms, while 

not always in movement there is always tension in them. One characteristic among the male 

dancers is that they always keep a broad stance between the legs. Even when in sitting 

position, they have one leg sticking out underneath them. On the other hand, the moon 

maidens and the Princesses’ stance is not as wide and their movement are very arm-oriented 

and turns are frequent. 

             Yayoi is taking advantage of the whole stage, with plenty of moving around utilizing 

the space completely. The bamboo girls have nine tairetsuidō, position-changes, and the 

male suitors have seven. The princesses and moon maidens have three position-changes each. 

These position-changes carries the storyline forward and creates images, for example the 

flower circle formation at 02:35.   

              The dance direction is almost entirely directed forward towards the audience: they 

are aware of the spectators, looking at them and are wholeheartedly performing for them.  

 

6.1.2 Kaguya  

Dancers 

Kaguya is only thirteen dancers in total for this performance. The largest group is the cloud 

dancers, seven in total; two bamboo male dancers and four members dancing the role of the 
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Princess.
247

 The only solo is danced by the Princess holding the purple wagasa umbrella 

who dances a choreography slightly differing from the others dancers. Otherwise, the focus 

shifts from the different groups as the performance goes.  

               

Movement  

Kaguya’s movement vocabulary is rather similar throughout their whole performance, thus  

figuring out the different acts based on just movement is complicated. Instead of using 

different “styles” of dance, they manage to achieve variation in their routine by changing the 

direction of focus and position-change. Even though Kaguya have few dancers, with the 

spread out formation, they still manage to fill the stage. The cloud group and male bamboo 

dancers share one side of the stage each, with focusing their movements towards the middle 

where the Princesses are, or outwards to the audience. The Princesses stay in the middle of 

the stage for the entire performance and their choreography is for most part feminine and 

elegant in comparison to the other two groups who have very dynamic movements with 

stretched-out arms and a broad stance between the legs. As only three dancers are holding 

naruko, a lot of attention is brought to the other dancers’ hands instead.  

              Kaguya is playing with high and low choreography. Not through jumps but by 

lowering the upper body forward and stretching out the arms: this movement is used several 

times during the performance. When the Princesses make their entrance at 02:36, the other 

two groups do their choreography while sitting down. In the final part, a canon part between 

the three groups can be distinguished, creating a wave effect.  

              

6.1.3 Honiya 

Dancers 

I estimate Honiya of being around 130 dancers for this performance. As discussed in chapter 

4, the members of Kochi teams often change every year, with returning veteran members. In 

comparison to their 2015 performance which featured very young female dancers, the 

average age of the female and male dancers in 2004 appear to be mid 20s to early 40s. There 
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are twenty-four male dancers and four flag handlers. The rest of the dancers are female 

dancers of the moon and water group.  Honiya is the only group of the chosen three 

performances that have children among the members. In parades, the children of Honiya are 

dancing in the back, behind the male dancers, but during stage performances the children are 

allowed to dance in the front rows, beneath the main stage.
248

  

              During parades, the flag handlers are dancing in the front and/or the back. Apart 

from the flag handlers, Honiya have no solo dancers.  

 

Movements  

Honiya’s dance composition could be identified as consisting of four parts. The overall 

movement vocabulary is made up by very soft and graceful movements, with choreography 

focusing on the arms which the first part features plenty of. This separates it from the second 

part, when the dancers put away their naruko temporarily. The focus shifts to the dancers’ 

hands instead, and they show up graceful hand movements. As it is a parade, the dancers are 

almost constantly walking or moving their feet. One could argue that this limits what kind of 

choreography can be used, but Honiya have compensated this by adding awareness to their 

toes: the ankles are often stretched and toes pointed.  

             The last part again differs from the other in terms of the length of the steps the 

dancers take: in the previous parts the dancers have been simply walking forward but in this 

part they take big leaps and jumping on one leg with the other leg bent behind them.     

              The rules of Yosakoi Matsuri forbid sitting choreography. Responsively, the 

dancers lower their entire body without letting their knees touch the ground in order to create 

a play with high and low. Position change is also done while moving forward; the dancers 

change place to the sides and diagonally.   

             This performance is danced in a parade formation: the dancers are lined up in four 

rows vertically and they move forward as they dance. Apart from the beginning where the 

dancers are standing still, the choreography allows them to stop only about a dozen times.  
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 6.1.4 Concluding Remarks  

The charm with yosakoi is that it can be created and danced by anyone.
249

 The dancers of the 

chosen teams range from small children to elderly madams. Honiya being the team with the 

most mixed ages have a slightly more slow-paced choreography than Yayoi and Kaguya.   

              Kaguya’s performance was from their first active year, thus they had a significantly 

smaller amount of dancers compared to both Honiya and Yayoi, who have been part of the 

yosakoi community longer. However, regardless of the number of dancers, all three teams 

consist of mostly female dancers. Both Kaguya and Yayoi had parts that were exclusively 

danced by male or female dancers, otoko-furi and onna-furi. While not evident from the 

video, but having seen Yayoi’s performance live, I distinguished two girls among the suitors. 

Both of them had their hair cut short, thus at first glance they could very well be mistaken 

for being male. As discussed by van der Pol, in order to create balance among the dancers, 

females are sometimes allowed to dance otoko-furi. Another possible reason could be that 

these two girls simply prefer dancing otoko-furi and are allowed to dance this part if they 

“disguise” themselves as men. 

              In conclusion, I believe a division between male and female is something 

unavoidable since yosakoi partially has its roots in Awa Odori which has a distinct division 

between male and female dancers. However, looking at yosakoi performances from the last 

couple of years, I would like to argue that this division has become stronger recently. The 

male dancers of Honiya in 2004 danced the same choreography as the females. In 

comparison to almost thirty years earlier, the division between male and female dancers was 

more vague than in modern yosakoi.
250

 The flag handlers of Honiya were all male, while 

Yayoi’s were all from the bamboo girls. Similar to Honiya, their flag choreography is also 

based on the other dancers’ movements.  

              In terms of dancers and movement, Kaguya’s and Yayoi’s dance composition is 

similar; they are divided into groups representing characters and both have Princess Kaguya 

in the middle. A striking similarity is that both groups form a circle around the Princess at 
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one point during the performance. This kind of choreography would not be possible for 

Honiya, as the rules of Yosakoi Matsuri state that circle formations are not allowed during 

parade dancing. Honiya’s choreography being less explosive, with less position-changes, 

does not mean that stamina is not required; during parades in Kochi, one may be required to 

dance the routine up to five times without a single break.  

              All three teams are playing with highs and lows and movement in canon to create a 

wave effect. The choreography has several dance styles in one performance, which is 

modern but with subtle taste of the traditional.  

 

6.2 Visual Aspects  

This chapter will look further into the costumes and props of each group. While naruko are 

also an instrument, I also regard naruko as a prop; thus it will be featured in both this 

category and the following category (aural aspects). 

 

6.2.1 Yayoi  

The palette used throughout Yayoi’s performance are the colours of green, purple, red, white, 

blue and gold with orange accents.   

              The dancers are divided into four groups based on costumes. The group with most 

dancers are the girls representing bamboo. Their costume is a light green, with a wine red 

obi belt and accents in purple and white. The tri-coloured collar creates an impression that 

they are wearing several layers, possibly inspired by the Heian period’s court noble ladies 

who whore five to twelve layers of garments (jūnihitoe).  

              The bamboo dancers are all wearing matching white and purple handmade flower 

corsages in their hair, and they all have similar hairdo: the fringe tight to the left side with 

the rest of the hair in an updo. The make-up is a striking red eye shadow with two golden 

marks on their right cheek. These marks represent the tears of Princess Kaguya and her 

sadness of having to leave the Emperor and the Earth.
251

  

              This group is also responsible for most of the props used during the performance. 

Among the bamboo girls, eight dancers are responsible for the kagurasuzu bells, used for the 
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introduction part. Yayoi used kagurasuzu at this festival exclusively as the rule of 

Hamamatsu Ganko Matsuri is to dance with an instrument. (see chapter 4.3.1) 

Ten girls are dancing with red and white kasa umbrellas, and four girls are  handling the 

medium sized golden and orange, which appear in the climax of the performance.    

              The male suitors’ costume are purple with a golden brown obi and red and golden 

accents. The cut of their costume is presumably inspired by the Heian period style of dress, 

called sokutai, worn only by the Emperor and males of high military rank. Their belt 

hanging from the obi, a hirao-no-tare, is black with golden flower patterns.
252

 During the 

Heian period, the colour purple was the highest ranked colour to wear and restricted for the 

imperial court.
253

 

              The male dancers all wear a hachimaki tied around their heads, their hair is teased 

and their eye makeup is of bold red and black colour. Among the suitors, there are six 

dancing with red lamps stuck to a pole and eight dancers who dance with white kasa 

umbrellas. A big red team flag with the characters 夜宵 (Yayoi) is maneuvered by one dancer 

from this group. 

              The female dancers that represent Princess Kaguya wears the same green costume 

as the bamboo girls but over it they wear a red kimono jacket with a floral pattern with long 

sleeves. Attached on the front of their obi is a big golden bow.
254

 The Princesses have an all-

white flower corsage in their hair and dances with white sensu fans as they make their first 

entrance.  

              The moon maidens are dressed in a long white kimono-esque jacket, with a golden 

and purple obi, to which a sheer purple piece of fabric is attached. The moon maidens have a 

golden band tied around their head. ‘Pure’ and ‘heaven’ is brought to mind with the colour 

white, and in combination with the purple the moon maidens appear godly. Their prop is a 

wooden flute. Along with the kagurasuzu bells, the flutes were used for this festival’s 

performances exclusively .       
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              All dancers wear the same indigo blue hakama pants with white jikatabi shoes.    

At around 02:50 of the performance, the bamboo girls and suitors pull off the first layer of 

their costume, revealing a white and blue happi coat with golden and orange details 

underneath. The collar of the happi is not of regular square cut, but in a convex shape that 

creates the illusion that all dancers have a half moon on their chest. The sparkling of the gold 

and orange in combination with white and blue is to represent the moon in the night sky.
255

  

              Yayoi also uses three backdrops, two portraying a hill under a night sky, with the 

additional third one portraying the hill with a shining full moon, this showing up at the 

climax of the performance. Additionally, purple and red fabric is used in the finale, pulled 

from the princess’ body.      

              It would not be a yosakoi performance if there were no naruko involved. The 

bamboo girls and male suitors hold wooden katamen naruko (single-sided naruko) 

throughout the performance. However, they are mostly used during the first half of the 

performance. After the costume change, several dancers are “closing” their naruko, meaning 

they are covering the castanet part with their fingers. Doing this prevents the naruko from 

making a sound.   

 

6.2.2 Kaguya  

Kaguya is divided into three groups based on costume. Their colour palette is red, blue, light 

green, black, grey and white with golden and brown details. I will call these groups 

“Princesses”, “bamboo male” and “the clouds”.  

             The Princesses are wearing red kimono with medium long sleeves, with blue and 

golden details. The obi is black and purple with a golden floral pattern and has a big bow on 

the front. On the right sleeve of the kimono is the team’s official logo printed in white. The 

props used by the Princesses are a blue, black and golden sensu fans and the top front dancer 

uses a purple wagasa umbrella.    

             The bamboo male dancers are wearing a knee length, light lime green kimono with a 

blue obi, with a double hirao-no-tare in blue and brown wavy patterns. The bamboo males 

wear black sarrouel trousers, with matching green strings tied around their calves. The 
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Kaguya team logo is printed on their right shoulder. The bamboo dancers are dancing with a 

black and white sensu.  

              The cloud dancers are wearing a simple grey happi, with a black tank top tucked 

into the same black trousers as the bamboo dancers. Instead of an obi, they have a white 

cloth wrapped around their waist. The team logo is printed on the back of their happi 

together with abstract calligraphy. Considering the fluid calligraphy style of their logo, the 

calligraphy could possibly be read as Kaguya (かぐや). The cloud dancers are using naruko 

throughout the whole performance. Four of the dancers have a ko-tsuzumi drum tied to their 

belt which they use in the middle of the performance. All dancers are wearing white jikatabi 

shoes.   

                 

 

6.2.3 Honiya  

Honiya’s performance uses four costumes for this performance. The colour scheme is yellow, 

different shades of blue, white and red details.  

             The female dancers’ costumes are identical apart from them being divided into two 

groups, blue and yellow. I will call these the moon group and the water group. The females 

of the moon group are wearing a short yellow happi over a white undergarment with red 

lining. The sleeves of the happi are two layered: inside the sleeve is an extra layer of white 

fabric sewn into it the yellow happi, which shave a concave cut, creating the shape of a half 

moon. On the left chest there is a small moon symbol, and the letters ほにや (Honiya) in 

white spelt out vertically. The obi is red with a floral pattern and a yellow obijime tied 

around the obi. Attached to the undergarment is a soft yellow rectangular apron which sticks 

out under the obi. The apron has two pockets at the front for the naruko. The water group’s 

costumes are identical to the moon group’s, except that their happi is admiral blue, the obi is 

azure blue with red flower details and the apron goes in a sky blue shade.   

              Around their head, the females have a headdress, in matching colour scheme as the 

apron. The hair is pulled back and tied in either ponytails or buns. Their eye make-up is 

subtle with bright red lipstick. The females all wear white straight cut trousers.  

              The male costume consists of a silver happi, with a white vest with red lining on top. 
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The letters Honiya are spelt out on the stomach, and above the letters is a small crescent 

moon. Matched with the vest is an obi in the same pattern as the females’ headdresses. The 

trousers of the male dancers are a midnight dark blue colour and tied around their head is a 

blue and white striped hachimaki.  

              Four male dancers are flag handlers and have their own costume. The flag handlers 

costume is a sleeveless tank top in white with blue and red details. The long sleeves of a 

happi would be inconvenient when handling the flag. Similar to the male costume, the letters 

of Honiya is spelt out in the middle of the tanktop with a moon detail above. The yellow and 

blue striped obi connects with the female dancer’s costume. The flag handlers have a koshi 

manto, a mantle wrapped around their waist, in white with black and a water motive on. This 

mantle brings an extra dynamic when turning with the flag. Looking at Honiya’s other 

performances, the flag handlers always receive their own costume, with some kind of koshi 

manto tied around their waist.
256

 

           The dancers are wearing zōri sandals; the females have white tabi socks, while the 

male dancers have black. The flag handlers however are wearing white jikatabi shoes, most 

likely for practical reasons.           

              As Honiya is a team from Kochi, naruko are used actively throughout almost the 

whole performance. The moon group’s naruko are golden and the water group’s naruko are 

silver. The naruko being used are of ryōmen (double-sided) type which is, in my experience, 

more frequently used at Yosakoi Matsuri in comparison to other festivals. Eight of the male 

dancers are holding aqua blue lanterns instead of naruko.   

              For the stage version of this performance, sensu and wa-gasa umbrellas are being 

utilized, but as I have been studying the parade version, I will not count these in the 

concluding discussion.    

 

6.2.4 Concluding Remarks  

All of the groups have several costumes, based on either gender or “character” of the story. 

Kaguya and Yayoi have both used almost an identical colour palette. Princess Kaguya is 

wearing a red kimono with golden details and a big bow in both versions and the dancers 
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representing bamboo is light green. As their stories have different approaches, Kaguya have 

“clouds” instead of moon maidens. Yayoi is also the only group of the three utilizing 

costume change. Honiya have had costume changes (2007, 2010, 2013) but since there is 

little to almost no time between  the parade performances at Yosakoi Matsuri (the music is 

repeated immediately) there is no time to get dressed again, thus costume changes are best fit 

for a stage performance. The dancers do not have to think about the next performance as in a 

parade.
257

 

              All teams have traditional clothing inspired forms for their costumes; Yayoi taking 

inspiration from Heian period. However, as yosakoi is a modern dance, it is unlikely that 

Yayoi is striving for complete accuracy. Instead it is like an Easter egg for the one familiar 

with costumes and colours used during the Heian period.  

              Kaguya’s and Yayoi’s Princess dancers are both dancing with sensu. Sensu, or ōgi 

fans are often used in Nihon buyō, traditional Japanese dancing or kabuki.
258

 

              Based on costumes only, it is not easy to pinpoint from what year these 

performances could be from. Honiya have created their own trademark with their colourful 

costumes, since 2002 the females are most often dressed in two colours, and a more subtle 

coloured costume for the male dancers. Honiya also often reuse their designs; the striped obi 

of the flag handlers was also used in 2002, 2006 and 2008 but in different colours.
259

 As 

yosakoi is constantly changing, with new performances and concepts every year, it can be 

reassuring for fans to know that some aspects will remain. It is also a tradition.  

              

6.3 Aural Aspects  

This chapter will look at the aural aspects of yosakoi. In the yosakoi community, music can 

either be created by the teams themselves or by a professional composer. Creating music by 

oneself saves the team a lot of money since having a professionally composed yosakoi song 

can be quite expensive for teams on a budget. The price range for one song starts at 100,000 
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yen and can go up to over 300,000 yen (approximately 1000-3000 euro).
260

 

              In order to make it easier for the audience to follow, an MC will stand on the side of 

the stage and aid in telling the story. In theatre context, a storyteller’s single purpose is to tell 

the story through language.
261

 The term MC stand for Master of Ceremonies, and in the 

yosakoi world it has become equivalent of the person saying pre-decided lines and shouting 

the kakegoe together with the dancers. This person is also sometimes referred to as aori, 

deriving from the verb aoru, which means “to induce”.
262

 As the teams I have danced 

together with use “MC”, I will stick with this term. In the case of teams with a small amount 

of member, MC and kakegoe can be recorded on top of the music.   

              In this category, the music, songs, kakegoe and the use of MC will be discussed.  

 

6.3.1 Yayoi  

Yayoi’s performance can be divided into nine parts musically. The first part, before the 

music actually starts, is the MC’s line “The beautiful princess holds him dearer than the 

moon. And her name is...”.  The music starts with the sound of a bell. In the foreground, 

eight of the “bamboo girls” hold an instrument called kagurasuzu, kagura bells. These are 

sometimes used by the shrine maidens when performing kagura dances at shrines, or as a 

ritual article. As the clapping of a hyōshigi, wooden clapper, intensifies, the MC yells out 

“Nayotake-no-Kaguya Hime” and a last clap from the hyōgishi marks the entrance of the 

princess, bringing thoughts to the opening sequence of a kabuki performance.  

              For the next part, the dance focus on Princess Kaguya. A pre-recorded female 

singer’s voice starts at 0:38. The lyrics of the song go:  
  

                Nagoya bayashi de yossa yossa  

                This is a story from long ago 

                Guided by the moonlight  

                Two destinies become one.
263
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The tune for this part is inspired by a bon-odori song called “Nagoya Bayashi”. With this 

tune, Yayoi have incorporated a local folksong into their performance, which is one of the 

main rules at many yosakoi festivals. The lyrics tell the spectator that this is not the 

“ordinary” story of Princess Kaguya that will be told but the focus lies on the love story 

between Princess Kaguya and her lover, the Emperor. The music for this part is serene, so as 

to show off the beauty of the princess. The main instruments used are wind chimes and the 

zither koto.  

              At 1:05, the music changes to a beat-driven, computer-generated tune. The MC here 

goes “Come, let’s go now with our heads held high”, marking the entrance of all the male 

dancers. The MC continues “She brings light to this fleeting world. There is not one that does 

not know her name.” The drums intensify and build up a small climax and the MC says 

“You who are lost, now, come stay by my side”. As this part have the male suitors in focus, I 

interpret that this line is spoken from the suitors’ point of view.  

              The next part changes into a very beat-driven melody, with a modern touch: the 

instruments used are not traditional but computer generated instrumental orchestra. 

Following the last line of the MC, this is the part where the suitors try to pursue the princess. 

The MC calls out sōkyamo sōkyamo nadeyāmo and the dancers answer “ikyasuka okyasuka 

dōshiyasu”. These lines come from a folk song called “Nagoya Meibutsu”.
264

 As a team 

from Nagoya, Yayoi have been using these lines in three of their performances as a way to 

promote their hometown.      

              At 1:53, the music changes character again, the use of a more aggressive drum and a 

high-pitch flute plays a fidgety melody. The MC recites “On the behest of the moon, the 

emissaries set foot on Earth.” The high pitched flute changes to a shakuhachi which plays a 

celestial melody and the moon maidens make their first entrance, all of them playing a flute. 

This melody represents the moon maidens, as it will return later when the moon maidens are 

in focus.   

             The MC says “Looking up, I feel empty. To the celestial city she returns.”
265

 I have 

interpreted this line as it was spoken by the Emperor, however since this line does not have a 
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subject it could also be interpreted as spoken by Princess Kaguya herself. The verb aogu (仰

ぐ) means “to look up”, for example at the sky, but also “to look up to someone.” While 

Princess Kaguya is reluctant on leaving, the moon maidens stand above her in terms of status, 

meaning when she looks up at them she understands they have come to bring her back. As 

Princess Kaguya was about to take her last breath on Earth, the music comes to a complete 

stop at 02:32.  

              The following part features the female singer once again. The lyrics of the song for 

this part go:  
  

              Guided by the faraway moon  

                The princess leaves together with the moonlight  

                You will live for an eternity.  

 

The melody and arrangement for this part is very melancholic as Princess Kaguya has left 

Earth and her lover. This part works as a bridge for the forthcoming climax of the 

performance, indicated by the heavy drum hitting on every beat, followed by a build-up 

using a snare drum.  

               For the next part, the melody is repeated, however accompanied by a drumbeat 

making this part very energetic. This part also includes a song sung by the female voice:  
    

                Far behind the full moon  

                Love is awakening   

                This night we will dance here  

                In my heart this once in a life time meeting will remain.  
 

Princess Kaguya and the Emperor may have been separated but they will never forget the 

feelings they had for each other. Once again, before entering the next part, a build up with a 

snare drum can be heard.   

             At 02:50, the moon maidens’ melody can be heard again as they make their entrance 

to the centre of the stage. The female vocalist sings:   
 

              We were born and live in different places but  

                Our hearts feel the same.  

 

The lyrics for this part could represent the feelings of Princess Kaguya and the Emperor, but 
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the preceded line “here we are in this moment together (with friends)” spoken by the MC, 

opens up for interpretation that these words actually are aimed at the audience and speak of 

the dancers feeling towards the audience. We may have different backgrounds but through 

dance our hearts beats as one.  

              For the final part, a marching drum beats the rhythm and the shakuhachi carries the 

melody, which is a continuation of the celestial melody from previous parts. The final words 

by the MC go “Our scattered destinies, For one moment we met, Beneath the moon, Let my 

feelings reach beyond the full moon”.
266

 Again, this line does not have a clear subject but I 

interpret that these words are spoken by the Emperor being left behind on Earth. In 

accordance to the original story, he swears to never forget Princess Kaguya.  

              Yayoi uses kakegoe throughout the entire performance. The most frequently used 

are sā, sei ha, sa sa sa sa, yōh, yoissho sore and dossei. These words have no clear meaning 

in themselves, but as explained above, they function as an encouragement while dancing and 

to liven up the performance.  

              The computer generated drum beat combined with the traditional instruments 

creates a potpourri of modern and traditional.   

               

6.3.2 Kaguya  

I have identified eight musical parts in Kaguya’s performance. As the MC presents the title 

of the performance, the dancers take their starting positions. Instead of standing still, the 

cloud group is bobbing their bodies slightly up and down to create a flowy effect.  

              The music starts with a synthesized sound to create a mystical atmosphere, 

accompanied by the beating of a heavy taiko drum, which steadily increases from hitting on 

every first count to seventh and first. A pre-recorded male voice welcomes the spectators to 

Kaguya’s world, “A story passed through times A miracle of the moon. The white clouds are 

chasing away the darkness […] Tonight I invite you to the world of Kaguya ”. As their team 

name is Kaguya, this can be interpreted both as a welcoming to the story of Kaguya or to the 

performance of the yosakoi team Kaguya. 
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             There is no sharp contrast between the intro and following part, however, the 

instrumentalization changes to a soft shakuhachi in combination with a bell and heavy taiko. 

The melody is an rearrangement of the bon odori song “Tokyo Ondo”, which teams are 

required to have in the music for Fukuro Matsuri, which the chosen performance is held at.  

             The music slows down and with the last note of the shakuhachi fading into the next 

part, the beat picks up a rhythm with a clear eight set beat. The beat is played by a shamisen 

with accents of a kotsuzumi drum, creating a dance-friendly beat. The melody is still carried 

by the shakuhachi. During this part the cloud dancers bring out their kotsuzumi drums and 

kakegoe are uttered by the dancers for the first time. The kakegoe are sa, sei yasa, yōh and 

seiha. Some of the kakegoe are pre-recorded onto the music track.  

              At 01:45, the music comes to a complete stop, marking the entrance of the 

Princesses. This part features live singing of the two female vocalists Nutmeg accompanied 

by the elegant sound of a koto. The lyrics go:   
 

              Adorned in a golden light  

                Tonight she ascends  

                The avatar of the moon  
 

A Western drum set beat sets in and the music takes a turn for a modern ballad with 

traditional Japanese instruments koto and shamisen accompanying the serene vocals.  

The songs continues with the vocalists singing in polyphony  
 

              Emptiness is submerging this fleeting world 

                Tears are falling for this silently swaying affection 

                A momentary once-in-a-life-time meeting  

                I am now dancing with the moon 

 

As Princess Kaguya is the only character that is able to feel in this performance, these 

emotions are interpreted as hers. She feels sorrowful that she is forced to leave so soon. 

The music once again comes to a complete stop with only a soft wind chime and a jingling 

bell is playing and the vocalists sing together:   
 

               Like bubbles on the water surface 

               Time is fading away  
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The next part is a repetition from the previous, with the same melody and steady drumbeat. 

The vocalists are once again singing in polyphony:  
 

              

              The world I yearn for is tinted     

               I surrender to this unfulfilled dream and pray to eternity 

               Between the glowing white clouds  

               A moonlit stage is seen  

 

Princess Kaguya is crying for the people on Earth and that she can never be a part of their 

world. Her feelings may never reach them but she is always watching them from the moon.  

              For the final part, the drums once again come to a stop, the instruments slowly fades 

away. Accompanied to Nutmeg’s last lyrics “A fading dream” only a synthesized choir can 

be heeded. As the last note fades out, the performance ends with one last drum beat, 

sounding like glass is being crushed.  

              In comparison to Yayoi, Kaguya’s MC standing behind the stage does not fulfill 

much of a function other than presenting the title of performance, as the narrative of the 

story is mostly told by lyrics of the music than through a storyteller. The overall structure is 

smooth with no drastic changes in atmosphere of the music.       

              

6.3.3 Honiya  

I have divided the music of Honiya’s performance into ten parts, based on the structure of 

the music. The intro starts with a synthesized music pad to create a magical atmosphere, like 

moonlight hitting the water surface. The koto emphasize this image with its whimsical 

plucking sound.  

              The koto continues to carry the melody in the next part, however accompanied by a 

modern drumbeat. The MC riding on top of the jikatasha is cheering on the dancers with the 

kakegoe soya, on every second eight count. The members do not say the kakegoe together 

with the MC. Naruko are used frequently. The whimsical melody of the koto continues until 

the next part when the song comes in. The singer is standing on top of the jikatasha in front 

of the parade, performing the song live. The first verse goes  
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                A thousand year old 

                Water drop of the moon   

                Has passed on and on   

                So beloved  

 

While not mentioning Princess Kaguya’s name directly, the song talks about a thousand year 

water drop. I interpret that “water drop” is a metaphor for Princess Kaguya and her sorrow of 

having to leave the Earth. Her story has been passed on to generations and is still loved 

today, after so many years.  

             For the next part, the dancers put away their naruko and the music takes on a 

modern turn with a rough electric guitar carrying the melody with a steady beat with claps 

on every fourth beat. As the dancers do not have naruko in their hands anymore, the dancers 

clap along to the music. The kakegoe used in this part is yossha.  

              The music changes character, and the next part features the first verse of “Yosakoi-

bushi”. As a powerhouse team of Kochi, Honiya always dedicate one part of their music to 

“Yosakoi-bushi”. Even though the naruko are put away, it is as the dancer are still using 

them as they sing along to famous lyrics.
267

  

             The following part is a bridge between the “Yosakoi-bushi” part and the next verse 

of the song. It is dominated by a shrill flute, heavy taiko drums, cymbals and the synthesized 

music pad used in the intro part. The dancers also pick up their naruko again. The song 

continues with the words:  

 

               The moon shrouded in mystery  

               Rocks the golden boat from side to side   

               The moonlight dances on the waves  

               My dream is summoned  

               By the distant faraway 

                

I interpret this as the moon representing Princess Kaguya and that her mysterious beauty 

makes the nobles of Earth fawn over her. However Princess Kaguya dances with the 

“waves”. I do not believe ‘wave’ refers to the Emperor or another human being, but Princess 
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Kaguya’s affection for Earth itself. But she has to return to the moon, and her dream of 

staying on Earth cannot be answered. The following lyrics goes:  
 

                Now it is clear  

                The consequence of dreaming 

                Time flees far away into the distance  

 

Princess Kaguya’s dream of staying on Earth will never be fulfilled as she is bound to spend 

an eternity on the moon, looking down on the Earth she longs for.   

               The following part is Honiya’s original tune which has been featured in every 

Honiya performance since earliest 1998. The lyrics are simply “Honiya, Honiya, Honiya 

Yosakoi Honiya Yosakoi Why don’t you dance?”,  taking influences from Awa Odori and 

their famous lyrics (see chapter 3.2.3.1).
268

   

             The final part has yet again the whimsical koto and shamisen playing the melody, 

accompanied by computer-generated orchestral hits and synth influences. In this part, 

kakegoe are yet again uttered frequently; yossa, sa sa sa sa and sore sore being the most 

used.  

              In conclusion, the Japanese synth pop vibe in Honiya’s music is prominent and is 

part of its charm. The modern synth combined with the traditional instruments creates a 

sound typical of Honiya. 

 

6.3.4 Concluding Remarks   

In terms of music, all three performances are divided into several parts to tell their Princess 

Kaguya story. While Yayoi is quite literal and an obvious storyline, Honiya’s story is very 

abstract and is open for limitless interpretation. Kaguya falls somewhere in between Yayoi 

and Honiya. 

              In order to tell their story, Yayoi utilizes both the spoken word and lyrics of the 

music while Kaguya are relying mostly on the lyrics of the singers, with only the 

introduction part having spoken lines. In contrast, Honiya have no MC lines whatsoever but 

relies completely on the lyrics.   
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              The music used by all teams have at some point a steady eight-set beat, thus making 

it easy for the spectators to clap along. Another invitation to the audience has Honiya created 

by always incorporating their original Honiya tune in the music, thus creating their a 

tradition of their own.  

              However used first in 2014, the “sōkyamo sōkyamo nadeyāmo” part in Yayoi’s 

performance could also very well be on its way of becoming a tradition of Yayoi.  

              That this was Kaguya’s first original dance makes it difficult to say what would 

become their tradition. However, having a look at their following dances, the line “Tonight, I 

invite you to the world of Kaguya” has been used in the intro part. 

             The stories told by the three groups are each telling the story of Princess Kaguya but 

with different approaches, however the lyrics of the song have a couple of common words or 

phrases. As Princess Kaguya is a princess of the moon, the words ‘moon’ and ‘moonlight’ 

are used by all teams. While using different wording, the lyrics all speak of the fleeting 

world and momentary time, expressing Princess Kaguya’s feelings towards her faith of 

having to leave the Earth.  

              Kaguya and Yayoi both convey the feeling of “once in a lifetime”. Looking at the 

lyrics below, they are strikingly similar 

 

                                  Yayoi                                                         Kaguya                                                             

                This night we will dance here                   A momentary once-in-a-life-time meeting      

                In my heart this once in a life                    I am now dancing with the moon                     

                time meeting will remain.  

                                                                                  

Another similarity is all teams use phrases that express ‘eternity’ and ‘a story passed through 

times.’  In terms of music, one defining factor that these performances are yosakoi is the use 

of folk songs. As these three teams are from different part of Japan, they use a folksong from 

their hometown. As a team with Yosakoi Matsuri as their main festival, Honiya is required 

to incorporate “Yosakoi-bushi” in their song.  

                The traditional Japanese instruments used by all teams have been koto, shamisen, 

bells, taiko drum and shakuhachi. All three teams have a modern touch to the music; the mix 

of modern and traditional is what yosakoi festivals has become. However, in my own 
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opinion, both Kaguya and Yayoi are going for the traditional sound more than Honiya. 

Yosakoi is a Japanese dance, thus extracting elements of traditional Japanese music and 

performing arts could be a way of showing that yosakoi dancers are taking their dancing as 

serious as any traditonal arts performer.   

              Another important factor that makes these performances yosakoi are the use of 

naruko. Each team have their own way of using naruko; Honiya use them throughout almost 

the entire performance while Kaguya let one group be responsible for naruko. As mentioned 

above, Yayoi’s use of naruko is notable in the first half of the performance. The fact that all 

these teams are holding naruko makes it automatically a yosakoi performance. May it be 

whatever genre, if the dancers are holding naruko in their hands, one will naturally accepts it 

as yosakoi.
269

  

 

6.4 Settings  

As mentioned previously, these three particular performances were chosen because of their 

contrasting setting. Adshead writes that a place can be of significance to the dance and that 

contemporary dance may take place in unusual places, such as car parks or shopping malls. I 

would like to argue that yosakoi dancers are able to adapt to almost any stage they are asked 

to dance at.  

            Yayoi’s performance takes place at the Kaji-machi Yamaha Mae Stage, a short walk 

from Hamamatsu station. This stage functions as the main stage for Hamamatsu Ganko 

Matsuri and is built by volunteering dancers on the same morning the finale is held. What 

makes this stage particularly special is that it features a hanamichi, a passageway between 

the elevated stage and the front stage. To my knowledge, this is the only stage in the yosakoi 

community of this kind. Teams that participate in Hamamatsu Ganko Matsuri are aware of 

this hanamichi stage and make impromptu changes to their routine to fit the stage. Yayoi 

decided to split the dancers of the bamboo girls and male suitors, so half of the members 

dance on top of the stage and the other half in the front. Normally, all the male suitors would 

be hiding behind the backdrop until time for their first entrance. Yayoi does not use the 

hanamichi significantly, except at 2:10, when the male suitors with white wagasa umbrellas 
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squat at the edges of the hanamichi to create a heavenly path for the moon maidens.  

            Kaguya’s performance takes place in the middle of Tokyo, at Ikebukuro West Gate 

Park, about one hundred meters from Ikebukuro station. This stage is interesting in the sense 

that it is actually a circular square, with audience surrounding almost the entire stage. This 

stage creates the opportunity for dancers to change their routine to appeal to the spectators 

present on every side. However, as mentioned above, yosakoi dances often have 

choreography with the back to the spectator. If a spectator were to stand behind the dancers, 

they would be able to enjoy that brief part from a different angle than the spectators sitting in 

the front row.  

              Honiya’s performance takes place at the Ōtesuji honbu kyōenjo venue, close to 

Kochi Castle. This is one of the main stages for Yosakoi Matsuri; this is the shinsa kaijō 

from where the winner of the grand prix will be decided. Television broadcasting is also 

done from this stage. Ōtesuji honbu kyōenjo has an entrance fee for places with the best 

views.
270

 The course of the parade is about 350 meters, meaning that teams are required to 

dance their routine at least three times in order to complete this stage.  

              What makes a parade stage special is that the audience is very close but there is not 

a lot of contact between the dancers and the spectators as the dancers are required to move 

forward. However, I would argue this is also the charm of the parade stage; one could spot a 

dancer, take a liking to him or her, and in order to see this dancer again, one would have to 

go and see the team’s next performance at a different stage. The spectator thus becomes part 

of the yosakoi chasing game. According to my own experience of parade dancing, the 

fleeting moment when one actually manages to make eye contact with someone in the 

audience feels more special than dancing in front of the same audience throughout the whole 

performance.    

               As mentioned previously, parade choreography requires physical strength in order 

to complete a parade course, as the dance routine is repeated several times. The dancers in 

the front of the parade need to be able to pull the members with them, thus dancers with 

leader qualities are often in the front. In her autobiography “Yosakoi Tamashii – Odoreba 

Yume wa Kanau”, Sentani Chisato writes that it is not because a dancer is bad that he or she 
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is put in the very back of the parade, but someone who can keep going without losing spirit, 

even though being in the back.
271

 

 

 

6.4.1 Stage Manners  

Okazaki Naoharu argues in his book “Yosakoi ha Yosakoi Jaki” that the “festival” part of 

yosakoi is being forgotten and the change from festival to commercial event is more evident 

than before. The moment the dancers lower their heads and thank the spectators for watching 

their performance means the spectators are no longer spectators but have become an 

audience.
272

 

              However, the transition from spectator to audience indicates that pressure is now 

put on the dancers to perform. As Schechner said, to perform is to do something up to a 

standard. The yosakoi performers are thus put in a tricky situation when having an audience 

in front of them; they now perform not because they do it for themselves or because there are 

by-passing spectators but because there is an audience, expecting something from them. 

Kaguya and Yayoi are well aware of their audience, since they bow and thank the spectators 

for watching their performance.  

              As discussed by Haga Manabu, in 2007, one reason the Sapporo citizens did not 

like YOSAKOI Soran Matsuri was because the dancers allegedly had bad attitudes and were 

behaving rudely. Looking at Honiya’s performance from 2004 at Super Yosakoi Matsuri in 

Tokyo, after the performance is finished, the dancers lower their heads ever so slightly 

before leaving the stage without thanking the spectators.
273

  

             Having entered the yosakoi community in a time where manners are so important, I 

myself found it slightly shocking to see that no ‘thank you’s’ were uttered by the dancers. At 

today’s yosakoi festivals and events, manners are highly valued, and it is repeated several 

times during breaks that dancers need to be aware of their surroundings and not be a 

nuisance non-particpants of the festival.      
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                                      7. Conclusions  

 

As mentioned in the very beginning of this paper, the simple way of defining yosakoi dance 

would be to call it a hybrid of traditional festival and modern dance. Having looked at three 

yosakoi performances with the theme of Princess Kaguya from 2004, 2012 and 2015, I 

would like to argue that this definition is still applicable, however the traditional aspects are 

becoming overshadowed by the modern aspects.    

              Based on these three performances, it is clear that yosakoi performances are divided 

into parts, based on costume, music and choreography. The atmosphere between the 

different parts can be quite contrasting. Of course, contrasting music is not something unique 

to yosakoi, but the sudden change in music and dance style in the same performance is a 

defining factor of what a yosakoi performance is. It is also an effective method of story-

telling, as different styles of music and choreography helps setting the mood needed for 

different parts of the story.  

              Through the analysis, it becomes clear that the three teams all chose different 

approaches to telling the story of Princess Kaguya. Yayoi’s performance had the most clear 

narrative with defined characters (Princess, bamboo, Emperor, moon maidens). Kaguya also 

had defined characters (Princess, bamboo and clouds) but their narrative was focusing on the 

princess’ emotions, while Honiya’s performance on the other hand was very abstract. As 

these are the characteristics of each team, I would even dare to say it would be discomforting 

seeing Honiya try to do something similar to Yayoi’s performance, since it would go against 

their style and aesthetic. Yosakoi teams thus develop their own performance style, in terms 

of both choreography and music.  

              Looking at the overall structure of the three performances, the performance and 

style is different but through the analysis, the common components becomes quite vivid. Not 

only the use of similiar colour palette for the costumes, props and similiar instruments used 

in the music but all three teams utilize tairetsuidō of some kind and even similiar 

choreography, e.g. Kaguya’s and Yayoi’s circular formation around the princess. Song is 

also an important factor used in all three performance: the lyrics aid in telling the narrative. 

Yayoi though is the only team that make the most of their MC, his lines also being an 
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important part of telling the story. Kakegoe are most commonly used by Yayoi but is not 

absent from the other two performances. While all teams have colour coordinated costumes, 

Yayoi is the only team to do ishō-gae.  

             The age of the dancers of these three groups are ranging from small children 

(Honiya) to university students (Yayoi) and middle-aged dancers (Kaguya) to madames. Age 

and dance experience does not matter when it comes to yosakoi.      

              As yosakoi festivals started emerging all over the country, incorportating a folksong 

from one’s hometown has become a standard rule for yosakoi festivals. However, yosakoi 

teams have taken the promotion of their hometown even more seriously in recent years; both 

Honiya and Yayoi are for example using dialect in their performance to promote their 

hometown.  

              Based on these three performances only, one can pinpoint that over the years, the 

performances have become more flashy and explosive. Yosakoi dancers give their 

everything  at each performance, whatever stage they are dancing on. However, in order to 

further pinpoint exactly how yosakoi performances have changed over the years, one would 

have to go further back in time and study performances from before the big changes in the 

70s and 80s. Looking at only three performances is only scratching on the surface however, I 

would like to argue however, that there is one change that is obvious from these 

performances.  

              As previously mentioned, Okazaki believes that the “festival” aspects of yosakoi are 

being forgotten, because dancers have become aware of their audience and yosakoi festivals 

are becoming events. Sentani on the other hand wrote that festivals are a place for dancers to 

let out their supressed feelings without holding back. One could thus say that there are two 

opposing polar here; yosakoi festivals could strive to become a matsuri, where the border 

between participants are more diffuse, dancers and spectators are “equals” but at the cost of 

the dancers getting called out for having bad attitudes. The other option would be having 

proper manners and letting the yosakoi teams do their dances how they wish but at the cost 

of the traditional matsuri atmosphere.  

              Michinoku Yosakoi Matsuri in Sendai gives yosakoi teams extra points for having 

good manners, this including proper greeting and thanking the spectators/audience after the 
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performance is over. Because yosakoi dancers were regarded as rude and having a high-and-

mighty attitude, I believe that good manners are one of the biggest changes noticeably over 

the short time-span from 2004 until 2016. This indicates also that yosakoi dancers are very 

much aware that they are dancing in front of a audience, who are expecting something of 

from the performance. Arguably, one reason could also be that yosakoi dancers perform in 

order to win the grand prix, However, for example in the case of YOSAKOI Soran Matsuri, 

the fate of who wins is partly in the hands of the spectator as the team who manages to move 

the audience most emotionally is crowned winner.    

             Because no yosakoi performance is the same, and performances are constantly 

changing, yosakoi stands in front of a challenge if it wishes to become a part of the Japanese 

folk performing arts. As mentioned above, yosakoi performance derive inspiration from 

local festivals (like Inuyama based team Jō, see chapter 4.2) elements from their hometown 

or traditional folk performing arts. Yosakoi could hypothetically be classified as katarimono, 

since many yosakoi performances have an MC that tell a story, Yayoi’s performance being a 

prime example. In accordance to the already existing categories of Japanese folk performing 

arts (see chapter 3.2), yosakoi would most likely to fall under the furyū category, as lavish 

costumes, various props and dancing in groups are the trademark for furyū. The factor that 

brings all yosakoi performances together is the use of  naruko and incorporating a folk song 

in the music. If these two are present in the performance, anything can be passed as a 

yosakoi performance. Only time will tell if yosakoi can become part of the Japanese folk 

performing arts.    

 

7.1 Concluding remarks  

With this paper I hope to have contributed to the field of Japanese traditional folk 

performing arts and Japanese culture studies, in which yosakoi is still but a summer child. At 

the time of writing, this paper is the first comprehensive introductionary text about yosakoi 

in English. Hopefully, this paper will be a springboard to open up the interest for yosakoi as 

an academic subject. 

              As yosakoi is a constantly changing festival, that now even has started to spread 

outside of Japan, looking at yosakoi from a local, national and global perspective could 
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certainly evoke interesting discussions. Yosakoi being of Japanese origin, teams outside of 

Japan stand before the dilemma if they should strive for a “Japan-esque” dance. Or, should 

they promote their own country through their performance, as this is what makes a yosakoi 

performance yosakoi. One could contrast this to the practice of Japanese martial arts in 

foreign countries. I had the opportunity of practising kyūdō with Stockholm based Kenshō 

Kyūdō Kai, and they were keen on that the Japanese traditions of kyūdō should be respected 

in the dōjō. How yosakoi teams outside Japan will approach this dilemma will be an 

interesting discussion as new winds are blowing in the yosakoi community. In spring 2016, a 

yosakoi team with members from Europe was created over the internet, with the aim of 

participating in Yosakoi Matsuri in 2017. This yosakoi team is the first of its kind, with 

members from different countries coming together.  

              However, as one team is created, another team might dissolve. The yosakoi team 

Kaguya, who was part of the analysis for this paper announced on their Facebook page in 

July 2016 that they will stop their activities in November the same year. Kaguya will return 

to the moon but will be remembered due to the wonders of social networks, which is a 

special part of the yosakoi community. 
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                                                       Summary   

 

This paper set out to give a comprehensive overlook of the phenomenon of yosakoi, 

discussed from four different aspects: festival, dance style, competition and community. A 

discussion about the traditional festivals and folk performing arts of Japan was carried out 

early on in the paper, in order to contrast them to the yosakoi festival.  

              The research questions were: “how do three yosakoi performances tell the story of 

Princess Kaguya?”, “what are the common components of the performance and where to 

they differ?” and “what makes these performances yosakoi?”. A brief introduction to the 

story of Princess Kaguya was added in order to help the reader unfamiliar with the story.  

              Through the analysis, it became clear that yosakoi takes inspiration from traditional 

performing arts when creating their dance routines. In conclusion, the mix of modern and 

traditional is striking, and is a defining factor of what yosakoi dance is. While all of the three 

performances were telling the story of Princess Kaguya, some similarities could be 

distinguished, like the choice of colours, song lyrics and dance formation, but the way each 

team told the story would differ.  Another important factor that defines a yosakoi 

performances is the use of naruko and adding a folk song in their music, as these are part of 

the official rules set by the yosakoi festival.   
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ソーラン祭りって？YOSAKOIソーラン祭りの歩み  (YOSAKOI Sōran Matsuri tte? 

YOSAKOI Sōran Matsuri no ayumi) 

http://www.yosakoi-soran.jp/about_01.html 

 

YOSAKOI Soran Matsuri Official Homepage. 

“What is YOSAKOI Soran Matsuri?: About judging” YOSAKOIソーラン祭りって？審査につ

いて (YOSAKOI Sōran Matsuri tte? Shinsa ni tsuite) 

http://www.yosakoi-soran.jp/about_03.html 

 

YOSAKOI Soran Matsuri Official Homepage. 

“2009 YOSAKOI Soran Matsuri participant’s forum: about judging” ２００９ ＹＯＳＡＫＯ

Ｉソーラン祭り参加者フォーラム審査について (2009 YOSAKOI Sōran Matsuri Sankasha 

fōramu: shinsa ni tsuite) 

https://www.yosakoi-soran.jp/files/news/file01/13.pdf 

 

YOSAKOI Soran Matsuri Official Homepage. 

“Recruiting! We are recruiting citizen judging members from the whole country!【募集！】

市民審査員を全国から募集します！(Boshū! Shimin shinsain o zenkoku kara boshū shimasu!) 

http://www.yosakoimusic.com/price.html
http://www.yosakoi.com/P_2004/P_html/Gallery2004-j.html
http://www.yosakoi-soran.jp/about_01.html
http://www.yosakoi-soran.jp/about_03.html
https://www.yosakoi-soran.jp/files/news/file01/13.pdf


 

101 

 

http://www.yosakoi-soran.jp/news/view/637 

 

YOSAKOI Soran Matsuri Official Homepage. 

“YOSAKOI Soran Matsuri Introduction pamphlet in English”  

http://www.yosakoi-soran.jp/pdf/yosakoi_A3_en.pdf 

 

Youtube: にっぽんど真ん中祭り Nippon Domanna Matsuri (uploaded on 30 August 2015) 

”Winner of the 17th Nippon Domanna Matsuri Jō” 第 17回にっぽんど真ん中祭り 大賞 笑゛

(Dai 17 kai Nippon Domanna Matsuri taishō Jō) 

https://www.youtube.com/watch?v=9VeSR33lEpM 

 

Youtube: 2007suc (uploaded on 29 April 2014)  

The 35th Yosakoi Matsuri 1988, August 10th 1988年 第 35回よさこい祭り 8月 10日 

(1988nen dai 35 kai Yosakoi Matsuri hachigatsu tōka)  

https://www.youtube.com/watch?v=fJT4iPpeoAQ 

 

Youtube: 春秋織音 Junshū Orion (uploaded on 8 June 2016)  

“The 25th YOSAKOI Soran Matsuri 2016 Ōdori 8 chōme stage performance by THE★

Hokkaido Iryō Daigaku” 第２５回よさこいソーラン祭り２０１６、６、８大通り西８丁目

ステージ演舞ＴＨＥ★北海道医療大学 (Dai 25 kai Yosakoi Sōran Matsuri 2016, 6, 8 Ōdori 

Nishi 8 chōme sutēji enbu THE★Hokkaido Iryō Daigaku) 

https://www.youtube.com/watch?v=K44hVpMSUjA 

 

Youtube: az hrn (uploaded on 29 May 2016).  

“Honiya Super Yosakoi 2004”  ほにや スーパーよさこい 2004 (Honiya Sūpā Yosakoi 2004)  

https://www.youtube.com/watch?v=LD28g1_Ttw0 

 

Youtube: HONIYA82 (12 October 2013).  

“2004 Yosakoi Matsuri Pre-festival Honiya” ２００４よさこい祭り 前夜祭 「ほに

や」(2004 Yosakoi Matsuri zenyasai ‘Honiya’) 

http://www.yosakoi-soran.jp/news/view/637
http://www.yosakoi-soran.jp/pdf/yosakoi_A3_en.pdf
https://www.youtube.com/watch?v=9VeSR33lEpM
https://www.youtube.com/watch?v=fJT4iPpeoAQ
https://www.youtube.com/channel/UCI3hLjWM2urfGadSlfsk5mQ
https://www.youtube.com/watch?v=K44hVpMSUjA
https://www.youtube.com/watch?v=LD28g1_Ttw0
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https://www.youtube.com/watch?v=SNs_xCK17M8 

 

 

 

Analysis resources video 

Youtube: HONIYA82 (uploaded on 18 October 2013).  

“2004 Yosakoi Matsuri ‘Honiya’ Ōtesuji kyōenjō venue ２００４よさこい祭り 「ほにや」

（追手筋競演場）(Yosakoi 2004 Yosakoi Matsuri ‘Honiya’ Ōtesuji kyōenjō)  

https://www.youtube.com/watch?v=mKSTfqvjMz4 

 

Youtube: 空海かもめ Soraumi Kamome (uploaded on 11 October 2012) 

“The 13th Tokyo Yosakoi Festival Pre-festival Kaguya” 第 1３回東京よさこい 前夜祭 伽

宮弥 (Dai 13 kai Tokyo Yosakoi zenyasai Kaguya) 

https://www.youtube.com/watch?v=yvKsAKG21l4 

 

Youtube:  YUKATA4106 (uploaded 13 March 2016) 

“Yayoi 2016 Hamayosa (Sunday) Winning performance” 夜宵 2016浜よさ(日)_大賞演舞 

(Yayoi 2016 Hamayosa nichi Taishō enbu) 

https://www.youtube.com/watch?v=xXpLI8IyKgs 

https://www.youtube.com/watch?v=SNs_xCK17M8
https://www.youtube.com/watch?v=mKSTfqvjMz4
https://www.youtube.com/channel/UC5ZpxdJtSzp07j7X3jjwWyA
https://www.youtube.com/watch?v=yvKsAKG21l4
https://www.youtube.com/watch?v=xXpLI8IyKgs
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                                           Appendix 

 

1. List of Yosakoi Festivals Around Japan  

 

Prefecture  Festival Name (Jap) Festival Name (Eng) Date  

Hokkaido よさこいソーラン祭り Yosakoi Soran Festival 2016 June 8-12 

Aomori  よさこい津軽 Yosakoi Tsugaru 2016 June 26 

Iwate YOSAKOI さんさ Yosakoi Sansa 2016 May 29 

Miyagi みちのく YOSAKOI 祭り Michinoku Yosakoi Festival 2016 Oct 8-9 

Akita ヤートセ！秋田祭 Yātose! Akita Festival 2016 June 26 

Yamagata むらやま徳内まつり Murayama Tokunai Festival 2016 Aug 19-21 

Fukushima うつくしま yosakoi 祭り  Utsukushima Yosakoi Festival 2016 Sep 18 

Ibaraki  常陸国 YOSAKOI 祭り Hitachi no Kuni Yosakoi 

Festival 

2016 May 21-22 

Tocchigi 下野 YOSAKOI 与一まつり Shimono Yosakoi  Yoichi 

Festival 

2016 Oct 23  

Gunma たかさき雷舞フェスティバル Takasaki Raimai Festival  2016 Oct 16 

Saitama 坂戸よさこい Sakado Yosakoi  2016 Oct 8-9 

Chiba 黒潮よさこいまつり Kuroshio Yosakoi Festival 2016 Nov 20 

Tokyo 原宿表参道元氣祭 スーパーよさこい 

 

Harajuku Omotesando Genki  

Festival Super Yosakoi  

2016 Aug 27-28 

Kanagawa  湘南よさこい祭り Shonan Yosakoi Festival 2016 June 5  

Niigata どん GALA！祭り  Don GALA! Festival 2016 July 16-17 

Toyama よさこいとやま  Yosakoi Toyama 2016 Aug 6-7 

Ishikawa  能登よさこい祭り Noto Yosakoi Festival 2016 June 10-12 

Fukui  ヨサコイ イッチョライ Yosakoi Icchorai  2016 Aug 7  

Yamanashi  北杜よさこい祭り Hokuto Yosakoi Festival 2015 Oct 25  

Nagano Suwakoi Suwakoi  2016 Sep 18 

http://nihonguide.net/maturi/0359.html
http://nihonguide.net/maturi/0411.html
http://nihonguide.net/maturi/0529.html
http://nihonguide.net/maturi/0721.html
http://takasaki-live.com/
http://nihonguide.net/maturi/1136.html
http://www.super-yosakoi.tokyo/
http://nihonguide.net/maturi/1413.html
http://nihonguide.net/maturi/1522.html
http://yosakoi-toyama.jp/
http://nihonguide.net/maturi/1722.html
http://nihonguide.net/maturi/1924.html
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Gifu 瑞浪バサラカーニバル Mizunami Basara Carnival 2016 Dec 17-18 

Shizuoka よさこい東海道 Yosakoi Tokaido 2016 Nov  12-13 

Aichi にっぽんど真ん中祭り Nippon Domannaka Festival 2016 Aug 26-28 

Mie 安濃津よさこい  Anoutsu Yosakoi  2016 Oct 8-9 

Shiga ござれ GO-SHU！ Gozare GO-SHU!  2016 Oct 2 

Kyoto  京都さくらよさこい Kyoto Sakura Yosakoi 2016 April 3 

Osaka こいや祭り Koiya Festival 2016 Sept 17-18 

Hyogo 神戸よさこいまつり Kobe Yosakoi Festival 2016 Sept 2-4 

Nara バサラ祭り  Basara Festival 2016 Aug 27-28 

Wakayama 紀州よさこい祭り Kishū Yosakoi Festival  2016 July 31 

 

Tottori 来んさい！見んさい！踊りん祭！！ 

 

Kinsai! Minsai! Odorinsai!!  2016 Aug 27 

Shimane 斐川だんだんよさこい祭 Hikawa Dandan Yosakoi 

Festival  

2016 July 23 

Okayama おかやま桃太郎まつり Okayama Momotaro Festival 

 

2016 Aug 6-7 

Hiroshima よっしゃこい祭  Yosshakoi Festival  2016 April 29 

Yamaguchi Yosakoi ぶち楽市民祭 

 

Yosakoi Buchi Tanoshimin Sai 2016 Nov 13  

Tokushima xxx xxx xxx 

Ehime えひめ YOSAKOI 祭り 

 

Ehime YOSAKOI Festival 2016 Aug 21 

Kagawa かんおんじ銭形まつり Kanonji Zenigata Yosakoi  2016 July 17 

Kochi よさこい祭り Yosakoi Festival  2016 Aug 10-12 

Fukuoka 黒崎よさこい祭り  Kurosaki Yosakoi Festival 2016 May 14-15 

Saga 火の国 YOSAKOI まつり 

 

Hi no Kuni Yosakoi Festival  2016 March 26-

27 

Nagasaki Yosakoi させぼ祭り Yosakoi Sasebo Festival 2016 Oct 21-23 

http://nihonguide.net/maturi/2212.html
http://nihonguide.net/maturi/2312.html
http://www.anotsu-yosakoi.com/gaiyou.html#gaiyou_07
http://nihonguide.net/maturi/2633.html
http://nihonguide.net/maturi/27102.html
http://nihonguide.net/maturi/2861.html
http://nihonguide.net/maturi/3009.html
http://www.kan-cci.or.jp/zenigata/yosakoi/
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Kumamoto みなまた YOSAKOI 祭り Minamata YOSAKOI Festival  2016 Sept 4 

Oita 豊の国 YOSAKOI まつり Toyo no Kuni YOSAKOI Festival 2016 Nov 3  

Miyazaki  Hinata よさこいみやざき Hinata Yosakoi  Miyazaki 2016 May 3-4 

Kagoshima 市比野温泉よさこい祭り Ichihino Onsen  Yosakoi 

Festival 

2016 Nov 26-27 

Okinawa 琉球エイサーよさこい  yūkyū Eisā Yosakoi  2015 Oct 10  

 

 

2.  Team Participation  

 

 

source: http://www.yosakoi.com/jp/ 

 

http://nihonguide.net/maturi/4412.html
http://nihonguide.net/maturi/4619.html
http://eisayosakoi.info/
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source: http://www.yosakoi-soran.jp/  

 

3. Single-sided and double-sided naruko  

 

 

(Photo by author)  
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4. Lyrics and MC 
 

4.1 Yayoi  

 

Nagoya bayashi de yossa yosa                           名古屋囃でよっさよさ 

Tōki hi no uta                                                      遠き日の唄 

Tsuki yoakari ni izanaware                                 月夜明かりに誘われ 

Futatsu no toki tsunagaru                                    ふたつの刻繋がる                         
                                                                                            

Haruka mochiduki ni kokoro izanaware             逢か望月に心誘われ   

Kagayaki to tomo ni sarinu                                 輝きと共に去りぬ 

Kimi yo towa de are                                                君よ永遠であれ                                                                                          

                                                                                           

Izayoi no kanata                                                  十六夜の彼方 

Haseru omoi yose                                                馳せる想い寄せ   

Koyoi warera  koko ni mau                                 今宵我らここに舞う 

Hitotoki o mune ni                                             一期を胸に 

                                                                                           

Koko ni umare koko ni ikiru                              ここに生まれここに生きる 

Kokoro hitotsu ni                                                    心ひとつに           

 

 

 

Tsuki yori omowan                                            月より想わん 

Mime uruwashiki hime no na wa                       見目麗しき姫の名は 

Nayotake no Kaguya hime                                 なよ竹のかぐや姫 
 

Iza, makari tōru                                                   いざ、まかり通る 

Kono jū no                                                          この中の 
Ukiyo o nigiwasu                                               浮世を賑わす 

Bijō no na shiranu mono wa naku                      美女の名知らぬ者はなく  

Izayō sonata yo                                                   いざようそなたよ 

Sā, ware no moto e                                             さぁ、我のもとへ 

 

Sōkyamo sōkyamo nadeyāmo                             そぉきゃも、そぉきゃもなんでやも、 

Ikyasuka okyasuka dōshiyasu                             いかすきゃおきゃすきゃ、どうしぁあす 

 

Tsuki no mei ni yori                                           月の命により 

Kochi ni oritatsu shishatachi yo                         こちに降り立つ使者たちよ 

Aogu wa hakanashi                                             仰ぐは儚し 

Tenjō no miyako e                                              天上の都へ  

 

Koko ni tsudou                                                  ここに集う 

Nakama to ima                                                   仲間と今 
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Wakatsu no sadame yo                                      分かつの定めよ 

Hitotabi no deai yo                                            一度の出会いよ 

Gekka no moto hitotsu to nare                          月下のもとひとつとなれ 

Izayoi no kanata e to                                         十六夜の彼方へと 

 

 

 

4.2 Kaguya  
 

Konjiki no hikari matoi                                            金色の光纏い  

Koyoi oritatsu                 今宵降り立つ 

Tsuki no keshin to nari                                             月の化身となり 

Maichiru sasagu                                                        舞い散るささぐ 

Ano ha ni fure                                                          あの葉に触れ 

 

Kaguya mau maboroshi ni                                       伽宮弥舞う幻に   

Ukiyo wo nurasu hakanai                                        浮世を濡らす儚い 

Shizukani yureru                                                      静かに揺れる        

Kono omoi namida ni chiru                                     この想い 涙に散る 

 

Ichigo ichie no hakanasa to tomoni                         一期一会の儚さ共に 

Ima, tsuki to mau                                                     今 、月と舞う 

Utaka no youni toki wa awaku kie                           泡沫のように 時は淡く消え 

 

Koishitau yo wo someshi                                         恋慕う世を染めし 

Awaki Kaguya no maborishi                                   淡き伽宮弥の幻 

Kanawanu yume ni miwo yudane                            叶わぬ夢に身をゆだね  

Eien o negau                                                             永久を願う 

 

Shiroku kagayaku kumoma ni mieru                        白く輝く雲間に見える 

Tsukiyo no butai                                                       月夜の舞台 

                                                                                                                                                        

 

4.3 Honiya                                                                                           
                                                                                           

Ikuzennen no                                                      幾千年の  

Tsuki no shizukuni                                             月の雫に  

Meguri megurishi                                               めぐりめぐりし     

Itoshii                                                                  愛しい 

 
Tosa no Kōchi no                                               土佐の高知の 

Haraiyama-bashi de                                           はりまや橋で 

Bon-san kanzaji                                                  坊さんかんざし 

Kau o mita                                                          買うを見た  

Yosakoi Yosakoi                                                 よさこい よさこい 
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Yura yura to                                                        ゆらゆらと 

Nazo meku tsuki yori ukabu                               謎めく月より浮かぶ 

Gin no kobune ha yurete itsukoe                        銀の小船は揺れていつこえ 

 

Sara sarato                                                          さらさらと 

Tsuki no hikari nami ni odoru                            月の光 波に踊る 

Yume o meshimase                                            夢を召しませ 

Haruka kanata e                                                  遥か彼方へ 

 

Izaya ukashi                                                        いざや浮かし 

Yume no atosaki wa                                            夢の後先は 

Haruka tōku toki o koete yuku                           遥か遠くときを超えてゆく 

 

Honiya Honiya                            ほにや ほにや  

Honiya Yosakoi                                                  ほにや よさこい  

Honiya Yosakoi                                                  ほにや よさこい 

Odoranya son son                                                踊らにゃそんそん 
 

                                                                                           

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 
  

  

 

 

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 


