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Rentaro Taki was the first composer in Japan
to try to write works by using Western music theory.

He was born in Tokyo on August 24 in 1879.
His father, Yoshihiro, was a bureaucrat at Naimusho
(Ministry of Home Affairs) and he had transferred
several times, which caused Rentard to migrate to
Yokohama, Toyama, and Oita during his childhood.
Taki played the accordion, harmonica, violin, and
shakuhachi and in addition to these instruments, he
also played a reed organ in higher elementary school.
In Oita, Taki studied music under Yoshio Goto
and he was later tutored by Sakunosuke Koyama,
who was famous as the composer of “Natsu ha kinu
(Summer has come)”, after moving to Tokyo.

In 1894, Taki was admitted to Tokyo Higher
Normal Music School which eventually became
independent as Tokyo Ongaku Gakko (Tokyo Acad-
emy of Music, now the Faculty of Music at Tokyo University
of the Arts) in 1899. He studied piano and compo-
sition with R. v. Koeber, who was from Russia and
well informed about philosophy and music, Nobu
Koda, who had just returned from a stay in Europe,
as well as Sakunosuke Koyama.

Taki’s first concert performance at Tokyo Acad-
emy of Music was in 1896 where he played “Ballade”
by J. Rheinberger. A description of the concert
written by Taki exists which reads as follows: ‘On
December 12 in the year of Meiji 29, I played this

piece during a concert at Tokyo Ongaku Gakko and
it was my first public solo performance’. Comparing
with the records of concerts in Tokyo Academy of
Music, we know that Taki played L. v. Beethoven’s
“Egmont Overture”, R. Schumanns “Frohlicher
Landmann”, M. Clementi’s “Sonata”, as well as J. S.
Bach’s “Italian Concerto” between 1897 and 1899.
In 1897, the scores of three pieces by Taki, “Nippon

» o« »
)

Danji (Japanese man)”, “Haru no Umi (Sea of Spring)
and “Sampo (Walk)”, were printed in the magazine
‘Omugaku (Music)’.

From 1898, Taki was enrolled in the gradu-
ate course of Tokyo Academy of Music and in the
following year, he began to assist in teaching at the
school.

In 1901, the Japanese government’s Ministry of
Education sent Taki to Germany where he entered
the Leipzig Conservatory. He visited Leipzig’s
concert halls such as Gewandhaus frequently and
lived a life full of music during his stay in Germany.
However, two months after having entered Leipzig
conservatory, Taki was attacked with pulmonary
tuberculosis and left for Japan in 1902. Taki died at
the young age of 23 on June 29 in 1903, while stay-
ing at his home to recuperate in Oita.

The posthumously published work of Taki is
the piano piece “Urami (Grudge)”. This small piece,

written in D minor and in six-eight time, modulates



to F major at the middle section, but broken chords
in D minor stir up strong feelings towards the end.
Taki’s most famous pieces include “Hato-
poppo (Pigeon)”, “Oshogatsu (New Year)”, “Kojo no
Tsuki (Moon at a desolate Castle)”, “Hakone Hachiri
(Hakone 32 kilometers)”, and “Shiki (Four seasons)”.
“Hato-poppo” and “Oshogatsu” consist both of
poems written by Kume Higashi set to music as
well as songs included in the ‘Yochien-shoka (Kin-
dergarten songs)’ published in 1901. “Hakone Hachiri”
and “K6jo no Tsuki” was printed in the ‘Chagaku-
shoka (Junior high school songs)’ which was compiled
by Tokyo Academy of Music in the same year. As for
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“Koij6 no Tsuki,” it is known that the score written
by Taki did not have any instrumental accompani-
ment and Kosaku Yamada therefore composed this
accompaniment later, adding an accidental to one
sound of the melody. ‘Hana (Flower)’, the opening
lyrics of which is ‘Haru no urara no’, is a well-known
song loved by many Japanese people today and rep-
resents one of the pieces in “Shiki”. In the score of
“Shiki” published in 1900, Taki tried to get out of
the imitation of Western music and to draw people’s
attention to an awareness of ‘art song’ created by a

Japanese composer. (Nakatsuji, Maho)
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poéme 2a la “Nachtlied”] TH %, #IiH7%% EDid
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13



IIE=3

1914 4E 1 A5 1917 FFICHEIT 5 TD 3
R, IHERMEIRAAR TSRO S A =7 & L
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ODEI/Z%LC“LTCIJJEEH:&-D’C A7) ¥ —1¥
DERIFIRIIK T TzAH, TRIT
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RO T 7N ERI LT DD, K
TFIAMEREROERTICE NP NYH T
ol RELTORKERFUCEMGET S &
X2 A FIVIGZE DR E LT DN TN &
BEE2, MHE] L0 SHESCFE D IR
TR, T85% ) SR oL T LR
RTEB7D, TORA MVERBNFHE—TF7Z
BholBURERL Emittr 1580
AT EHEITE B,

PESME I, [F4E 10 A, (FilE B S O 2
THEEIN TV S, BBILHO—HDOTF - R
TLE TAZ7 Y vy —EVEOMERICET, LI
UL 72 872 & D/NGh ) (el 7 DLt
VL FHIRER, TSR 58 5 &, Ut P LA,
1983 4%, p.2619) L ENTHD, (1) DI
AL BNCRNIRNEAS D, GULEET)

BE2

191797 A, (BEfE 1) & TR & .
FIFPEFICHRE TN TV D, LIzh > TARIESR
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BLEAY ORHETEI LT W, ZFORIC
EfE Nz s 3D T /i, EEY
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2 U< 2ROl RIS H SN TG T
HB (BEFIE )

aiZEe MESR

1951 4F 8 A 26 HF#, AE(ERID 3 4ERTD
1948 4, ILIHNE M1 72 BB AR & 75 -
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He and She

Composer Kosaku Yamada completed this
work in 1914, just after he returned from studying
in German. Yamada said that ‘himself’ is alive in
this work, that he had come to recognize his musical
individuality. (Source: ‘Philharmonic recollection’ printed in
“Symphony”).

“He and She” is classified as ‘dance poem, for
its attempt to join the music and dancing through
rhythm to accomplish their artistic unification.
Yamada began to use this name ‘dance poem” after
the recital of his own works on January in 1916.
Although this piece was composed as a musical

poem, Yamada required not only element of musical

sound but also of dance to his ‘poemny’.

“He and She” develops over the stillness of
music and the movement of dance. All seven pieces
were each composed along different stories. The
third piece, for instance, is written based on a plot
that ‘He’ and ‘She’ realize that a song is echoing in
each mind and it makes them agony to listen to. But
then they get encouraged to overcome the mysteri-
ous song in their mind, from a sound of the temple
bell from nowhere. In the sixth piece, there is a scene
that ‘He’” and ‘She’ having fun in the fascinating
sound in the country they admire, where they can

hear classical minuet and mazurka. (Nakatsuji, Maho)
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A Night Song 2

Composed in July 1916, the original title of this
work was Ein Nachtlied (A Night Song). However, in
order to differentiate this work from another work
with the same title, published in 1914, within the
edition published by Shunju-sya, these two pieces
were numbered chronologically. The premiere, in
November 1916, was part of a concert of Yamada’s
piano pieces. This concert’s program notes included
a short poem entitled ‘A Night Song’. The perform-
ance of 4 Night Song 2 in this particular concert can
only be assumed from the fact that a short poem was
also attached to two other works within the concert
program (Yumebayashi and Minori-no-Namida), both of
which were also composed in 1916 and premiered
during this ‘piano pieces’ concert. Furthermore, these
three works were later published together, as a musi-
cal set, in “Les Petits Poemeés” in New York, 1919.

As Goto, the author of Yamada Kéosaku. Tsukuru
no deha naku umu (Yamada Kosaku: Creating, Not Making.
Tokyo: Minerva-Shobou, 2014), pointed out, these three
works were published as ‘petit-poé¢mes’, despite the
works’ titles not including the word ‘petit poéme’.
Therefore, it can be concluded that the composer
intended that some of his piano pieces be a sort of
‘petit poéme’, regardless it the words ‘petit poéme’
was used in the composition’s title. It is said that,
Yamada created music that wasn't only inspired
by words, but were as if the music were speaking
through notes. (Maruyama, Yoko)
Child and Uncle

“Child and Uncle” was a piano music collection
composed of ten songs. Kosaku Yamada composed
it in 1916. At this time, Yamada stayed at his older
sister’s home for a while after returning from Berlin.
In this collection, he depicted his calm days spent
there with his young nephew and niece. Yamada is

the “Uncle”in the title.

1. Mou Okki Sitano (Are You Up Already?)
A Sleepy and powerful appearances are depicted
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with sounds vividly contrasting between low
and high.

2. Mekakushi-Gokko (Playing Blindfolded)

Tags are depicted comically in a rapid duple
time.

3. Youki na Ohanashi (Cheerful Story)

Cheerful stories are told with vivid Tempo
changes.

4. Saa Issyo ni Utaimasyou (Let’s Sing Together)
Famous melodies are used, quoted from railway
songs that children loved to sing.

5. Kowai Ohanashi (Scary Story)

A scary story is told gently with vivid contrast
between major and minor keys.

6. Shizukana Gogo (Quiet Afternoon)

Children’s nap time is depicted quietly and
warmly.

7. Yakko no Yajirobee (A Balancing Toy)

A children’s balancing toy is represented
humorously with rapid sixteenth notes.

8. Oji no Kokoro (Uncle’s Mind)

Mercy to children is expressed in a minor key.

9. Yuyake Koyake (Red Sunset Sky and Orange Sunset

Sky)

A beautiful song is quoted from Yamada’s own
dramatic song.

10. Hoshi no Komoriuta (Stars Lullaby)

A lullaby is played gently and warmly with the
steady accompaniment by the left hand.
(Sudoh, Eiko)

A Dream Tale

A Dream Tule was composed in 1916 and dedi-
cated to Etsuko Terasaki. The composer himself
premiered this work, on November 1916, in a recital
with the other premiered works. In the program
notes the composer explained that this piece was
inspired by the rhythm of a poem which suddenly
occurred to him while waking one early morning
on 16th July. According to Yamada, in this piece, he
tried to represent a dream or feel like a fairytale by

music. The subject of the poem, which doesn’t have



a profound sense for Yamada, is a dying woman. The
first half of the piece illustrates the poem almost
faithfully while the second half represents more
Yamada’s own personal feelings toward the poem.

Considering Yamada’s description of the piece,
he seems to understand the text “Und dann, und
dann”, which lies in the second half of the poem, as
representing “the feeling of reminiscence, namely
of the poem itself”, (most likely referring to “poem” as
the entire genre of poetry, not just this one singular poem
alone.) and the most important and interesting point
of the piece is that he make such a feeling of remi-
niscence into music. About the last part of the piece
he explained he “stopped the last three[musical]
phrases with the feeling that “once upon a time”, fol-
lowing the first phrase of a fairy tale”. If he really
composed this piece at once when the poem came
up to his mind, as he described, this piece represents
his creative talent. (Maruyama, Yoko)
Dream Story

Dream-like and fairy tale mood expressed in
the sound, “Dream Story” by Yamada is composed
along the fragment of German poetry came to

Kosaku Yamada’s mind one morning.

Sie war zum Sterben,
Ich nahm sie nach Heim.
Und dann, und dann -

Sie ward mein Weib!

The above poem means ‘T brought home a
woman who is about to die, and in that way, the
woman became my wife’. Rhythm of the original
German verse was reflected in the piece.

Kosaku Yamada composed many poetic musi-
cal works with lyrical titles around 1916-17. This
“Dream Story” is one of these works.

According to the composer, the last three
phrases of this piece are equivalent to the same old
expression in fairy tales ‘once upon a time’, and a

part equivalent to ‘Und dann, und dann -, he says,

expresses reminiscence. Syncopations in the latter
half of this piece echo retrospectively with a sugges-
tive poem and draw the audiences into remembrance.
The sound makes you fall into a doze, as if you are
both awake and asleep. In the end, a tonic chord of
F major resounds and audiences are invited towards
their past or a distant place, just like to be in an old
fairy tale. (Nakatsuji, Maho)
Abandonnez-vous a la fortune (Resign yourself
to the fate)

Abandonnez-vous & la fortune was composed
in May 1917 and dedicated to Etsuko Terasaki. In
the program notes for the recital of his works in July
1917, a type of Japanese short poem called a tanka
was cited. Yamada explained in the program notes
that this zanka was the source of inspiration for this
piece.

However, not only the fanka from the program
notes, but one more zanka as well can be found on
the original manuscript, which is assumed to be
written by Etsuko Terasaki.

It has been speculated that Yamada’s affec-
tion towards Etsuko as a person might have deepen
during the period of the composition of this piece.
With this in mind, these zankas and this piece can
be seen as a means to witness the growing intimacy
between Yamada and Etsuko. (Maruyama, Yoko)
Pierette, petit fleur de camélia (Pierette, A
Flower of Camellia)

Pierette, petit fleur de camélia was composed the
day after Abandonnez-vous & la fortune was com-
pleted, is also being dedicated to Etsuko Terasaki.

Following the series Poems for a Piano he
wrote, Yamada began to write piano pieces with
the title ‘petit poéme’ as well as a date. According
to Goto, Yamada considered these ‘petit poéme’ like
“one page in a diary for tones.” While the first piece
titles in this series were with their date and only a
part of them were with poetic titles, after Periz Poemn

No. 9 (composed 1916), however, he began to give only
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poetic titles, without their dates, to each piece. The
pieces from 1917 like Abandonnez-vous a la fortune,
Pierette, petit fleur de camélia etc. are examples of such
works.

In the program notes, with a short poem he
described his intimacy felt just on beginning a per-
formance to a camellia flower. The flower, which he
found in his friend’s garden, charmed him to pick
it out. Then he quickly put it in a vase on top of the
piano.

Yamada gave some pieces, including Pierette,
petit fleur de camélia, titles in French language, which
may represent Yamada’s awareness of French impres-
sionism, as Goto assumes. (Maruyama, Yoko)
Seifuku 1 (Petit-poéme 1)

Petit-poéme 1 and 2 were composed succes-
sively in July 1917 and dedicated to Etsuko Terasaki.
The Japanese title of “BEffii (Seifuku)” was never trans-
lated into French, and instead he chose to simple call
it ‘petit poeme’. The reason why Yamada chose the
title “BIff” remains unclear to this day. However, it
seems to be related to the birth of his first child and
daughter, Misa, in April of the year he completed
this composition. Before marrying his wife Kikuo
in November 1916, Yamada caused trouble regard-
ing a love-affair and marriage, but without a child.
Therefore, the Japanese title can possibly reflect his
great delight in having a child as a father. “Seifuku”
literally means “holy happiness or celebration” which
could reflect the birth of a child itself as ‘holy’.

The piece was first performed by the composer
himself in October of the same year his child was
born. The series of his petit poémes are pieces writ-
ten in a Scrjabin like style and sometimes with a title
that reflected Yamada’s own private experiences and

feelings (Yoko Goto, “Yamada Kosaku”, ed. by Kunihiko
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Shimonaka, Ongaku-Daijiten (Grand Music Dictionary), vol.
5, Tokyo: Heibonsya, 1983, p. 2619). This can be also true
in regards to the style of Seifuku 1. (Maruyama, Yoko)

Seifuku 2 (Petit-poéme 2)

Seifuku 1 and 2 were composed successively in
July 1917 and dedicated to Etsuko Terasaki. There-
fore, Seifuku 2 (Petit-poeme 2) is probably a pair to
Seifuku 1 (Petit-poeme 1) and its title taking the same
inspirations as stated in the description of Seifitku 1
(Petit-poéme 1).

While Petit-poéme 1 is characterized as having
complex harmony, improvisatory passages and
irregular structure, Petit-poéme 2, based on the bar-
carolle-like accompaniment, shows more regularity
and unity as a whole. (Maruyama, Yoko)
Prelude g-moll

Prelude g-moll was completed on August 26th,
1951. In 1948, Yamada suffered from intracranial
hemorrhage and was rendered totally paralyzed.
Nevertheless he managed to recover and continue
his creative activities until about 1963. Among his
97 piano pieces, this work, dated 1951, was his last
one. Similarly, his works for the other genres were
mostly written before his paralysis.

As for his earlier piano pieces, this work is
characterized with harmonic instability. Despite the
“g-moll” (G minor) in the title the chromatic progres-
sion, augmented intervals and frequent momentary
shift from the main key makes the main-key unclear,
especially in the first half of the piece. On the other
hand, the motivic relation through the whole work
creates the unity, which indicates the composer’s
sophisticated technical hand in created the whole

structure. (Maruyama, Yoko)
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Nobutoki, Kioyoshi

One of the Japanese composers who devel-
oped a compositional practice in earnest and built
the foundation of Western music culture in Japan,
including translation of music books and education,
is Kiyoshi Nobutoki.

Nobutoki was born in Osaka on December
29 in 1887. He was close to Christian hymns and
Western music in his early days because of his father,
Hiroki Yoshioka, who was a minister of the Osaka
North Church. In 1898, Nobutoki was adopted as a
son of Yoshimasa Nobutoki, who was a follower of
the church ministered by Kiyoshi’s biological father.
For four years from 1901 onwards, Nobutoki studied
at the prefectural Ichioka Junior High School (now
Ichioka High School). The painter, Narashige Koide,
and Takeo Tamiya, who became the head of the
Institute of Infectious Disease at Tokyo University,
studied at Ichioka Junior High School at the same
time.

In 1906, Nobutoki was admitted to Tokyo
Ongaku Gakko, the predecessor of the Faculty of
Music at Tokyo University of the Arts. Since there
was no department of composition at the time,
Nobutoki majored in cello at the Department of
Instruments under H. Werkmeister. Kosaku Yamada
was one year ahead of Nobutoki and Nagayo
Motoori was his senior by two years.

After graduating the regular course in Tokyo
Academy of Music, Nobutoki proceeded to the
graduate course. The earliest works written by him
are as follows: the piano piece “Kieyuku Hoshikage
(Starlight is getting out)”, the choral work “Haru no
Yayoi (March of Spring)”, and the violin solo “Ayatsuri
Ningyo (Puppet)”.

Nobutoki was sent abroad by the Japanese
government in 1920 to study cello and composi-
tion, and he devoted himself to his studies under G.
Schumann in Berlin. During his stay in Germany,

Nobutoki often went to concerts and listened to

numerous pieces of music including, for example,
“The Woman without a Shadow” conducted by R.
Strauss, “Tristan and Isolde” written by R. Wagner,
and “Purified Night” composed by A. Schoenberg.
Nobutoki brought back a great quantity of scores
and music books when he returned to Japan in 1922.

From 1923, Nobutoki took up the position of
professor at Tokyo Academy of Music, but he sub-
sequently became a lecturer when the Department
of Composition was established at the academy
in 1931. Some of the most important works of
Nobutoki, such as the vocal solo “Sara”, the choral
work “Iroha-uta (Iroha Song)”, and the piano solo
“Konoha-shi (Collection of Leaves)” were written in
the 1930’s. Among Nobutoki’s commissioned works
are “Umi yukaba (If I go to the Ocean)” and “Kaido
Tosei (Along the Coast, Conquer the East)”. Songs
included in the ‘Shintei Jinjo-shogaku-shoka (Newly
Revised Songs of Elementary School)’ such as “Ichiban-
boshi mitsuketa (I found the first Star of the Evening)”,
“Densha-gokko (Play Trains)”, and “Poplars” are also
Nobutoki’s works.

Nobutoki visited the Tohoku region as a
member of the “Tohoku folksongs audition team’ in
1941, and he composed the piano piece “Collection
of Folksongs in Tohoku” the same year as well as the
choral work “Collection of Folksongs in Tohoku” in
1946.

After the Pacific War, Nobutoki contin-
ued to compose and completed works such as
“Koka Nijugo-shu (25 Old Songs)”, “Kikyorai”, and
“Chugoku Meishi Goshu (5 great Chinese Poems)”.
Until the end of his life, Nobutoki continued to
work on his compositions “Nyonin Waka Renkyoku
(A Series of Japanese Poems by Women)” and “Kojiki (the
Ancient Chronicle in Japan)”.

In 1963, Nobutoki was honored by a distin-
guished service medal and the following year, he
was decorated with the Third Order of Merits, Gold

25



Rays with Neck Ribbons. Nobutoki passed away on
August 1 in 1965 because of a myocardial infarction.

The Japanese musicians who were under
Nobutoki’s tutelage are too numerous to mention
in total, but they include Kanichi Shimofusa, Kuni-
hiko Hashimoto, Toshio Kashiwagi, Kyoko Watari,
Kazuo Yamada, Saburd Takata, and Megumi Onaka.

The number of ‘group songs’ such as school
songs and company songs written by Nobutoki
amount to about a thousand tunes. Moreover,
important activities of Nobutoki apart from work
as a composer and educator include compilations
of textbooks as well as translations of music books.
He took part in the composing, editing, and super-
vising of ‘Watakushi-tachi no Ongaku (Our Music)’
and ‘Shégakk(‘) Ongaku (Elementary School’s Music)’ as
well as ‘Shintei Jinjo-shogaku-shoka (Newly-revised
Elementary School’s Music). Nobutoki furthermore
translated various important music books, the rep-
resentative work of which is the translation of
‘Chortibungen’ first published in 1925. Nobutoki’s
translation has subsequently been republished in
several editions.

Reconsideration of Nobutoki’s achievements

About work(s)

has improved in particular during the 21th cen-
tury. ‘Kiyoshi Nobutoki’, the book written by Yuji
Shimpo, was published in 2005, and ‘Reissue Discs
of SP Record Source; Complication of the Works
by Kiyoshi Nobutoki’ consists of six CDs which
were put on sale in 2005 as well. In addition to
these, Nobutoki’s essay collection ‘Bach ni arazu
(Non-Bach)’ was published in 2002. The copyright of
Nobutoki’s works became invalid from December
31 in 2015 and since they now belong to the public
domain, the performance opportunities of his works
are increasing.

Some pieces such as “Umi yukaba”, composed
by Nobutoki as a commission, were often played in
the radio and performed at ceremonies during the
first half of the 1940s, and Nobutoki has therefore
been considered as a supporter of the war. How-
ever, we must take notice of the fact that Nobutoki’s
works in reality were utilized against his intentions.
Besides, although Nobutoki has been regarded as
a composer in a conservative style modeled on the
German classicists, he also studied the contemporary
music of his day enthusiastically, such as the music of

A. Schoenberg and B. Barték. (Nakatsuji, Maho)

Wildflowers and a little Girl

“Wildflowers and a little Girl” is consisted of
three pieces. According to the composer, this piece
is a collection of short pieces following the works
by R. Schumann and written with an intention to
complete lovely and fresh short pieces suitable for
concerts.

The score was published in 1928 by
Kyoekishosha-shoten and also included in “The Col-
lection of Piano Works by Kiyoshi Nobutoki’.

I can confirm many notes written down in
the autograph, of which music sheet were made by

Takai Gakki and had twelve stairs. There are notes
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written down such as 7", ‘G’, ‘B, ‘change’ and ‘left
hand’ as well as the revision of the notes by a red or
blue pencil and retouching of the marks. I can see
the notes such as ‘up to the second page’ and ‘to the
beginning’ and there are many arrows, with which
the composer tries to find the best order for the
performance.

The performance of the first piece can be
speedy and cheerful. The second piece lets the audi-
ences hear the sounds of chords deliberately, and the
third piece has both the taste of sorrow and nimble-
ness. All of these works sheds light to graceful and

charming tone colors of piano. (Nakatsuji, Maho)



6 Dance Music

Nobutoki’s “6 Dance Music” is consisted of
6 pieces as follows: ‘Musical Accompaniment in
the Distant’, ‘Caprice’, ‘Serious and Loose Dance’,
‘Musical Accompaniment in Countryside’, ‘Ring-
ing Dance with Children’ and ‘Old Fashioned
Precession’. Those pieces let us listen to the orien-
tal aspect of the music, as we can imagine from the
above titles above. In ‘Musical Accompaniment in
the Distant’, Nobutoki used the ‘Ritsu scale’ such as
D-E-G-A and G-A-C-D in the beginning of the
piece. ‘Caprice’ differs from the former piece for its
usage of chromatic scale, augmented intervals and
diminished intervals. In ‘Serious and Loose Dance’,
repeated modulation changes the scene brightly each
time. ‘Musical Accompaniment in Countryside’,
which begins powerfully with an octave, then comes
fast passages in the middle part, and in the end of

the piece it returns to the tone pattern appeared in

the first part. ‘Ringing Dance with Children’ is full
of variety in its dynamics and tone patterns. ‘Old-
looking Precession’ is written in rondo form and has
imposing personality.

“6 Dance Music” was published in 1932. This
year, composition course was established in Tokyo
Ongaku Gakko (Tokyo Academy of Music). Kiyoshi
Nobutoki tried hard to establish the composition
course and made it come true. He resigned his posi-
tion as a professor in 1932 and guided students as a
lecturer after that.

Pianists who were colleagues of Nobutoki
played “6 Dance Music”. The first performance was
played by Miyaji Takaori, and there was a record that
Leo Shirota and Noboru Toyomasu also played this
work. In addition to this, a contemporary pianist,
Chiharu Hanaoka recorded this piece in a CD (Bell-

wood record, 2004). (Nakatsuji, Maho)
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About work(s)

Three Piano Pieces Associated with Flowers

This work consists of 3 small pieces such as
‘Night Rhapsody’, ‘Cherry blossom’ and ‘March of
spring’. These pieces were at the beginning composed
independently, and later Mitsukuri reconstructed
them as one suite in later years. It is published as
“Three Piano Pieces Associated with Flowers”.

The first piece of the suite ‘Night Rhapsody’
was composed looking back on the flower of Peony
which bloomed profusely at the night festival in
Kanda Shrine in Tokyo. Legato triplets in the piece
sing comfortably. This piece is included in “Tch-
erepnin Collection”, a collection of music scores
published by A. Tcherepnin who was a pianist and
composer. The second piece of the suite is written in
sonata form which has one main subject: a famous

Japanese old song. According to the composer, the
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third piece of the suite was written by ‘Miyako-bushi’
scale (Japanese traditional scale). The piece includes
inversion and retrograde of the theme.

Shuakichi Mitsukuri published some discussions
about ‘Japanese harmony’ from 1930s, and “Three
Piano Pieces Associated with Flowers” reflects his
arguments in practice. As well as his ideas about
‘Japanese harmony’, Mitsukuri was aware that he
was affected by French Impressionists. Mitsukuri
was eager to accept western music and open up the
compositional field as a Japanese.

“Three Piano Pieces Associated with Flowers”
has an important position in the Mitsukuri’s works,
in terms of both his compositional technique used
to this piece and the fact that these three pieces in
the suite were each used in his later orchestral works.

(Nakatsuji, Maho)
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A composer who had a great knowledge of
fine arts and music and was important as a stand-
ard-bearer of French music in Japan was Meirou
Sugahara.

Sugahara was born on March 20 in 1897 in
Akashi (Hyogo prefecture). He was enrolled in a kin-
dergarten managed by a Protestant church and was
thereby close to Christian hymns and Western music
from an early age. He loved listening to music at live
performances conducted by private orchestras (jinta)
as well as through grammaphone records. In 1908, at
the age of 11, he was baptized at Akashi Methodist
Church. He stayed in Hyogo until the second year
of junior high school in 1912 where he was trans-
ferred to Kyoto Prefectural Second Junior High
School. Kenpachiro Kobatake, who was a member
of a military band, guided a brass band at the junior
high school and Sugahara studied instrumentation,
solfege, and the laws of harmony from him. The
music critic, Koichi Nomura, was a friend of Suga-
hara from the junior high school days and upon
his invitation Sugahara joined the private classes of
Satoru Onuma as well as a salon managed by Motoo
Otaguro. From 1914, Sugahara studied West-
ern painting under Takeji Fujishima at Kawabata
Gagakko (Kawabata Painting School). He participated
in the Sinfonia Mandolini Orchestra (later changed
to Orchestra Sinfonica Takei, OST) in 1918, and began
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thereafter to perform, conduct, arrange and compose
mandolin music.

In 1919, Sugahara moved to Takabatake in
Nara prefecture. While he continued to compose
music and translate music books, he also began to
work in connection with Buddhist art and gained a
cordial relationship with various people such as the
novelist Naoya Shiga, the painter Ichinen Somiya,
Todaiji temple’s administrator Kosho Shimizu, and
the photographer Seiydo Ogawa. Sugahara moreover
served as a lecturer of the mandolin club at Doshisha
University for 3 years from 1922. He moved to
Tokyo in 1926, and in 1930 he became the profes-
sor of Teikoku Ongaku Gakko (Imperial Music School).
In the same year, Sugahara became one the found-
ers of ‘Shinko Sakkyokuka Renmei (New Composer’s
Confederation)’. Sugahara also took part in the organi-
zation of ‘Gakudan Sosei (Formation of Musical World)’
in 1935. From 1935-1942, Sugahara furthermore
worked as an adviser for the record company Victor,
and he was in charge of composing the music for the
Toho movie “T6jurd no Koi (Tsjars’s Love)”, directed
by Kajiro Yamamoto and with Kazuo Hasegawa
starring as the lead actor, in 1938.

After the Pacific War, Sugahara continued to
compose and taught classes aimed for elementary
school, junior high school, and high school music

teachers. In 1963, he converted from Protestantism



to Catholicism. Sugahara’s first visit to Europe was
in 1967, and he would often return to Italy after
this initial trip. He composed the piece “Requiem
for Martyrs in Japan” which was presented as a gift
for the Pope J. Paul II in 1980. Sugahara continued
to compose and conduct until he was more than 90

years old, but on April 2 in 1988 he passed away at

the age of 91.

There are several books written, co-authored,
and translated by Sugahara. These include
“Kangengaku-ho  (Orchestration)” (1933), “Gakki

Zusetsu (Illustration of Musical Instruments)” (1933) as
a co-author, and “Waseigaku-yogi (The Essence of
Harmonics)” (1931) as a translator, all of which have
been read and used by many Japanese composers.
Sugahara also published “Piano no tame no Wasei

(Harmony for the Piano)” (1964) which teaches the laws

About work(s)

of harmony to pianists.

The important pieces composed by Meirou
Sugahara are as follows: the piano solo “Hakuho
no Uta (Song of the Hakuhs)” (1933), which consists
of three pieces, ‘Rokechi’, ‘Wagor?, and ‘Suier, the
operas “Katsushika Jowa (Katsushika Affection)” (1938)
and “Akashi-kaikyo (Akashi Cannel)” (1939) as well
as the symphonic piece “Italy” (1968). Another key
work is “Shinsen-cho Kyosokyoku (Concerto in Shin-
sen)” which is based on a collaboration with Michio
Miyagi. Generally speaking, it is possible to detect a
current of modern French Impressionism in Suga-
hara’s work. Although he refused to theorize about
Japanese harmony, the scales of Japanese traditional
music can also be found employed across his compo-

sitions. (Nakatsuji, Maho)

Fragment

This piece ‘Fragment’ is one of a piece from
“Suite” consisted of six pieces. This piece was
composed in February 1933 which was the year
Meirou Sugahara was at the age of 36. The period
is equivalent to the period he published the books
such as “Orchestration” and “Illustration of Instru-
ments” and collaborated with Michio Miyagi on the
composition.

The score of this piece ‘Fragment’is included in
“The World Music Collection, instrumental music
section, vol. 33”. It was composed in a period when
Sugahara’s musical style transfer from of the Impres-
sionists to the classicists according to the writing

by him. This piece was performed by a pianist Leo

Shirota in October 1933 and broadcasted on ‘An
Evening of western Music’ by JOAK.

There is no bar line in the score, but each pho-
netic value is stated. Its instructions about dynamics
are only p’ and ‘pp’ except for crescendos in two
places. There is melancholic atmosphere in the
music, but you had better to play it without giving
yourself up to the sentiment.

There are no fast passages as well as compli-
cated rhythms, so each tone is very important. The
tone types of ‘Ritsu scale’ such as D-E-G-A and
A-H-D-E appears in various places and that is the
reason why it sounds somehow nostalgic.

(Nakatsuji, Maho)
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Kanichi Shimofusa, born in Saitama on March
31 in 1898, left his marks on the modern Japanese
music world as a composer and as a music educator.
His real name is Kakuzo Shimofusa.

Shimofusa graduated from Saitama Normal
School and entered a teacher course at Tokyo
Ongaku Gakko (Tokyo Academy of Music, now the Fac-
ulty of Music at Tokyo University of the Arts) in 1917. He
subsequently worked as a teacher at various schools
in areas such as Niigata, Akita, Iwate, and Tochigi.
From 1932, he went to Germany as a researcher
of the Ministry of Education where studied the
German laws of harmony and counterpoint under
P. Hindemith in Berlin. He returned to Japan in
1934 and became an assistant professor in Tokyo
Academy of Music, and eight years later he took up
the position of professor. After the Pacific War, he
trained the younger generation of students at the

newly reorganized Tokyo University of the Arts. He
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passed away at the age of 64 on July 8 in 1962.
Shimofusa’s works include songs such as
“Hanabi  (Fireworks)”, “Nogiku (Wild Chrysanthe-
mum)”, “Tanabata-sama” and various school songs.
“Ichikotsu-ché Koto Kyf)s()kyoku (Koto Concerto
in Ichikotsu)” which was collaborated with Michio
Miyagi and “Shamisen Kyosokyoku (Shamisen Con-
certo)” are two pieces which make use of traditional
Japanese instruments. Shimofusa contributed to the
field of music education by composing songs and
writing harmonies. He also wrote many books about
music theory such as “Taiitho (Counterpoint)” and
“Sakkyoku-ho (the Way of Composition)”. Most impor-
tant of all is the “Wasei-gaku (the Laws of Harmony)”
which explains the basis of harmony and which
has been an important reference to many Japanese
musicians. The theory of music scale presented by
Shimofusa attracted moreover the attention of the

famous musicologist, Fumio Koizumi.



In the fields of composition, music education, as an influential figure. (Nakatsuji, Maho)

and music research, Kanichi Shimofusa can be seen
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Spring of the Hill

This work was composed in 1932. This is a
short piece lasting one minute and a half, but regard-
less of its time length, this piece has a delicate and
pretty charms.

This piece has been included in the “Tch-
erepnin Collection’ published by A. Tcherepnin who
took an active role as a composer and pianist. The
collection was published in Japan, China as well as
Western countries. For that reason, this piece had a
lot of opportunities to be played outside Japan. A.
Tcherepnin played “Spring of the Hill” both in a
lecture concert at Munich and Chopin Hall in Paris
in 1935. Furthermore, there is a performance record
which shows that S. Cherkassky played the piece at a
town hall in New York the same year as the concert
in Paris.

“Spring of the Hill” starts from a high and

weak tone. Somehow fragile, but brilliant sounds

continue. This piece is written in six-eight time, but
in some parts of it is written in four-eight time. Its
lightly composed sound patterns develop in penta-
tonic, following smooth melodies and strong sounds.
You may feel pleasant when it approaches multiple
fourth interval and the intervals jumping in the wide
sonic range. This piece brings out the charm of glit-
tering high sound of piano as well as various colorful
tones of staccato. (Nakatsuji, Maho)
Second Piano Collection

This piano collection consists of seven pieces.
All pieces were composed in a period from 1937 to
1940 and were kept playing after the Pacific War.
All the seven pieces are included in the publication
“The Collection of piano works by Yasuji Kiyose”
and “The world music collection, instrumental music
section, Vol. 33”.

Musical structure of these pieces shows Kiyose’s
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way of composing into practice. According to Kiyose,
the first piece of the collection was written with
“Zigeuner scale’ which is characterized by its ten-
dency to be chromatic scale with augmented interval.
The second piece of the collection has a musical pat-
tern with long phrase which changes itself variously.
This piece proceeds its music by developing tonal
range and harmony. Fundamental tones consisting
the third piece are the following four: C, E, G, and

A. The attempt to make variegated music by using
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fewer type of tones, is reflected in this piece. The
fourth piece of the collections was composed with
the Lydian mode and it ends in lyrical mood. In the
fifth piece, an interval of seventh rings remarkably.
The sixth piece is a barcarole in six-eight time and
it flickers duplets and dotted notes. In the last piece
of the collection, interval of seventh and chromatic
scale appears frequently, and rich sound spreads in

the space. (Nakatsuji, Maho)
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Saburo Moroi was born in Tokyo in 1903. He
became familiar with the piano in his childhood,
and taught himself how to compose when he was
an elementary student. In junior high school, he
was impressed with Beethoven’s piano works while
attending a concert by the pianist Sueko Ogura
who had returned home from Berlin. Afterwards he
began to study composing in earnest.

In 1927, While Moroi studied at The Tokyo
Imperial University (currently named The University of
Tokyo) in the Department of Aesthetics and Art His-
tory, he formed the Suluya Orchestra with Kenzo
Nakajima, who was a literature major, and others.

They had seven presentations at the school, and

published piano sonatas and piano concertos and
other works. Their activities, focusing on the formal-
ism in instrumental work, pioneered the Japanese
composition world where songs and operas were
mainstream at that time. While studying at the Uni-
versity, Moroi studied the piano with Willy Bardas
and Leonid Kohanski. The title of the graduation
thesis was “The Principle of Music Form”.

In 1932, at the age of 29, Moroi went to Ger-
many, with the aim of studying German music
academically. At The Berlin State School of Music,
he studied composition with Leo Schrattenholz and
Walter Gmeindl. He studied hard for two years and

returned home in 1934. After that, he created many
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big pieces which have formal European beauty,
including “Symphony No. 27 (1938), “Violin Con-
certo” (1939), “String Sextet” (1939), “Piano Sonata
No. 27 (1939), “Two Symphonic Movements” (1942),
“Symphony No. 3”7 (1944) and others.

After the war, Moroi served in several positions.
He served as a member of the Social Education
Agency in the Ministry of Education, as the head of
the Tokyo Metropolitan Symphony Orchestra, and
as Dean of Senzoku Gakuen University of Music. At
the same time, he also worked on the dissemination

of logical and constructive compositions through
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writing and education. He wrote several books
including “Functional Harmony” and “Musical
Studies”. His students include Yoshird Irino, Akio
Yashiro, Ikuma Dan and Minao Shibata. Although
he couldn’t compose a lot during this period, he
continued to have a willingness to compose. In the
“Symphony No. 4” (1951), he used Russian music for
his musical material. In “Piano concerto No. 2” (1977)
composed in his last year, he used the technique of
twelve-tone music. He died at the age of 73 in 1977.

(Sudoh, Eiko)
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Radio gymnastic Exercise No. 3

Radio gymnastic exercise started to be

broadcasted in 1928 all around japan. Music for the

first version of the radio gymnastic was composed
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by Naoaki Fukui. Since then, many musical pieces
in connection with radio gymnastic exercise had
been written. “Song of a Radio gymnastic Exercise”,
which starts with lyrics a new morning has come,
it is hopeful morning...’, is a relatively well-known
piece. Not only this piece, but also a lot of accompa-
niment music for exercise has been written by several
composers. A gymnastic music used today “Radio
gymnastic Exercise No. 1”7 is composed by Tadashi
Hattori and “Radio gymnastic Exercise No. 27 is
composed by Tkuma Dan.

“Radio gymnastic Exercise No. 37, which was
published in 1946, was composed by Kunihiko
Hashimoto. This music and the accompanying exer-

cise was broadcasted for only one and a half year

42

because of its complicated action which was assumed
to be too difficult to spread by radio broadcasting.
In 2015, this exercise was reissued by two medical
doctors: Masaya Anzai and Tatsuki Inoue. The pub-
lished CD and the DVD are now on sale.

In “Radio gymnastic Exercise No.3”, a nimble
music with staccato is accompanying to the step and
bending exercise, and unconstrained music in legato
is accompanying the neck turning and side-body
stretching movement. There is a modulation in the
middle of the piece. Descents with short time value
in treble are repeated with a circumnutation exercise.
'This music relates to the movement of exercise and is

rich in its musical development. (Nakatsuji, Maho)
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Ikenouchi, Tomojiro
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Japanese composer, teacher and haiku poet
(1906-91). A leading professor of composition at
Tokyo University of the Arts (Tokyo Geidai), he taught
number of composers such as Toshird Mayuzumi,
Akio Yashiro and Teizo Matsumura, contributing
to the diffusion of the theory of composition he had
learned at the Conservatoire de Paris.

The second son of Kyoshi Takahama, he was
born in Tokyo and learned Noh as a young children.
As a student at Kaisei Junior High School, he found
pleasure in listening to classical music on vinyl, espe-
cially French music. After quitting Keio University
to study composition in France, he arrived in Paris
in March 1927, and in 1928 he entered the harmony

class of Paul Fauchet at the Conservatoire de Paris.
Though he stayed in Japan from April to October in
1930 then from December 1932 to March 1934, he
obtained premier accesit (the third prize) then deux-
ieme prix (the second prize) at Fauchet’s class. Since
October 1934, his study continued at the fugue class
of Georges Caussade and the composition class of
Henri Bisser, but he returned definitively to Japan
in August 1936. During his stay in Paris, he went
to concerts where he saw Ravel, Schénberg, Richard
Strauss, Prokofiev, etc. He also got acquaintance with
Japanese musicians such as Chieko Hara, Kazuko
Yasukawa, Toroku Takagi, Kishio Hirao, Koji Taku,

some of whom, like Ikenouchi, became active in
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performing or teaching French music in Japan.

In 1947 he became a professor of composition
at Tokyo Geidai, and in 1955 he created a concert
series ‘Shinshin-kai’ to promote works of his stu-
dents. The considerable influence of his class led
him to occupy administrative posts in and out of the
university. He wrote several musical textbooks and
translated those of d’Indy’ (Cours de composition) and
Biisser. His works such as Yuya - trois pieces tirées

de la piece de n6 Yuya pour soprano et orchestre (1942),

shows his admiration for voice as well as for the
strictness and brevity of form, as is A major trait of
haiku. Active also as a haiku poet, he published an
anthology of his works and served as a reviewer for
Hototogisu, a Japanese leading haiku magazine. He
was awarded Chevalier des Arts et des Lettres (1960),
Chevalier de la Légion d’honneur (1961), The Order
of the Rising Sun, Gold Rays with Neck Ribbon
(1977) and Person of Cultural Merit (1986).

(Hirano, Takatoshi)
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Hirao, Kishio

Born in Tokyo in 1907, Kishio Hirao grew up
in a wealthy family that runs the cosmetics indus-
try and studied the piano and solfege. From the age
of 17, he studied composition with Satoshi Onuma.
After graduating from Keio University’s Depart-
ment of German literature in 1930, he went to
France in 1931 at the age of 24, and studied compo-
sition with Ryon Cool etc. in Schola Cantorum and
Cesar Franck Music School.

After returning to Japan in 1936, he won many
prizes in the New Symphony Orchestra (aka NHK
Symphony Orchestra) contest for Japanese work etc,
and made his debut as a composer. During the war,
he did a lot of broadcasting work as a middle-rank
musician. After the war, he joined the reconstructed
Japan Contemporary Music Association in 1946
and organized a composer group “Chijinkai” with
Koumei Abe, Saburé Takata and Kiyohiko Kijima

in 1948. This group, aiming for cooperation between

About work(s)

Western tradition and Japanese culture, organized
work presentations five times and did creative activi-
ties mainly on chamber music works.

In 1948, Hirao’s only piano solo piece, “Piano
Sonata” was premiered by his wife, Taeko. It is a
masterpiece filled with his unique charm, delicately
fusing a French modern writing method and a
lyrical Japanese musical mode. There are other fas-
cinating chamber works such as “Piano Quintet”
(1945), “Violin Sonata” (1947), “Flute Trio” (1949), and
“Oboe Sonata” (1951).

Hirao served as professor of Kunitachi College
of Music, Chairman of the Japan Contemporary
Music Association, etc. In 1953, he passed away at
the young age of 45. Mainichi music prize was con-
ferred after his death. His works are still performed
now by his daughter, pianist Haruna Hirao etc.

(Sudoh, Eiko)

Piano Sonata

“Piano Sonata”, composed in 1948, is the only
solo piano piece by Kishio Hirao. This work is filled
with his unique charm, delicately fusing a French
modern writing method and a lyrical Japanese
musical mode. It is one of the masterpieces of con-
temporary Japanese piano sonatas.

This song was premiered by Hirao’s wife Taeko.
She said that he was suffering from a relationship
with another woman when he composed it, and this
song was written as a confession of his own feel-
ings. The same year, Hirao formed a composition
group named “Chijinkai” with Koumei Abe, Saburo
Takata, Kiyohiko Kijima and others. Then, he pub-

lished many chamber music works.
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Piano Sonata consists of three movements.
The first movement and the third movement are in
sonata form. In particular, the contrast between the
intense first subject and the luscious second subject
of the first movement is brilliant. At the beginning
of the score, the following words are written by the

composer.

The first movement
The fight of souls between affliction and anxiety
—There s a lyrical sunshine, but it is covered with
a dark storm cloud for a moment

The second movement
Confession of a soul which is sung gently - It
gradually storms, but ends sadly again



The Third Movement
The quick world of speed and exercise

(Sudoh, Eiko)
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Matsudaira, Yoritsune

Japanese composer born in Tokyo (1907-2001).
His father, Yorinari Matsudaira, was a viscount and
a famous butterfly collector. In 1923, Matsudaira
entered Keio University and majored in French lit-
erature, but he decided to be a composer when he
went to a piano recital by Henri Gil-Marchex, in
which various pieces including those of J. S. Bach
and Stravinsky were performed. He studied piano
under Charles Lautrup and composition with
Heinrich Werckmeister and Kosuke Komatsu. In
1930, he participated in the establishment of the
Shinko Sakkyokuka Renmei (Association for Innova-
tive Composers) with Shuakichi Mitsukuri. Between
1931 and 1934, he organized piano recitals where
he played number of works by French compos-
ers. He had opportunities to get acquaintance with
foreign musicians when Alexandre Tansman intro-
duced neoclassicism to him in 1932, and Alexandre

Tcherepnin, who stayed in Japan in 1934 and 1935,

About work(s)

praised his works. In 1946, he established the Shin
Sakkyokuha Kyokai (New Composers’ Association) with
Yasuji Kiyose. His international reputation as a lead-
ing figure in Japanese musical world was confirmed
through winning a prize at the ISCM (International
Society for Contemporary Music) with Téma e variazioni
per pianoforte e orchestra (1951), in which elements of
gagaku and twelve-tone technique are combined. He
won 15 prizes in total at the ISCM: Figures sonores
per orchestra (1965), Bugaku per orchestra da camera
(1961), Mouwvements circulatoires per orchestra in due
sexioni (1971), in the latter two of which are featured
aleatoric aspects, etc. Chairman of the JSCM (Japan
Society for Contemporary Music, Japanese section of the
ISCM) from 1956 to 1960, he received the Medal
with Purple Ribbon (1972), the Order of the Rising
Sun, Gold Rays with Rosette (1979), and he became
a Person of Cultural Merit (1996). (Hirano, Takatoshi)

Souvenirs d’enfance (Souvenirs of Childhood)
Souvenirs denfance, the first piano piece com-
posed by Yoritsune Matsudaira, is a piano suite
consisting of ten pieces. ‘Berceuse’, ‘Poissons rouges
(Goldfish)’, ‘Boite 4 musique (Music Box)’, ‘Mauvais
réve (Bad Dream), ‘Cheval de bois (Rocking Horse)',
‘March [sic] (March) were first published in a musical
magazine Ongaku Shinchs around 1930. Five of these
were premiered by the composer at a concert ‘Forum
of Young Composers’ held in 1930. When these
pieces were republished in three volumes as part of
the Zen-On Piano Pieces, ‘Les bulles de savon (Soap
Bubbles)’ (1929) was added, and ‘Chanson pour jouer
a la balle (Song for Playing with a Ball)’, Jeux (Play)’ and
‘Pierrot qui joue de la ball [sic] (Clown Playing with a

Bally were included in (Euwvres pour piano (Piano Works)
published by Zen-On in 1991. There are many dif-
ferences between the edition of 1991 and the older
versions. Matsudaira says it was the strong impres-
sion given by Eugene Goossens’s Kaleidoscope played
by Henri Gil-Marchex that led him to compose
this suite, and the music of Debussy, Ravel, Poulenc,
Tansman and Stravinsky also inspired him. In each
piece, tonality is not clearly established. Instead, the
sense of unity is created by the same phrase repeated
and gradually modified, which makes the music not
so much nostalgic as placid and restrained. There are
no bars and beats in ‘Poissons rouges’, and parallel
harmony can be found in ‘Marcly’, which techniques

will be both used in Matsudaira’s later piano works.
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(Hirano, Takatoshi)

Prélude en Ré (Prelude in D)

Along with Souvenirs denfance, Prélude en Ré
is one of the earliest works for piano by Yoritsune
Matsudaira. Composed in 1934 and included in
1935 in the 5th volume of the Tcherepnin Collec-
tion, Contemporary Japanese Piano Pieces, this piece
was premiered by Alexandre Tcherepnin in Munich,
and its recording made by him was broadcast on
European radio. This work is important in that it
reflects Matsudaira’s friendship with Tcherepnin and
Alexandre Tansman, who came to Japan in 1932 and
inspired him to write this piece, as Matsudaira says.
Two simple melodies are both repeated twice, each
accompanied by augmented or diminished intervals.
After a transition of four measures, the original mel-
odies are recapitulated, followed by a coda of four
measures. The latter half of the piece clearly presents
D major, except the coda ending on an empty fifth.
Published first by Tcherepnin, Prélude en Ré was
included in Contemporary Music for Original Dances:
15t volume, piano music (Gendai Shichosha, 1953), Yorizt-
sune Matsudaira : (Euvres pour piano (Zen-On, 1971),
and his Euvres pour piano (Zen-On, 1991).

(Hirano, Takatoshi)

Prélude en Sol (Prelude in G)

A piano piece composed in 1940 by Yoritsune
Matsudaira. Around that time, he tried to compose
Préludes pour piano and wrote some of them, but he
was unable to publish it after having difficulties in
using both tonality and ancient Japanese modes.
Unlike Prélude en Ré, Prélude en Sol is not included
in the Tcherepnin Collection. While the former
has the indication of Andante cantabile, the latter
is accompanied by the indication of leggiermente.
Figures with four sixteenth notes are incessantly
repeated. The score has no key signatures, but the
music proves to be in G major in the end. However,
chromaticism is dominant, as is shown by the fact

that only the three of the four figures in the first two

52

measures are played on black keys. Meter fluctuates
a little before the climax established in the middle of
the piece, and a dominant with many accidentals is
resolved to the tonic. (Hirano, Takatoshi)
Sonatine pour piano (Sonatine for piano)
Sonatine pour piano, composed in 1947 during
‘the period of neoclassicism’ Matsudaira called him-
self, and premiered the next year by Tatsue Tanaka,
proves that Matsudaira was deeply familiar with
French piano music. Yasuji Kiyose, who listened to
this piece on the radio, said that he was ‘surprised
at Matsudaira’s maturity and familiarity with French
music.” According to the composer, the two themes
in the first movement are based on ancient Greek
modes. The leaping grace notes in the second theme
and the syncopation in the transition sound par-
ticularly elegant. The second movement, a menuetto,
is based on the Yatara Byoshi (2/4 + 3/4), a rhythm
characteristic of gagaku, which makes the texture
thin despite the frequent use of chords. In the final
movement, a sort of toccata, the right hand’s part
written in F sharp major is combined with that of
the left hand without key signatures. As Matsudaira
says, the first theme is written in the ryo mode and
the second in the ritsu mode. Sonatine was first
published as the Zen-On Piano Pieces 437, then
included in his (Euwres pour piano, published by
Zen-On Music Company in 1991. (Hirano, Takatoshi)

Toccata cromatico

Toccata cromatico was published as the Zen-On
Piano Pieces 476 in 1993. The year of composition
is unknown, but it is not impossible to see it as a
piece written in the 1940s, comparing its style with
those of the works composed in the same period by
Matsudaira. The piece is a sort of perpetuum mobile
played mainly in the high range. ‘Cromatico (chro-
matic)’ is related to the chromatic movement of the
inner voice played by the right hand, as well as to
the augmented or diminished intervals played by the

left hand in the beginning. However, the music is



not so much atonal as modal, considering that the
arpeggios from the low range to the middle range
indicating E major serve as punctuation marks and
that perfect fifths often appear in the left hand’s
part instead of augmented or diminished intervals.
There is almost no change in the texture of the right

hand’s part, while the left hand’s movement is more

flexible, making the music more energetic and richer
in rhythmic variety. After the climax is established
through the parallel harmony in the left hand’s part,
the right hand plays fast figures in the highest range,
and both hands play a chord featuring an augmented

fourth. (Hirano, Takatoshi)

53



HAEZ B

TEIZRIERIE ET « F- 7/ iRz 2,
https://enc.piano.or.jp/persons/1544

{EaufEsR

ERBER. FHR, FBE7 =X bELT
THHE U To B E 2B, RITUTZREAN « A
THAHANEA (1886~1912) DEHR 15 FRiCHh
TOFT, (EAKRICKETHRNS) &L T 1938
EICHE L ZRIEDO O 1 i T, Bah%
COHEEFT- 1Y 7T HT. ZHERICED
5NTW5%, HIZA OFEGHE. GHE TR O]
IZ5DOHZPERIIDOED T, [FKREET ZH
D6 FHHICHKDONZFETH 5, BAM 1908 (H
41 EH B 1910 BB 43) FIThIFTE- 72
551 BT —<HNIC 5 WICH T T E N TV
B, TNHIRBIEORMZIH o7z DOh iR

54

2T HHANEHEATNE, P TEHI
CHHED T 2D AN E WS JEF THNS
NTW5, TNEORINEZTERT S XS
HRETNTED. MFEO ARG MNENT
EMoTLBMMER>TWVD, IR DI
IEfEHE. BTE5 BTN =MD C

ZRHICEWTEMM T  mE 2z L7z,
AR CO TR RHbN TN — /T,
E7 /3= PRI RENZ .00 E Z2H 5D
T RONTPEEDHRICHEHENTED, &
SICHIFIHBICEZA DN ST LTS
LR E TS TV S, (BHite.2 1)



FHER=EB

TERRROZERE U THIS NS EAIRE
ERCHEFHT (B - vl 12, 8 ARSD=HE L
THEEND RBIFHEE. 1951 SEICHE =B,
A BREBIE BB BE RICHE T, 1908 fEIC
WFEFEAE & U T TV 5 B
EAITAEEGER) ORMEAFM LIzNA T 7x
AWz otz RENMEENEICIIRREZ S
ATED | EEORGENR., ITXRAZHBH TV
L9,

YN SARHZEREP TS A E N7 ERIRIC
BB, REWNICH- T 744D AV
VEHREMNDG KDk D, B (1895~
1929) IZ—Wf, T A4V VOFIFEEZZT
72 01F Lz & DDOFEARMITIEINAE T 1929 4RIC
B S S PRARRI AR IC A L, 7 A4
VPSR, TOWEKD ) VT ANA LI SHI
P SOHE 72 2 UMD D 8 i 72 OIS RIS Bl
MG U, ARIAEZERICUD TSR OIS
WHEATZ,

PRI A T 1936 FEICHAGZ R Y 7 —)b

THEINMZZEH, T <TERMROBAITHTL
Tehh, Z %, W BRI () &
ETEHEFBICIELTWc e EH b, ik
D 1947 FEICIXIBE, ZD%iZ., NHK OHJE
EfREER. R AR EmERE. AR
B ORGSR EER (1968~79 1) 71 & 7 i
EL TV, TEMIEAEZEIAEICH SN D,
FEEE AR D 12 D DEFIT 1940 HAHD © I B HY
DA RERELE LTEEETH D, BT /il
TRLI (X 5T L 5) OFEZBEEN S,
FR-RLTBHON, # - KET (Bl
VD) SRR DRIIATE 5 T2 7 A 4 )
ZA T, WHERR L EE R, BY - L—
B (zwB25) APV AR LIzF oY)
A B TEhSR, X5 - LEBREET = A KT,
BB R 2P R S AR DB K A A TR B
DT, BRI, IS TEHMROBH, €
7 ZANTIRROILE, €72 ARTY TS

JHFEOBRENDG (FREL—#OT),
UINEWEE)

Tl

WIZ L Z DB OEICEWZE R IR G
FO RIS, TSI D T
BT 5. 1935 RISl M CPBLD 1
(DB, LTI &dbET—Ho
3EELE T NS,

THHE=EOMERON TR (T
L) & R TG R R A X P
ATHBH, CT )RR R
HoTWB T LEFEITE S,

PRI, C OIFREIRRDU S 16 S
16 07, M8 I ERA DK HHO Y X
LICHERILS £ TEL T, £7e, M%
HTRTAMES FERE RN S T & %0

TINRw T gD 50MCETEHLHEFEL
TW5s,

HIZE DR EZEOERIIHA L TIE, TF
LTV EWIRFINEZ L /BZIF5Nn5
(] 713 G225 553 B RE v 5 2005 4RI FlFF & Mtz TH
AL 2 ), LA L., FHEZERD S
WEFEE 2 T R R DR MMCIE, T OHEZEDN
T A A NS EES D LD EEIIE IR R T
oo LAFET5F BB, LWITHUCEX, €T
/AR ORI OZ I E 5bNT,
MCLTEY ) TR AR ZS (2 HIh e
W ZEICEFTZDOPRETHH .

()

55



About work(s)

Narayama (Mount Nara)
“Narayama” is a piece for solo voice and piano
that Kozaburo Hirai composed with two Japanese

poems written by Shihoko Kitami which recall the

ancient metropolis of Nara. “Narayama (Mount Nara)”

was composed in 1935 and it forms one part of a

trilogy together with “Kai no Sawa (Swamp in Kai)”

and “Kujakurihama”.

“Narayama” represents one of the most famous
pieces of Hirai. It contains lyrics in a lofty style and a
poignant sense of singing, but the piano accompani-
ment takes on a very important role in the piece as
well.

Hirai hoped to focus the attention on the
rhythm consisting of a sixteenth rest, a sixteenth

note and a dotted eight note which characterizes the
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piece. In addition to this, he asks the pianist to let
people listen to the melody of the left-hand part and
play the last arpeggios slowly.

The explanation that the tonal pattern continu-
ing from the prelude is imitating a koto is often seen
(as in, for example, “Japanese Song Collection vol. 2” published
in 2005 by Zen-On Music Publishing Company). However,
some singers who received vocal instructions from
Hirai testify that Hirai himself remarked that the
accompaniment was suitable for a violin. Whether
this is true or not, the best way to perform the piano
part is probably not to be caught up in thoughts on
tone colors of other instruments, but rather to focus
on how one may draw out an effective expression.

(Nakatsuji, Maho)
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Hisatada Otaka was born in Tokyo in 1911.
He enjoyed music starting from early childhood.
He learned the piano with Sealy Watanabe and
composition with Eitaro Katayama, while studying
at Seijo High School. In 1931, he dropped out of
high school and went to the Vienna Music Acad-
emy. There, he studied the piano with Yahn Bale
and music theory with Steel. After learning for a
year and a half] he returned home and taught music
theory at Musashino Music Academy , while study-
ing the piano with Leo Shirota and composition
with Pringsheim.

In 1934, Otaka returned to Vienna again,
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studied composition with Joseph Marx, and con-
ducting with Weingartner at Master Class of the
Academy of Music. “Nihon Kumikyoku (Japa-
nese Suite)” was composed for the piano in 1936
and later arranged for orchestra as his graduation
work. This work was awarded the Weingartner
prize. After graduation, he was active as a conduc-
tor of the Vienna Symphony Orchestra and Berlin
Philharmonic.

Otaka returned home in 1940. In the next year,
he played his own orchestral music together with
works of Mozart and Brahms at the New Sym-

phony Orchestra (currently named the NHK Symphony



Orchestra), debuting as conductor and composer.
Starting in 1942, he became a permanent conduc-
tor of the Orchestra. He dedicatedly worked during
and just after the World War. He composed a lot
of works mainly for Orchestra. He played his sev-
eral works, one after another, such as “Rhapsody for
Piano and Orchestra” (1943), “Symphonic Fantasia
“The Prairie’ “ (1944), “Cello Concerto” (1944), and
“Concert Suite for Piano and Orchestra”(1946) at the
concert of his Orchestra.

Otaka’s other works include “Sonata for Violin
and Piano” (1932), “Sonatine for Piano” (1940), “Piano
Trio” (1941) and others. His musical style is regarded
as elegant consisting of German romanticism and
Japanese beauty.

Otaka died at the age of 39 in 1951, because
of overworking during and after the War. On the
first anniversary of his death, “The Otaka Prize” was
established with the prize money from the Minis-
ter of Education Award which Otaka won after
his death. This Prize aimed at orchestral works of
Japanese composers. In addition, his wife is pianist,
Setsuko Otaka. His oldest son, Atsutada is a com-
poser, and his second son Tadaaki is a conductor.

(Sudoh, Eiko)

Career

Otaka took Eitaro Katayama’s composi-
tional lesson when he visited Seijo-High School.
In 1931 he went to Europe to enter the Vienna
Music Academy, Meister-class of the department
of composition, there he learned composition and
piano. Temporally returning back to Japan (1932-
34), he taught musical theory at Musashino College
of Music (now Musashino Academia Musicae), while

continuing to learn composition and piano. After

returning to Europe, he took Josef Marx and Franz
Moser’s lesson of composition and conducting lesson
under Weingartner. After he absolved the Meister
class in 1937, he was active with European orches-
tras as a conductor. After returning back to Japan, he
was a professor at Tokyo Music Conservatory (now
Kunitachi College of Music) and from 1942 until his
death, he dedicated himself to the New Symphony
Orchestra (currently named the NHK Symphony Orches-
tra) as a conductor.

The composer Atsutada and a conductor
Tadaaki Otaka are his sons, and the famous Japanese

industrialist Eiichi Shibusawa is his maternal uncle.

Works and Style

While committed to the German romanti-
cism style, he is appreciated to have integrated the
characteristics of Japanese music into his works. The
Weingartner prize for his orchestral suite Nihon
Kumikyoku (Japanese Suite) proved his high musical
talent already during his Viennese period. While
working as a conductor in Japan, he presented his
works alongside European music. He was first rec-
ognized within the Japanese musical scene with the
performance of his symphonic poem Ashiya-Otome
and Midare. The NHK Symphony Orchestra, his
affiliate orchestra, played a great role in premiering
many of his orchestral works. Not small in numbers
are his chamber works, for whose premiere he made
a concert in 1942.

His contributions to the Japanese musical
scene are indispensable. However, during the politi-
cal instability before and after the World War he
worked himself to an early death. His last unfin-
ished work, an arrangement of his flute concerto
for orchestra, was completed by his student Hikaru

Hayashi. (Maruyama, Yoko)
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A person who was active as a composer and
conductor was Saburé Takata. He composed many
sacred songs for ceremonies as well as instrumental
music.

Takata was born on December 18 in 1913, and

he grew up in a good environment which was close
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to music. In his home was a record player, which
was a novelty in those days, so he was able to listen
to various records. His father studied Noh chant of
the Hosho school and his mother practiced sokyoku
(koto music) every day. He spent his elementary

school days surrounded by his brother who played



the shakuhachi and friends who was fond of folk
songs and biwa music. His brother and sister started
to learn the piano, and Takata also began to study
piano when he was in junior high school. There
was a church near his house, so Takata got close to
Christian hymns in the early part of his life.

In 1932, Takata entered the teacher course at
Musashino Ongaku Gakko (Musashino Academy of
Music) and he learned the basics of harmony from
Taijiro Go6. He was a pupil of Nobutoki and K.
Pringsheim at Tokyo Ongaku Gakko (Tokyo Acad-
emy of Music, now the Faculty of Music at Tokyo University
of the Arts) and Takata graduated from the academy
in 1939. “Hachijasokyoku (Octet)” was a graduation
work and written under the influence of I. Stravin-
sky. He proceeded to the graduate course at Tokyo
Ongaku Gakko and finished the course in 1941,
completing “Yamagata-miny6 niyoru Fantasy to
Nijya-fuga” (Fantasy and twofold Fugas based on folk songs
of the Yamagata region, later changed to “Yamagata-minyo
niyoru Ballade (Ballade based on Yamagata Folksongs)).
Takata continued to study composition and con-
ducting under H. Fellmer and J. Rosenstock, but he
was forced to move to Nagano prefecture because
the airstrikes were becoming increasingly serious.
He started to compose the “Preludes for Piano”
during his stay in Nagano.

After the Pacific War, Takata returned to Tokyo
and trained the younger generation at Musashino
Ongaku Gakko from 1946 and at Kunitachi Ongaku
Daigaku (Kunitachi College of Music) from 1953.
Takata organized a composition group ‘Chijin-
kai’ with Kishio Hirao, Komei Abe, and Kiyohiko

Kijima in 1948, and he took active part in this group
until 1955, performing works of his such as “Sonata
for violin and piano”. In 1960, Takata began to com-
pose works for choir at the request of NHK. The
first collaboration with a poet, Kikuo Takano, was
in “Watashi no Negai (My Wish)” in 1961, and many
great pieces were subsequently written by Takata and
Takano which are now in the repertoire of numer-
ous choirs. “Mizu no Inochi (Life of Water)” has in
particular been sung in various formations since it
was performed for the first time in 1964. The piece
“Kokoro no Shiki (Four Seasons of Mind)” for mixed
choir, which put a poem by Hiroshi Yoshino to
music, as well as the cantata “Musei Dokoku (Silent
Wailing)”, the poem of which was written by Kenji
Miyazawa, are also exceptional works that have left
a deep impression on audiences since their earli-
est performances. In 1969, Takata was awarded the
grand prize of the National Arts Festival for his
composition “Ky6jo no Hito (A Man on a Bridge)”.

As a Catholic, Takata contributed with more
than 200 pieces of liturgical choral works written
in the Japanese language and in 1992 he received
the Pontifical Order of Pope St. Sylvester from the
Pope, J. Paul II. Takata passed away on October 22
in 2000.

'The books written by Takata include “Kuina ha
tobazuni (Water Rail don't fly)”, published by Ongaku
No Tomo Sha in 1988, “Koshi kata (Days done by)”,
published by Ongaku No Tomo Sha in 1996 and
“Hitasura na Inochi (Fervently Life)”, published by
Kawai Shuppan in 2001. (Nakatsuji, Maho)
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Born in Kushiro, Hokkaido in 1914, Akira
Ifukube grew up while listening to traditional Ainu
folk songs and pioneer’s songs. He also liked to
play the guitar and the violin, and from the time he
was about 13 years old, he studied composition by
himself.

While majoring in forestry at Hokkaido
University, Ifukube developed his music activi-
ties. In 1933, he composed “Piano Suite”, his only
solo piano piece. In 1934, he formed “New Music
League” in Sapporo with Fumio Hayasaka, Miura
Atsushi and others. They brought a new inspiration
to the Japanese music world which was influenced a
lot by German music.

After graduating from university in 1935,
he composed while working in a forestry office
in Hokkaido as a forestry researcher. In the same
year, the first orchestra work “Japanese Rhapsody”
won the first prize in an international competi-
tion for young composers promoted by Alexander
Tcherepnin. In 1938, “Piano Suite”, written in his
school days, received an honourable mention at the
I.C.S.M. festival in Venice, and he gained worldwide
attention. His musical style was nationalistic, featur-

ing traditional Japanese melodie and strong ostinato

which persistently repeats motif.

In 1941 during the Pacific War, he announced
“Symphony Concertante for Piano and Orches-
tra”, which has an exceptional avant garde sound by
using modern composition techniques as a symbol
of scientific civilization. In “Ballata Sinfonica” com-
posed in 1943, Ifukube used nostalgic melodies of
North Asia and Eurasia which decided his later
style. In addition, this work was awarded 1st prize
in the Victor Orchestra Contest, and the recording
received Award of the Minister of Education.

After the war, in 1946, Ifukube came up to
Tokyo, and specialized in music works. He taught
at the Tokyo Music School (Currently named, Tokyo
National University of Arts) and Tokyo College of
Music, and mentored many composers such as Yasu-
shi Akutagawa, Toshiro Mayuzumi, Akio Yashiro,
Minoru Miki, Maki Ishii, Teizo Matsumura. He also
actively put his hand to music of films and ballets.
Especially in the field of film music, he left over 300
pieces of music for films. Some of these films are
“Godezilla”, “Zatoichi” and “Burmese Harp”.

There are other works such as “Rhapsody for
Violin and Orchestra” (1951), “Sinfonia Tapkaara”
(1954), “Ritmica Ostinata for Piano and Orchestra”
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(1961) etc. He also wrote the books titled “Introduc-
tion to Music” and “Method of String Music”. He
won several prizes, among them are the Medal with

Purple Ribbon, the Third Class Order of the Sacred

About work(s)

Treasure, Japan Cultural Design Grand Prize and
Person of Cultural Merit. In 2006, he died at the age
of 91. (Sudoh, Eiko)

Piano Suite

“Piano Suite”, composed in 1934, is the only
solo piece for piano by Ifukube. It is a nationalistic
work which was inspired by Japanese traditional
events, and consists of four songs: “Bon-Odori”,
“Tanabata”, “Nagashi”, and “Nebuta”.

Ifukube composed this music at the age of
19, when he studied composition by himself, while
studying forestry at Hokkaido University. This song
was written for the Spanish pianist George Copland
but was not premiered for the civil war at the time.
Four years later, “Piano Suite” was premiered when
it received an honourable mention at the 1.C.S.M.
festival in Venice, and Ifukube gained worldwide
attention. He arranged it for orchestras and Japanese

music instruments later.
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Bon-Odori (about three minutes and 40 seconds)
Bon-Odori music with two themes is vividly
developed, while having a rhythm imitating the
Japanese drum.

Tanabata (about three minutes 30 seconds)

The traditional theme, that is reminiscent of
Tanabata night, is repeated many times while
developing beautifully.

Nagashi (about three minutes 50 seconds)

Following the gorgeous introduction, it seems
as if the themes are sung by the wandering
musicians, “Nagashi”, with sorrow and sadness
across the rhythmic middle section.

Nebuta (about five minutes)

The subject of this song is the Nebuta Festival
in Aomori. Three themes are powerfully
constructed on the ostinato through this song.

(Sudoh, Eiko)
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Fumio Hayasaka was born in Sendai in 1914.
When he was four years old, he moved to Hokkaido
with his family. From the time he was a junior high
school student, he became familiar with the piano
and the organ, and then decided to be a composer at
the age of 15. However, because of the circumstances
of his family, he could not go to music school. He
went out into the world immediately after graduat-
ing from a junior high school and learned music by
himself.

In 1934, Hayasaka met with Akira Ifukube and

Atsushi Miura, and formed “New Music League” in
Sapporo. They were influenced by French music such
as Satie’s, bringing new inspiration to the Japanese
music world which was influenced a lot by German
music. After that, Hayasaka’s early orchestral works,
“Futatsu no Sanka e no Zensoukyoku (Prelude to
Two Hymns)” (1935) and “Kodai no Bukyoku (Dance
Antique)” (1937) won awards. In 1936, Hayasaka stud-
ied composition with Alexander Tcherepnin when
he came to Japan. In the following year, the piano

song “Nocturne” (1936) was published.
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In 1939, Hayasaka went to Tokyo, headhunted
by a president of Toho Corporation. As a music
director, he joined Toho Corporation and pro-
duced a lot of film music such as “Rashomon” and
“Seven Samurai”, which were both directed by Akira
Kurosawa. He also produced “Ugetsu Monoga-
tari”, directed by Kenji Mizoguchi. His film pieces
received Mainichi Film Awards several times, and
supported the golden age of Japanese film. In 1941,
Hayasaka became a lecturer at Nihon University
Arts Department and gave lectures in newly estab-
lished ‘Film Music’ courses.

On the other hand, Hayasaka became a com-
mittee member of Japan Music Culture Association,
Japan Society for Contemporary Music and others.
He also energetically worked on concert pieces while
having work presentations often at the “New Com-
position Association” that he formed with Yasuji
Kiyose, Akira Ifukube and others in 1947. Haya-
saka’s music style was Oriental that was inspired

by Japanese traditional music, Gagaku and Noh.
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He advocated ‘pan-orientalism’ and gave efforts to
change the framework of music from Western to
Oriental. His attempts gave guidelines to younger
composer including Toru Takemitsu, Yasushi Akuta-
gawa and others, while having a great impact on the
following Japanese contemporary music world.

Hayasaka’s major works include “Ancient
Dances on the Left and on the Right” (1941), “Trans-
formation for Orchestra” (1953), and his posthumous
work “Yukara” (1955). He composed piano pieces
over his lifetime, which include “Five Movement
for Piano” (1940), “Piano Album in Pentatonic Scale
1st, 2nd” (1940), “Poetry Song” (1947) and “Piano
Concerto” (1948). Among his piano pieces, in “17
Piano Pieces for Camber” (1941), Hayasaka’s desire
to express Japanese culture appeared both musically
and philosophically.

Due to his chronic disease of tuberculosis, he
died at the age of 41 in 1955. After his death, he was
awarded the Mainichi Film Special Music Award

and the Art Encouragement Prizes. (Sudoh, Eiko)
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Mareo Ishiketa was born in Wakayama in 1916.
After graduating from Wakayama Teacher’s College,
he studied composing with Kanichi Shimousa at
Tokyo Music School (currently named Tokyo University
of the Arts). After graduation, he diligently studied
composing while teaching music at Fukui Teacher’s
College.

In 1943, Ishiketa’s “Small Symphony” was
awarded at a music competition. Starting in 1946,
he regularly joined the composer group “Shinseikai”
and composed several pieces. In his early days, he
published many pieces of academic chamber music
that had German classical style, but then released
pioneering new styles of music for Japanese instru-
ments such as “Three Chapters’ Concerto for Koto”

(1951) and “Suite for Koto” (1952). He also wrote

some pieces using the avant-garde technique of
twelve-tone music, such as the song “Karasu (Crow)”
(1956), the opera “Sotobakomachi” (1957) and others.
In Piano songs, there are works using classical
format such as “Piano Sonata” (1947) and “Suite for
Children”.

Starting in 1946, Ishiketa was devoted to the
training of younger generations at his old school,
Tokyo University of the Arts, and played a lead-
ing role in the Japanese music education world. He
wrote books such as “Musical Theory”, “Musical
Grammar - Theory and Practice” (co-author), “Com-
prehensive Practice for Listening and Sighting”
(co-author) and others. He won the second Orders
of the Sacred Treasure. He died at the age of 79 in
1996. (Sudoh, Eiko)
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Born in Kitakyushu City in 1916, Roh Ogura
was adopted into the Ogura family soon after birth,
and raised in Kamakura and Tokyo. From the age
of six, he received his first piano lessons from his
older sister, and became familiar with Western music
through the influence of his music-loving uncle.

Ogura started studying French-style musi-
cal grammar and harmonics with Shiro Fukai
and Meirou Sugahara around the age of 15. After
that, He studied harmonics and counterpoint
with Tomojiré lkenouchi, and conducting with
Joseph Rosenstock concentrating how to conduct
Beethoven’s Symphonies. He was very devoted to
German classical music. He focused on logical music

development based on modulations and organic
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coupling of rhythm, melody and harmony. But then
he hit an obstacle, and destroyed most of his classi-
cism work.

After the war, Ogura became a composer for
NHK, and he composed many works that were
broadcasted on radio and TV. Meanwhile, he found
a new clue to Barték’s music and pioneered a new
composition style with Japanese folk songs and chil-
dren’s songs. The works of this period include “Dance
Suite for Orchestra” (1951) and “Nine Unaccompa-
nied Choruses of Female Voice based on Children’s
Song at the Tohoku Region” (1958) which is famous
for one of the choruses, “Hotarukoi”.

Ogura’s style is characterized by a dynamic

thythm and an ethnic tonality. He wrote piano



works such as “Dance Suites for Two Pianos” (1953),
“Composition I for Piano” (1966) and “Composition
II for Piano” (1968) . Both Compositions I and II are
contained in “Toho Gakuen Children’s Contempo-
rary Piano Music Collection” (Shunjusha Publishing
Company). Each work is a collection of small pieces,

in which some pieces use rhythmic or roundic

technique. They are very enjoyable to play.

Ogura demonstrated his talent in many ways,
not only musical works but also criticisms, essays
and paintings with a strict eye and ear. His main
works include “Talk about contemporary music” and
“Ear of Japan”. He died at the age of 74 in 1990.

(Sudoh, Eiko)

69



S i

SR mIfEL . SEBUREARD &I H L[]
B UTAFIIER T, S B3 A DM
T LTz, T a—2a—JRERA
) GE#. 1993~954F) MEEZO—NT
5%,

1916 (KIE5) 9 H29H, W TthHEFN
%o A - HERIEEFE, HR < KFEIZIESESRD
FiRs A2 8 6D 2 HANSE R 77 O ELRIIAZ S Z 7z
NVITH %, LM, MO FET
HoRMNLET JDFFE X R, ERE
R TH > I DRERFETT 0N —3E¥E
LLTHIBND) DR B2 TERICBIL AT,
7 EEHEE, Yr—LAX XV, Fxr
D728 =M, FuEoxhnk, (FihEG 2
M, FEHEEICENETNRE L,

1936 (HARI11), SR ER 2 B2 SR 7
FHC A%, KZETRE AT AMFICHTELT
FruzEZE Uk, BNGEROMEE L
TEIEH LTz, 1939 0 5 2 R, AR
YR BREOE RS2 A ICENS L 72N,
1941 I R EREANT A U CCA
FEFENM L LR TR EZHEL L T2, 1943 FEh
S TAEM, FERER 2 BE A IC BB L. 1944
NS EHAER LR THEZT %,

SEH D EADIE I 1940 FEARFTEIC/ES
NTHH, #wEit HOBHO ), (HOFELD
Tkt (8 1-f) . GEDOHO) IR Glgrbz)
Ofth, #e2EdhTld (EEEUEZEERE 1 8%). (¢
7 DIzHDELEM), (T VT R) mE
e E R Tz,

1946 -, ABFFEA. FHFSHE. Bl EES
& THimEE] K. 1950 £ £ TEMFEELD
Gk ofee FFMEXD 74M, HEHELE
HhioWgst & L Tamaihz 2 8umth Lz, 1947
EICIE NHK T4 EEE ORIV T C.
FE2wy—0O ARXLT7ZXEAYYF Y R) IZD
W R, T OHS TDORGEMFILI%. NHK
20K TERAM] HREBEYE L, HFDH
TS K ERW BT 5 2 72, 1948 FE1C, 5

70

Folfe IR D & T RO T2 b D EB = | (B
1E DM B RS S B a0 72 Bk 1949
MBI TEREMD FEIC B 7NV =750
HEZRD B,

1940 AR I iX, EHOREBIERD—D
KA BN (BLEH) DHER LU, i,
IEPUEZRHOAEHEFH L TV 5,

1950 “ERED 51X, P YTy PR L
ART 4wV DEEEZFNND & LT, AW
FH L LI 12 BREDOMRZERD TV L,
1957 FFICHF MBS & 120 i 280787
ZRIR, AfHEROMFE L TO—mZE LT
W< BRHM 12 HEGEZ W TR L 72K%
B ARSI GEHOERY (195248), (JEETI#TIC
K% 3DDF) (1954~584), (VT H=7)
(1960 45) HVdp D, BIRME. & MEZIND A
NTAEMITIE RICFKD B ) (1963 4), (H
{LOF) (196 4), (BT /DDA > 71
T B—a VE2) (196840 RENDH B,

1950~60 FERICIE, BEWEE AL Tz,
1952 D SN LT @R TR R Z 0.
[AAEIC BADIKEL T KA B E S S5 ORERN
L5 %, 1959 FEN S 10 FERIE, BT EH K
T IRESREIRL T & BUEIC T o T,

1969 FIC Ik ZEE L, LIRS AIEIGE)ICE
DEEEDD, La— RREESOMEE, il
HEOWMTE, HARDRKGEHRER EANINOHA T
W<, 1973 FFICHIEEI Nz (> Y — kAT
F—TALT) CREaEEZ%E, TIhHH%H
OFEfE. THEEZEEE ] B 50 THETEE
I ) 5. HARDRB=ERE i & 28
e D TARZHADEIEANEZLL T L,

1973 FFICRENEMD—D L 2% GBOHIH)
ZREL. 2HFERITGEMHOERER L HE D
BWFAEZ /(W < Moz 3L T)
MRS NS, 1975~80 £ M) T, (B
Uy (AEBUSGE). CRILEG). (B3, (F
HICDOWT), (MEFTHREE) & EAEE
Nizo 1973 FLIRICHREBEINTZHADRMBE



AE A FEREEEM T2 —HDY T 2 —-E—
A, EHHEROBEZZDE DNDFHE 7238 % Hfh
WREMEE D T EMNTE S, RlHE. ¥ 7
Z—« E—AESHO EFRICK D, 1982 ECC
VU —EREHZZH, AFICSERESRD
JTWa,

1984 M5 6 FE[. BOAKZDEFL 28D
Too SRHNC X ka8 TEZ L Edam] 1. it
KDOVGEE S 2 DR Z T2 28 ad b 7 At
L. THAEE R EHTE - HARD E 2 W IC
FER Uz i CHEA TH - 72, 1992 FFITIE X

{EaufEsR

L& L LTRE SN, 1996 4. RUEPUATL,
W EREE R EZ T S, FE2H2HIC
LTz,

LS R HED BTG BN B0 L T, Bl
O TR b, KA+ - XV EMEN
5 THH N"eBITLz, B2 5T, 2N
ZNORHERHAZ RGNS HEREEK L T o 72
S, T = THT7 7 A ME] EWVolzF
BRGNS, TEHh) Z 0% 0%z FiET
T BAWEZRIT LT, ()

E7 /DD 7ad«E—avEN

SEREREE . il T ay o B— g
V] S AR EBGEL T\ b, [EME
520 MFENizToE T Mz, 1957
EICPERR » W E Nz, SEHIC K B &, TR

RGO/ TR TEIO E s AN
DENTH %,

HRHSRFTHEE S 3, AIEOWS LA T
DIEMDIER ZREDT B, eI, TET =
A b DAY ST DWW, FOFHEE
FOEMICHB LTV, [hr—148 ¢
> F D7 2 Bhia B 2 @i, FI5E OB
DIFIF—=h, 7226 ZFDE ol
EAMTT3MTOELT) O/ ST LITHMbIicH
DI, ZOENNTHET Z A FDEBDAEE
BoThHobNS] EBRNTWVS (FHFROMHR,
Hhrk, 197845, 183 B,

€7 /Dby Tadcv— g Vil
1) O%EEE, TR KER2E WS B
60%& HAET /A 21 BRI 1960
) IKIND BN TN 5,

Lento () = ca56) THAE B H, HEX® ¥
[ ZH L&D D i lE Molto vivace () =
cal392) ICE D, LEEEGENVHFHN T, HlZ
WBHEIUCAZ Yy =R LTE, pp DT ETHL
K AZy =B, IZRE Lz

2ELHY. T . HEDT A= ARy I1—
FEH B, FrREELEIELT LIS, 2O
TERTR. K2 ES5 WO EE LTS, 1k
MZslseMtcEnd, cofizXAF
IV VICHIIEEENETHAH,  (hikHEID

Generation

{Generation) DHZFICIZ, 2 N\OET /2%
BEHRETH 5, PIEIE 1981 4, —HiEE &
GRS K > TiTb N iz, EZERERIEH 15 7
TH%,

ZERE — DD I, BHEERIPHERE E D
NETHRENTWVS,

%4 D (Generation) &, HISGETE, & 2ER
ROFEA - Az R T %, SR, S8
e LI LI T &) FEBIC K > TEEH
UTeo TEZEEM FECERK (0 bic A
SNz TEROEEDOIZEL] &, HARGED
T 12 BEEFEDOEINC DV T Ui
TdH %, (Generation) DIELEITIE, FH 2k
OWOFFELTD [#F ] NOFEND %,

TFIENFVIEBEEND A EIZ, ONH50
X TOREND S, OIcid, 1800 FHifLDH
R, AR > 2 0T B I NEVT
Fa—REDT—IRT 7 ) IT—3 /DS
Mo b, REOQZHZ L, T~

71



EWVIHIEFNH B, TT TR R ¥V a—<U®].
TI—LA, FvanvosghfEIsnctey
%o EERE] AW Teid AB H 5,
. THEHENZHEOTEMA THIEMTHh N
bo T 455 DD EEE, EH, H.
TIEHEBH S ICAHA UML) VIR, 1
hHFIC XN, HZED L TIR@, HFXBlo LT
WBONWEETH 2, @Fry Mg K 2 AN
o7, FRAOHRI, e LEND L HEE T
RN TH %, 12 BHEHPREHEIND AND
RTLBH, M. L—H—%T].S. /8w O
ERBHICENN TV S, ©DFHAHIC & folklore |
EWV S HEEMENS . {Generation) DIRIZITIE,
RGN EZDNEENEDTH %,

T OFEME, 1981 IR T Nz, BRHD
HADORMBEReZ M e Lic o 72— E— X%
FERKLTWIRIATH %, (Generation) I
SEHOAWFHZMN RSN TV, (ki

4204 Tz ravE4D20Ry—TIb
TE7 = A58 7 /i) ¢HB, H
Y E—E LTI, VI ERTIEEN, T
OIEMDRIZICIE, RERTHIEEHZED D %,
FHRERE S LTI, £94D0D 17T x
VyavhHEREN, BRICEBZO—HTH S
R o =7V & i fhnE iz,

B, 12 FIC KB 2 EEOR SRS

Shibata, Minao

(HEL7E 5 12 D2 11 OBERTOESEYIT, B2 E
WOETHEETINTOHEREEL) ZHMICH -
T3, FH2HE AT T Y OFTEI SN &
ENTWVW5S, BIMICONT, ATz
UHAHMIRE SIE, Ry —7ud s ay Z R
DOEANTIALLIT %, 7 LT T DIEMZEIAIED
FVEDE LTV 4, KHIREISO R
o (ARREIR 1y 258)) M ER->TED,
ZOEBEIEERICHNENT VS, Ry—T)
T ET7 Z A MAYCRORGEZ BT %, TH
ARGEAE BIHE) (AARBEHS. 1944 4, 25
H) kB L, TORELE, HATHEE D IAH D
BHOREDRKICEHBLZHICE EDNTW
%o SEHDIEMT S Tz b 2 RGEOWEE R D
WO,

N7 TURA TURA FUAZAH Ty ks
7o, AA 3L/ F

Ay aEICE ERIFESEND

A4 ~aF/F

SEPEF BfIcZic

BAUITEEREK I« bOF/F

4DDA > T2 art4DDRy—T
JU) &, 1991 FEIC KR T Nz, SEM D &
WBEDIEMTH B, (bt 2]

As a composer, Minao Shibata presented very
important problems on the Japanese music scene,
and he was moreover an active figure in the fields of
music criticism and musicology. He was also known
as a total supervisor of the Japanese edition of the
New Grove Dictionary.

Shibata was born in Tokyo on September 29 in
1916. His father was a chemist and his grandfather
supported the beginning of the Japanese Pharmaco-

peia, which provided the standards of pharmaceutical
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products. Minao Shibata learned to play the piano
from his mother, a pupil of Kosuke Komatsu, and he
was close to music under the influence of his cousin,
Yasumoto Tokunaga, who loved music and who
today is known as a linguist of Hungarian. Shibata
furthermore studied the piano under Sadamaro Iwai
and James Dun, the cello under Fumio Suzuki, and
harmony, counterpoint, and methods of composition
under Midori Hosokawa and Saburé Moroi.

In 1936, Shibata was admitted to the Botany



Department of Science Faculty in the Tokyo Teikoku
Daigaku (Tokyo Imperial University). At university, he
participated in the university orchestra as a cellist,
and was active as a member of the Seijo choir. For
two years from 1939, he worked in Tokyo Kagaku
Hakubutsukan (Tokyo Science Museum, now National
Science Museum), but he re-entered Tokyo Teikoku
Daigaku and majored in aesthetics at the Depart-
ment of Aesthetics and Art History of the Faculty
of Literature. He worked at the Riken Physical and
Chemical Research Science Film Institute for a year
from 1943 to 1944. From 1944, Shibata worked in
the Japanese Music Culture Society.

The earliest works of Shibata was composed in
the first half of 1940s where he completed the fol-
lowing pieces: nursery rhymes “Yoru no Oinori (Pray
in the Night)”, “Otokonoko to Onnanoko (Boys and
Girls)”, songs “Fujiryd”, “Tsubame no Uta (Song of the
Swallow)”, song collection “Umi Yon-sho (4 Pieces of
the Ocean)”, instrumental music “String Quartet No.
17, “Variation for Piano” and “Piano Sonata”.

In 1946, he established ‘Shinsei-kai’ with
Yoshiro Irino, Kunio Toda and Sadao Bekku,
and this group provided a place for presenting his
works until 1950. From the same year and the fol-
lowing seven years, Shibata arranged many songs
for choir as a part-time worker at Tokyo Ongaku-
shoin. In 1947, Shibata explained about “Pelléas
and Mélisande” composed by C. Debussy on the
NHK radio program ‘Meikyoku Kansho no Jikan
(Time for Appreciation of Great Music). After this first
radio broadcasting, Shibata became in charge of the
second broadcasting of the NHK program ‘Ongaku
Nyumon (Introduction of Music) and he had a profound
influence on the Japanese music world in those days.
Shibata co-founded the ‘Music Class for Children’,
which is the predecessor of the current Department
of Music at Toho Gakuen Daigaku, with Motonari
Iguchi and Hideo Sait6 in 1948. Shibata also began
to write his “Treatise on Barték’ which was pub-
lished as a series of articles in the magazine ‘Ongaku

Geijutsu’.

In the latter half of 1940, Shibata composed
“Yasashiki Uta (La bonne chanson)”, which counts as
one of his most important pieces, and he completed
a string quartet and a choral work during the same
period.

Shibata deepened his study of the twelve-tone
technique with Yoshir6 Irino around 1950, using
the writings of composers such as R. Leibowiz and
P. Hindemith. Shibata established “The Institute for
20th-Century Music’ with Hidekazu Yoshida and a
number of musicians in 1957 and he started being
active as a standard-bearer of avant-garde music.
The representative works composed by Shibata using
twelve-tone technique include “Asa no Uta (Morn-
ing Song)” (1952), “Kitazono Katsue ni yoru Mittsu
no Shi (3 Poems by Katsue Kitazono)” (1954-58), and
“Symphonia” (1960). “Yoru ni yomeru Uta (Song sung
in the night)” (1963), “Mihotoke no Haru (Spring of the
Buddha)” (1966), and “Improvisation for Piano No. 2”
(1968) were composed by adopting aleatoric tech-
niques and processes of indeterminacy.

Shibata’s educational activity began in earnest
around 1950. He acted as a chairman of Toho Girls’
High School from 1952 and became a lecturer at
the Music Faculty of the Department of Educa-
tion at Ochanomizu Joshi Daigaku (Ochanomizu
Womarn’s University). For ten years from 1959, Shibata
also taught at the Department of Musicology at the
Faculty of Music in Tokyo Geijutsu Daigaku (Tokyo
University of the Arts).

In 1969, he resigned his teaching position and
focused thereafter on composing and music criticism
of records and concerts as well as research on classi-
cal music and Japanese folk songs. Shibata won the
Otaka Award with the piece “Consort of Orchestra”.
From this time onwards, the compositional works of
Shibata changed from a ‘Practice of Western music’
or ‘Training of Western compositional style’ to a
more poly-stylistic music integrating Japanese folk
and traditional music.

“Oiwakebushi-ko (Reflections on ‘Oiwakebushi’)”,

which is one of the most famous pieces of Shibata,
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was played in 1973 and two years later “Yuku Kawa
no Nagare ha taczushite (The Flowing River Never
Stops)” was performed, putting the Japanese music
world of the Showa era upon his transition of
compositional style. From 1975 to 1980, “Manzai
Nagashi (Strolling Comedian)”, “Hokuetsu Gifu (Play
Songs of Hokuetsu District)”, “Nenbutsu Odori (Bud-
dhist Dance)”, “Shunie-san (Tribute to Shunie)”, “Ucht
ni tsuite (About the Space)”, and “Furubeyurayura”
were composed. A series of theater pieces presented
after 1973 made use of material from Japanese folk
entertainments and the musical performances of
shrines and temples. These works can be considered
progressive pieces because they made us reconsider
the concept called music itself. Shibata received the
Suntory Music Award in 1982 for the performance
of four theater pieces. He received the Medal with
Purple Ribbon the same year.

For six years from 1984, Shibata worked as a

About work(s)

professor at Hoso Daigaku (The Open University of
Japan). His lecture series “The History and Theory of
Music’ was radical in the sense that it disregarded
the, at that time, conventional view of music his-
tory which placed Western music at the center and
instead juxtaposed Western music with East Asian
and Japanese music. Shibata was commended as a
Person of Cultural Merits in 1992 and promoted in
1996 to Senior Fourth Class and granted the Sec-
ond-rank Order of the Sacred Treasure. However,
Shibata passed away on February 2 in the same year.

When Shibata devoted himself to his creative
practice, the avant-garde ‘era’ came to an end and
changed to the ‘era’ of the post-modern. With his
keen insights, Shibata reconstructed each era and
their musical styles comprehensively. His works,
applying techniques of ‘quotation’ and ‘intertextual-
ity’, allow us to reflect upon the act itself called the

‘composition’. (Nakatsuji, Maho)

Improvisation No. 1 for Piano

Minao Shibata left some works called ‘improvi-
sation’. Among others, this piano solo piece, given
the work number 20, was composed and played for
the first time in 1957. Shibata mentioned this work
is an easygoing short piece and the title means free
improvisation of serialism.

How its harmony sounds, along with dynamics
and string striking speed, decide the character of this
piece. Shibata found that individual tone of sounds
each pianist creates lays in a tone color of the chords.
He said, the passage speed of hammer leaped up into
the space in 4.8cm and the energy of the instanta-
neous string beating, both make the sound different
each time. For example, the difference six chords
(suppose that three keys are played in each hand) make can
present the difference of the sound performed by

each pianist.
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The score for “Improvisation No. 1 for piano”
was included in “the World Music Collection,
Instrumental music section, Vol. 60”.

This piece starts at Lento and changes its speed
many times and end at molto Vivace. This piece is
characterized by various musical expression, for
instance, staccatos like a whisper in ‘pp’ and lofty
jumping staccatos and a single tenuto staccato, even
though these are all the staccatos, it has so much of
variety. We can enjoy the various tones in this piece,
and if you pay attention to the treatment of the rest
in a songful way, you will be able to perform this
piece in a lively way. (Nakatsuji, Maho)
Generation

Two piano players are necessary to play “Gen-
eration”. The first performance of this work was by
Toshi Ichinayanagi and Yuji Takahashi in 1981. It



takes about 15 minutes when you play this piece.

Its score is only one paper. The musical pattern
and the way of composition is shown by the sen-
tences written in it.

The title “Generation” means the occurrence or
the formation of musical grammar and style. Minao
Shibata often explained his musical organization by
the term ‘skeleton’. ‘A tale of the musical skeleton’,
which was serialized in ‘Ongaku-geijutsu (Music Art)’
and published in a book form in later years, analyzed
about melody of Japanese folk songs and technique
of dodecaphony. He considers that ‘skeleton’ is the
basis of musical style as a foundation of the piece
“Generation”.

There are five descriptions written in a memo
for the performers, which was written by the com-
poser. In the first description, he made references
to the themes like etudes and variations from
around 1800, which don’t show particularly unique
and individual musical style. The second descrip-
tion mentions about the ‘Romanticism’, which is
assumed to be the works by R. Schumann, J. Brahms
and F. Chopin. ‘Chromatic scale’ and ‘general form’
are also mentioned in the text. The third descrip-
tion indicates the following sentences: “Removing
grease will be done at the peak of music which is
like bilious temperament. The awakening music as
Sati’s style. Transparency and clear. Short like a part
of transition”. According to the composer, the forth
description is important in the aspect of perform-
ance, and the fifth description is important in the
aspect of the view of music. The fourth description
is the part of improvisation in rondo form. The sub-
ject is chaotic yet magnificent and fascinating. The
dodecaphony and non-pitch are applied along with
works by M. Reger and J. S. Bach. The term ‘folklore’
is explained in the fifth description. Fork music will
be played at the last of this piece.

This piece was composed in 1981, which is
the period Shibata wrote the theatre pieces with
materials from folk entertainment. Shibata’s these

compositional ideas are reflected in the piece

“Generation”. (Nakatsuji, Maho)
4 Inventions and 4 Doubles

This is a piano piece ‘sang by a pianist’. It
doesn’t mean that this is a work which shall be
played in cantabile. In the end of this piece, there is
an actual singing performance.

4 inventions were published first, and later dou-
bles, one kind of variation, were added to the piece
later.

The first piece freely treats two kinds of total
serialism; they are tone lines which connects differ-
ent 12 tones by 11 intervals and all intervals, from
minor 2 to major 7. The second piece was written by
the same technique used by O. Messiaen. Regard-
ing the third piece, you can say if invention is the
classical school, double is like the dance music in
the baroque era. It is the forth piece that makes the
whole work original. The main theme adopted here
is folk songs in Kashima (Ibaraki prefecture), called
“Hamakaki-uta (Katta-maki)”. Musical scale from
the folk song is quoted in the piece. Performer of
the piece is going to sing folk songs in this double.
According to “Nihon Minyd Taikan (The general
Survey of the Japanese Folksongs), a volume of Kanto
region”, these folk songs are based on the music for
netting for fishing and celebrating a big catch. The
lyrics of the folk songs, sung in the piece of Shibata,

is this:

(in roman letters)
Ha gentaka gentaka gentaka yotto,
Ara, yoitokonanona,
Katta maku niba Denju ha iranai,
Yoitokonanona,
Kotosha honen hyakusys ha nikoniko oebisu-gao dayo,

Yoitokonanona.
“4 Inventions and 4 Doubles” was published in

1991. This is a work in Shibata’s last years.
(Nakatsuji, Maho)
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Pépé on a Spring Day

“Pépé on a Spring Day” is a piano work for
children composed in 1967. It consists of three
songs, Babbling’,‘Look Serious” and ‘Good Baby!".
This work is included in the first volume of “Album
of Piano Pieces for Children by Japanese Contem-
porary Composers,” commissioned and edited by
Toho Gakuen Music school for children.

The composer Irino was the leading expert who
introduced the German avant-garde twelve-tone

music to Japan in the 1950s. Even in this work, as he
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said, “I thought of songs based on different pitches
in order to give features to three songs”. Irino com-
posed songs according to the pitch ideas as in the

twelve-tone music.

|. Babbling (Allegro)
This music turns around the second interval.
Active chatting is carried out while major second
and minor second are alternately repeated, or
appears a whole tone scale by major seconds or

a chromatic tone scale by chromatic scale.



Il. Look Serious (Andante)
This song turns around the fourth and fifth
intervals. The beginning melody which seems
serious appears repeatedly while modulating.
Ill. Good Baby! (Moderato assai, cantabile)

This music turns around the third interval.

Melodies are played like dialogue as a
counterpoint, but each tonality is different (poly-
tral), so this music is heard as if it has a humorous
atmosphere somewhere.

(Sudoh, Eiko)
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About work(s)

The Four Seasons of Japan

“The Four Seasons of Japan” is a suite for a
piano duet composed of six pieces. In 1977, this suite
was commissioned to Yoshinao Nakada and pre-
miered by Mr. and Mrs. Kodama.

Nakada had doubts about esoteric contempo-
rary music. He made this suite using familiar songs
to Japanese, while aiming for composing fun con-
temporary music. Utilizing rich expressions unique
to the duet, he depicted the delicate Japanese four

seasons.

1. Spring Has Come and Cherry Blossoms Bloomed

(about 3 minutes)

Lovely spring is depicted using famous songs
such as “Sakura Yokocho”, “Spring Has Come”
and “Early Spring.”

2. A Bright Sky of May, and Mt. Fuji (about 3 minutes)
A bright sky of May is played in resonant
sounds. Finally “Mt. Fuji” appears.

3. Long Rainy Days, and Soon Summer Comes

(about 3 minutes)

After the melancholic rainy season, the light
gradually increases. Finally it reaches “Memories
of Summer.”

4. Fresh Summer and Sultry Summer (about 3 min-

utes)

After a fresh song, “Summer is Here”, sultry air
and typhoons change the season at once.

5. From Early Autumn to Mid-Autumn (about 2 min-

utes)

“Just a Little Autumn” announces the arrival
of autumn. “Autumn Leaves” and “Deep Red

Autumn” are sung cheerfully.

6. Winter Has Come, Snow Began to Fall, and it
Froze Over. Before Long Will Be The Sunshine of
Spring (about 6 minutes)
Spring comes back gradually after the freezing
snow is depicted with “In a Snowy Town.”

(Sudoh, Eiko)

The Piano Pieces for Children

Published in 1956, “The Piano Pieces for
Children” is a piano music collection for children
composed of 17 songs. A piano teacher, Setsuko
Murata, asked Nakada to make this collection
because she lamented the Japanese situation at
the time where there were few songs for children.
Nakada majored in piano at the University, so he
could compose many songs with easy hand move-
ments with fingering shown in detail. This collection
was intended to be used together with the piano
texts of Bayer and Czerny.

Nakada also composed a lot of songs familiar
to the Japanese, such as “Memories of Summer” and
“Just a Little Autumn.” Even in “The Piano Pieces
for Children”,

he used the five-tone scale which was used in
Japanese traditional songs and ballads, and created
some good old melodies. Also he created original
titles and tunes for this collection for children to be
able to enjoy.

These pieces create vivid impressions for the
audience at recitals with such pieces as “Japanese
Festival”, which is reminiscent of whistle and drum
tones, “The Dance of Aborigines”, accompanied by
a hand intersection, “Etude Moderato” in which the
same melody is successively modulated and “Etude
Allegro” in which the form is clear and the sixteenth

notes are vivid. (Sudoh, Eiko)
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Tkuma Dan’s uncle on his mother’s side was
Kentar6 Kaneko who had studied law, visited the
United States of America in the early years of the
Meiji era, and who was one of the persons who
drafted the first Japanese constitution. Ikuma’s
grandfather on his father’s side was Takuma Dan,
who went to the United States of America with
Tomomi Iwakura and laid the foundation for the
Japanese coal mining industry and the Mitsui
combine, but eventually was killed in the so-called
‘Ketsumei-dan’ affair. His father, Ino Dan, was an
art historian and a member of the House of the
Councilors.

Tkuma Dan was born in Tokyo on April 7 in
1924 and spent his early days in Harajuku. He was
determined to become a composer when he read the
book, ‘Seiyo Ongaku-shi (History of Western Music)’,
written by Motoo Otaguro. Dan began to learn the
piano at the age of 7 and he composed some piano
works and songs during his time as a second-year
student in the middle class at Aoyama Gakuin.
From 1942, Dan studied composition with Kan-
ichi Shimofusa, Kunihiko Hashimoto, and Midori
Hosokawa at Tokyo Ongaku Gakké (Tokyo Academy
of Music, now the Faculty of Music of Tokyo University of
the Arts), but he was also trained by Kosaku Yamada
outside the academy. Dan joined a military band at
Toyama School in 1944, at the time when the Pacific
War had intensified, and he played the snare drum

as well as made arrangements for brass band there.

He was readmitted to the Tokyo Ongaku Gakké in
1945 and graduated the same year. In order to fill
what Dan felt as a lack of acquired compositional
techniques, Dan began to study counterpoint and
music analysis under Saburd Moroi. After 1946,
Dan won many prizes and with the pieces “Hana
no Machi (Town of the Flowers)”, composed in 1947,
and “Yuzurt (Evening Crane)”, which was premiered
in 1952, he established his foundation as a composer.
Dan’s first film music was completed in 1952, and he
subsequently wrote more than 120 scores for films.
In the year of 1953, Dan organized ‘San-nin no kai
(Group of the Three) with Yasushi Akutagawa and
Toshiro Mayuzumi, and he presented his orches-
tra works with great enthusiasm. Dan composed
“Shukuten Koshin-kyoku (March for Celebration)” in
1959 when the Emperor of Japan (the Crown Prince
at the time), Akihito, got married with his future
empress, Michiko, and he composed “Shin Shuku-
ten Koshin-kyoku (New March for Celebration)” when
the current Crown Prince, Naruhito, married Crown
Princess Masako in 1993.

Dan moreover contributed to the cultural
exchange between China and Japan through his
work as the chairman of a Japan-China cultural
exchange association. He has also been awarded the
‘Best Dressed Award’ among composers. Dan, who
lived a many-sided life, passed away in China on
May 17,2001.

The works

composed by Dan include
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“Symphony” (from the first to the sixth), “Futatsu no
]ojishi (2 Epics)”, “Itsutsu no Dansho (5 Fragments)”,
“Muttsu no Kodomo no Uta (6 Children’s Songs)”,
“Novelette”, “Zo-san (Mrs. Elephant)”, “Yagi-san
Yabin (Mr. Goat, Mail)” and more. He composed vocal
music, paying particular attention to the treatment
of the Japanese language and with Kosaku Yamada’s
way of composition in mind. One of the special
features of Dan was also his activity as an opera
composer. “Yizuru”, based on a libretto written by
Junji Kinoshita, influenced the Japanese opera his-

tory greatly. In addition to this, “Takeru” was put
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on the stage for the opening of the New National
Theater. Dan moreover undertook the work of
orchestrating “Kohi”, an incomplete opera composed
by Kosaku Yamada.

Dan was also active as a writer of essays on
music. In particular, “Paipu no Kemuri (Pipe Smoke)”
is popular which has been published serially in
“Asahi Graph” for more than 36 years. Writing for
Dan was, in his own words, a work which “carved
time” and “a practice which gives birth to the nega-

tive shadows of tones”. (Nakatsuji, Maho)
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Akutagawa, Yasushi
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Yasushi Akutagawa was born in Tokyo in
1925 as the third son of a great writer Ryunosuke
Akutagawa. He loved to listen to the records of Igor
Stravinsky’s “The Firebird” and “Petrushka” which
belonged to his father who committed suicide when
Akutagawa was two years old. From a very young
age, he set his heart on becoming a composer. In
1943, he entered Tokyo Music School (currently
named Tokyo National University of Arts), and studied
composition with Kunihiko Hashimoto during the
war and with Akira Ifukube after the war.

Akutagawa completed Tokyo Music School
in 1949. During the following year, his “Music for
Symphony Orchestra” won the Special Prize for
Orchestral Works by NHK Celebrating Its 25th
Anniversary, and he gained a lot of attention. In
1953, “Triptyque for String Orchestra” was pre-
miered at Carnegie Hall and received the Warsaw
Music Award. In the same year, he formed “Sannin
no kai (Group of Three)” with Ikuma Dan and Toshiro
Mayuzumi. The group actively had concerts, mainly
for orchestral works, and became the motive power
for the Japanese music world after the war. In
1954, Akutagawa visited Dmitri Shostakovich and
other composers in the Soviet Union which he had
yearned to do.

Akutagawa founded the amateur orches-
tra “New Symphony Orchestra” in 1956 from his
idea that “music is for everyone”. He supported its

activities as a conductor over 30 years. After 1977,
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he was devoted to spreading music as a host of TV
programs such as NHK “Music Plaza” and “NHK
Symphony Orchestra Hour”. In 1981 he took the
post of president of Japanese Society for Rights of
Authors, Composers and Publishers, and struggled
with the copyright advocacy movement. In 1982, he
formed “Antinuclear / Japanese Musicians” and hold
antinuclear concerts. As above, he made a great con-
tribution to the development of the Japanese music
world through many social activities.

Akutagawa’s initial style was characterized by
an urbanized and stylish expression like his teacher
Hashimoto, and by a wild rhythmic ostinato like
Ifukube, as seen in the piano piece “La Dance” (1948).
From the late ’50s to the ’60s, he released avant-
garde works such as “Ellora Symphony” (1958) and
the Opera “Orpheus in Hiroshima” (1967). After
that, he regained original softness, lightness, and
vital ostinato while taking advantage of avant-garde
techniques as seen in “Concerto Ostinato for Cello
and Orchestra” (1969) and “Rhapsody” (1971). In the
piano music collection for children “24 Preludes”
(1979), you can see these musical charms a lot. He
also wrote diverse works, such as film music, chil-
dren’s songs, musicals, ballet music, choral music, etc.

Akutagawa received a Tori Music Award, and
a Medal with Purple Ribbon. He died at the age
of 63, in 1989. In the following year, “Akutagawa
Composition Award” was founded to honor his

achievements. (Sudoh, Eiko)



About work(s)

24 Preludes

Many composers such as F. Chopin and A.
Scriabin wrote pieces in a form of “24 Preludes”.
The “24 Preludes” composed by Yasushi Akutagawa
was no exception as well. This piece is a collection
of 24 piano solo works inspired by “Das wohltem-
perierte Clavier” of J. S. Bach. Musical structure of
this piece follows the Circle of Fifths through the 24
pieces. It starts in C major and develops its music by
ascending fifths and the parallel keys; for example,
stating in C major, it proceeds to C minor, then to G
major and to G minor, and to D major and then to
D minor and so on.

This piece was initially written as a children’s
piano piece, but Akutagawa said he tried to compose
them so that adults, as well as children, can enjoy it
together with children. When you perform the piece,

you may select just one piece from the collection, or,

play all of them of course.

Each of the 24 pieces are full of variety; some
pieces are written without using piano pedals, so
that individual notes can be heard clearly (ex. G major
and E major), and, on the other hand, some pieces are
written with use of piano pedals, which makes play-
ers necessary to pay attention to the way of using the
pedals (ex. C major, D major and D minor). Moreover,
there are pieces written in a songlike way (ex. C minor,
D minor and B flat major), in contrast to the pieces writ-
ten with comfortable rhythm (ex. G minor, E minor,
and B minor). You can be filled in a pastoral mood by
F sharp major, listen to the murmur of monologue
in E flat major and feel the blowing Italian wind in
F major. “24 Preludes” is a collection of short piano
pieces which resonates to the feeling of both players

and the listeners. (Nakatsuji, Maho)
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Mayuzumi, Toshiro
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Toshiro Mayuzumi was born in Yokohama in
1929. From the time he was a junior high school stu-
dent, he studied composition by himself. He studied
with Kunihiko Hashimoto, Tomojiro Ikenouchi and
Akira Ifukube at Tokyo music school (currently named
Tokyo National University of Arts). At the same time,
he studied the neoclassical style music of neoclassi-
cal composers such as Stravinsky, and also became
familiar with non European music such as Jazz and

Gamelan.

The piano solo music “Hors doeuvre” (1947),
which Mayuzumi wrote as a student of the univer-
sity, was influenced by jazz. His graduation thesis
work “The Divertimento for Ten Instruments”, com-
posed in 1948, attracted a lot of attention through
outstanding composition techniques, which was
recorded later. The influence of Gamelan music is
remarkable in “Symphonic Mood”, commissioned
by the NHK Symphony Orchestra in 1950. Also, a

chamber music piece “Sphenogram” (1951), inspired
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by Indian and Javanese music, was awarded at an
international contemporary music festival. Mayuzu-
mi’s name became known to not only domestic but
also overseas audiences at his young age.

After completing his study at the university in
1951, he entered the Paris Conservatory of Music
with scholarship from the French Government, and
studied with Tony Aubin. But he dropped out after
a year because he felt he fully understood the possi-
bilities and limits of Western music. After returning
home, he introduced his works one after another
while incorporating the avant-garde technique
that he studied in Paris. “X - Y - Z”, commissioned
by Japan Culture Broadcasting and composed in
1953, attracted attention as the first work in Japan
using the technique of musique concréte, and had
a great influence on many composers such as Toru
Takemitsu. In 1956, electronic music “Variations on
Numerical Principle of 77, which was composed in
cooperation with Makoto Moroi, was introduced.
The following year, “Pieces, for prepared piano

and string quartet” were announced. He became
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recognized as a leading composer of the times .
From 1953, he formed ‘Sannin no kai (Group
of Three)’ with Yasushi Akutagawa and Tkuma Dan.
They had several gorgeous orchestral concerts to
announce their works, and became the leaders of
the Japanese music world in the postwar era. After
that, Mayuzumi began to gradually turn his inter-
est to the Japanese traditions, and announced the
“Nirvana Symphony for male chorus and orchestra”
(1958), which used Buddhist temple bells and the
chanting of Buddhist hymns. After that, he created
an orchestral work, “BUGAKU” (1962) and the opera
“Kinkakuji” (1976) and others which also had tradi-
tional Japanese styles in their musical concepts.
Mayuzumi became a socially popular composer
through his music for film and as a host of a TV
program, “Untitled Concert” for over 30 years. After
1970, he often spoke out on his political opinions,
and also served as chairman of the National Con-
ference to Protect Japan from 1991. He received the
Medal with Purple Ribbon. He died at the age of 68
in 1997. (Sudoh, Eiko)



TmiRaE—

1929 4, HWERICEENS, EETHOHE
WEIRTEHHTROWET, oI O =
T LA, 2T ZIRD %, NREZH
FELU T ER L, BESEARPEAICHEZ LT
EDOD, HAGBNRERICHNG 5 BICESR
{GEINC DD VAR, KPZHER, 1951 F KD,
L RILFERRS 5 LRk 7 IV—7 T
BT czh, (FIcCTER LD %,

WIADIERIE. AT UV h—=2, V3
Y DB ZT, 12 SRR E S
IR L MO EHEEZ LIS 5 R T4
A ENT, TORAOE Y /hic, FEROE:
Hh S O 2 H18 Uz (N )
(1957) R HIEEGEHC X 5 (Tuy v a -
IYTIRT 1w T) (1961) W%,

60 AT LA, BRI 3 & A D Bk
YRS, FREEERSREIC L B EMOIE R LT 5,
F i, TRE [FRT XV F—(RDOZERN « K
MHERS ) &9 OB ETHH L, XEE
ICEIER & LT OHIN Z ST o 7z, 70 4
RICAD, =T ATDRHD (rua /TS
AT 4w 7)) (1972) B, RifiNEIERE LT
Pl TREEZZE L, ERMICEERZED
%o FEDQET /) (A« ¥ F—KR—F)

(1972) Tld. YRRz L T NEZEE
B ZTHWTIC, BHf L RRZiEoHIc
KBET /O LNEEEHIFEL,

1981 4EDN D MEF T, HERIE A T4 )
STV R¥Y Y - F o Tk (UCSD) #ig e L
T 7 AV BITHHE, BERICHBICMER SR
BohT, BT )VF—] LLTOERE
W, KoL OEL LTV, (NlER
FHII- IR T 4 Fal—Ta>) (1986)
TiE, 7 /ZEREERAKERGZL, Z0%
EOEBIRAET /A F VT 4 — )
(1994) TlX. 12 ZDH =75 &V S FE
FEEHOENS, ET7 /A= AT D%
TOMBEFIB LT,

e, BigdE, BN AME. ETrEZ.
VB2 —ZER, WEERER EZRICHED .
R DIRIERZ OMADESKIE. EEICE
IR HBEEN TV, UCSD Bz ofth, HA
KM EEBBI P A S SN BB 7 JFE
ffo BIEE., UCSD AR, HEFRBIAEK
ez ASCM) HEREZHED D, N)LY Vit
BIZRERERE . RS RERE | RSREE,
HAZMBEE (1999) | HH/MZER EXEZ
. CHEEYET)

LF+—F (F) O5Fk
(LF—FK [F) ©357) 1. 1954 Ik
thenic¥ry /#thTth s, wif=ihixRks N—7
EERTE] IEL. Rt e LT — 5z
HHLUTOIEERIE. CORHY, PEPEODREREIC
FUENSHEDO 2R L Tz, 1Fill
WEFHINBE N o T2 T OFESZ, R L %
DRAHDOET /1Efh 2 DDA F—)b),
(R — 27 « kv ) &I, 1981 FI
BEET /=X UTHIRE N, #HEIR

C (i) TH3,

ROARAT 4 F— MW ZA M <HN5 &
. BRRGHENEESEMIES TN TV,
ZZIiF, AT oIl MEzZH Uk T
BERTE A VA > 2N Tz W0 S N EDIE
HhEDOR e, BXZ HEBIIVF—1k] LR
I MBEOFIE A2 Y 2 LIR30
DEMN, HE->TRAZHIDKS T,

i 3 #IE . LU S BRPEE 1 D%,
B OH HH 2., Z L THE1EMOMDH

91



THBEEESBEIHNRE. MOTHELEN
% FIVOMEICE>THAHCSENS, A
T A FT— P IEREICE TN, FIE O/ 7

Yuasa, Joji

ez L TS TEET 7=y s b, BE
IZU->< D EHZEAZZEDHODNBEHTDH
%o AT

Born in Fukushima in 1929, J6ji Yuasa became
acquainted with art in his childhood and started
composing by himself. He was influenced by his
father who was a doctor and loved music. Although
Yuasa went to Keio University School of Medicine
in Tokyo, with the aim of becoming a surgeon, he
dropped out of the University after he began to
become familiar with various contemporary music
forms. He participated in the avant-garde artist
group ‘experimental workshop’ with Toru Takemitsu,
Kuniharu Akiyama and others. In 1951, he started
devoting himself to composition.

Yuasa’s early works were influenced by Mes-
siaen, Bartdk, Jolivet and others. His creations came
out of Western avant-garde music, such as twelve-
tone music and music of indeterminacy. In this
period, He wrote piano pieces such as “Cosmos
Haptic” (1957) aiming at returning to the origin of
Western techniques and “Projection Esemplastic”
(1961) written in graphical score.

Starting in mid-1960s, Yuasa’s interest in elec-
tronic music deepend and he expanded the range of
sound materials for Japanese musical instruments
and voices. In addition, he devised his own idea of
making music “spatial and temporal transition of
acoustic energy”, gradually building up his posi-
tion as a composer. In the 1970s, “Chronoplastic for
orchestra” (1972) won the Otaka Prize for the first
time as an avant-garde work, and he got worldwide

reputation. In the same year, he composed “On The
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Keyboard” for the piano (1972), aiming for a new res-
onance for piano with only transcendental skill, and
without manually playing the piano strings.

From 1981 to 1994, Yuasa worked as a professor
at the University of California, San Diego (UCSD).
Here he was sure the theory of “music as acoustic
energy.” In this environment, he felt he could seri-
ously concentrate on just music. In “Cosmos Haptic
II Transfiguration” (1986), he saw the piano as a huge
sounding body and created a transition of its sound.
In “Piano Concertino” (1994), he realized the fusion
of piano and orchestral sounds, while using the
method of twelve-tone music.

In addition to these works, his other works
include pieces for orchestral music, chamber music,
choral music, electronic music, computer music
and film music. His quiet and rich, unique music is
widely played internationally. Besides working as a
professor of UCSD and Nihon University, he served
as a guest professor of Tokyo College of Music and
other places. Currently he is a professor emeritus of
UCSD, an honorary member of the International
Contemporary Music Association (ISCM). Among
the awards he has received are the Jury’s Special
Award at the Berlin Film Festival, the Kyoto Music
Grand Prize, the Medal with Purple Ribbon, the
Japan Art Academy Prize (1999), the Order of the
Rising Sun, Gold Rays with Rosette and others.

(Sudoh, Eiko)



About work(s)

Song of Serenade [Do]

“Serenade [Do]s Song” is a piano piece
composed in 1954. Yuasa, who belonged to the
avant-garde artist group, “experimental workshop”,
was taking the first step as a composer, and was
seeking his direction while learning from the West-
ern language at this time. This work, which was not
released at the time of composition, was also pub-
lished from Zen-On Music Company in 1981,
with his first piano work “Two Pastures” and “Three
Score-Set”. The difficulty level is intermediate.

When the composer was young, he always

played the organ for hours, seeking chords that

matches the melody. In this music, various chords
appear while the Do is constantly ringing, we can
find the appearance of the young composer. Later
he found the original composition philosophy that
regards music as an “acoustic energy body”

The song is in three-part format. After the
beautiful and gentle first part, the second part with
stagnation and the third part with glossy reproduc-
tion are continued, the songs finish with the first
chord of Domiso. We need to play Do accurately,
exprese delicate changes of chords, and listen to the

sounds carefully. (Sudoh, Eiko)
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Akio Yashiro acquired elaborate compositional
techniques of French music and left behind works of
very high quality.

Yashiro was born in Tokyo on September 10 in
1929. His father, Yukio, was noted as a fine art critic
and his mother was a pupil of the pianist, Kikuji
Tanaka. Akio Yashiro began to study the piano at
the age of about 5 and he started to learn composi-
tion at the age of 8. He studied under Saburoé Moroi
from 1939, when he was at the age of 10, and four
years later he began being taught composition by
Kunihiko Hashimoto.

In 1945, which was in the middle of the Pacific
War, Yashiro entered Tokyo Ongaku Gakké (Tokyo
Academy of Music, now the Faculty of Music at Tokyo
University of the Arts). He studied composition with

Tomojird Tkenouchi and Akira Ifukube, and the
piano with Kiyo Kawakami, Noboru Toyomasu and
L. Kreuzer. Yashiro composed piano music one after
another in the 1940s and completed “Sonatine for
Piano”, “24 Preludes” and “Nocturn for Piano”. He
graduated in 1949 and finished “Piano Trio” and
subsequently entered the graduate school. Com-
positions such as “Sonata for Viola and Piano”,
“Kokyo-teki Sakuhin (Symphonic Piece)”, “Violin to
Piano no tame no Mittsu no Shohin (3 small Pieces
for Violin and Piano)”, and the stage music “Yoshida-
goten (Yoshida palace)” were composed around 1950.
From 1951, he was sent to France by the Japa-
nese government and studied at the Conservatoire
in Paris. He learned the way of composition and

orchestration from T. Aubin and O. Messiaen.
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“String Quartet”, composed as a work that com-
piles the years of studying abroad and testifies to
the acquirement of his ‘métier’, was recognized by
H. Barraud and F. Schmitt and played on the first
public stage by Parrenin Quartet and broadcasted in
RTF in 1956.

Yashiro returned to Japan in 1956. “String
Quartet” was played in Japan and Yashiro received
the Mainichi Music Award. In 1958, one of his
most important works, “Symphony” was performed
for the first time. Yashiro’s “Cello Concerto” won
the Otaka Award in 1961, and “Piano Concerto”
received the Otaka Award again in 1968 as well as
the Encouragement Prize of an art festival. Yashiro
also composed music for documentary films, such
as “Horyuji (Horyuji Temple)” and “Kodai no Bi (the
ancient Beauty)”, music for the stage, such as “Kuro-
tokage (Black Lizard)” and “Tosca”, furthermore,
“Hakugin no Saiten (Festival in Silver-white)” which
was commissioned for the Sapporo Olympic, and

he cooperated with NHK television with the piece

About work(s)

“Minna no Uta (Everyone’s Songs)”. Yashiro moreover
acted as the music director of the Mie National Ath-
letic Meeting.

Yashiro became professor at the Faculty of
Music at Tokyo University of the Arts in 1974 and
trained not only Shinichiro ITkebe but also many
other composers at the university. On April 6 in
1976, Yashiro passed away when he was only 46
years old. At the first anniversary of his death, the
essay collection “Orfeo no Shi (The Death of Orpheus)”
was published from Shinya Sosho-sha, and Yashi-
ro’s complete writings was published by Ongaku
No Tomo Sha the following year. Yashiro also co-
authored the book, “Bach Heikinritsu no Kenkyu (A
Study of equal Temperament of Bach)” (published by Musi-
canova in 1981), with Jin Kobayashi.

For Yashiro, both the aspects of an instrumen-
tal performer and a composer were immanent in his
musical character. His works are not many, but his
music proper can be seen as substantiated polished

‘ecriture’. (Nakatsuji, Maho)

Dance of a Brave Warrior

It is “Dance of a Brave Warrior” that is included
in the last part of a publication “The World Music
Collection, instrumental music section, vol. 33”.

This piece is one of musical pieces written for a
dance drama “Yoshida-goten (Yoshida palace)”, which
was made by Eiryo Ashihara and put on the stage
in 1946. “Dance of a Brave Warrior” was originally
an orchestral work, but arranged for a piano by the
composer later on.

This piece will leave a strong impression and
you will hum the melody involuntarily as once you
listen to this music. It is full of life force on the
whole as well as the sound and rhythm of the main
part centering the tone of H and Fis which smell

like a soil. In the middle part, the tense atmosphere
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runs high as triplets, sixteenth tones, chromatic
tones and quintuplets been repeated. Then the first
tone pattern, which is in octave, appears explosively
when the main subject reappears from 70th bar. It is
played in ‘ff” in this part, and after all, increases its
musical power to the distinctive subject by inserting
glissandos. However, this piece does not come to an
end yet. From here, the thickness of chords grows,
and the speed accelerate itself along with volume.
The vigor of this piece gains force toward its ending.

(Nakatsuji, Maho)

Piano Concerto
This work, written between 1964 and 1967
intermittently, demanded the composer many year’s

contribution. It was made elaborately and that was



typical of Akio Yashiro's works. This piece has nota-
bly high quality and it was awarded a Otaka Award
as well as the Art Encouragement Award in 1967.
The first public performance was a TV broadcast of
the piece carried out by Hiroko Nakamura (Piano),
Hiroshi Wakasugi (conduct) and NHK Symphony
Orchestra. This is one of the most performed piece
in the Yashiro’s work until today.

“Piano Concerto” was composed by taking the
performance act into consideration, that is, to write
a piece with an intension to exhibit the variegated
expression and function that a piano has primarily.

The first movement of this piece is written in
sonata form which consisted of a long exposition, a

short development section and a reappearance part.

We can hear the powerful sounds of piano to the end
of the first theme. Dialogues between orchestra and
a piano, and a brilliant cadenza performed by piano
show us a splendid performance. In the meditative
second movement, a piano part plays seven notes in
three bars in C and it will continue to ring as osti-
nato all through the second movement. This tone
form, which is repeated 43 times, was the sound and
thythm which caught hold of young Yashiro. The
third movement was written in rondo form. Piano
part keeps silent for some time, but later vividly join
the orchestra in a section like a cadenza. In the end
of the piece, the subject of the second movement and
the first movement is played and finish the music,

looking back on this concerto. (Nakatsuji, Maho)
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Japanese composer born in Kyoto (1907-2001).
In his childhood, he became interested in classical
music through listening to the radio. After graduat-
ing from the Third Higher School (present-day Kyoto
University), he went to Tokyo to prepare the entrance
examination of the Tokyo University of the Arts
(Tokyo Geidai) under Tomojird Ikenouchi. Though
he passed the exam, the tuberculosis detected at a
health check-up forced him to stay in a sanatorium
from 1950 to 1955. During this period, he began
composing haiku and deepened his musical knowl-
edge through the acquaintance with Sei Ikeno, a
pupil of Ikenouchi. In 1955, Introduction and Alle-
gro concertante won the first prize at the Musical
Competition (present-day Music Competition of Japan).
Then he composed music for the Shiki Theater
Company and the Nissay Theatre. His reputation
was confirmed by Symphony (1965), commissioned

About work(s)

by the Japan Philharmonic Orchestra, followed by
Prelude for Orchestra (1968) and Piano Concerto no.
2 (1978), both awarded the Otaka prize. His music
was often described as ‘monistic’ or ‘Asian’ because of
its extreme tension and energy. The commission of
an opera, given when he was awarded the Suntory
Music Prize in 1978, led him to work conscientiously
and complete Silence in 1993, which won him many
awards including Mainichi Art Award. Associate
professor, then professor of composition at Tokyo
Geidai, he taught pupils such as Yutaka Takahashi
and Junnosuke Yamamoto. He also composed film
music, especially for his longtime collaborators, Kei
Kumai and Kazuo Kuroki (72¢ Long Darkness [1972],
Preparation for the Festival [1975], etc.). He was awarded
Medal with Purple Ribbon (1990) and The Order
of the Rising Sun, Gold Rays with Rosette (2000).

(Hirano, Takatoshi)

Deux Berceuses a la Gréce (Two Berceuses to
Greece)
One of the few piano pieces by Teizo Mat-

sumura, Deux Berceuses a la Gréce (Two berceuses to

Greece) was commissioned by the Music School for
Children of Toho Gakuen School of Music, which
commissioned 24 composers for the Anthology of
Contemporary Piano Pieces for Children. Matsumura’s

29



piece was included in its second volume published
by Shunjusha in 1969, and premiered on July 16 in
the same year by Mayumi Kato at the Iino Hall.

The first piece begins with a melody played
lento, ‘extracted from the music of ancient Greece’,
followed by a section ‘composed while dreaming of
the afternoon in the Aegean Sea, which would be
filled with sunshine.” Then, another melody played
moderato appears in the higher register, accom-
panied by arpeggios. As the melody is combined
with chromatic movements, the music moves to A

major. After the reprise of the first melody, the music
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develops as before, leading again to A major.

The second piece, inspired by the composition
of the first, begins with figures evocative of ripples
played by both hands, and accompanied by a long
and simple melody. Yoshio Hachimura praised Deux
Berceuses a la Gréce for its ‘mysterious and breath-
taking beauty’ and the ‘ennui which evokes the
Buddhist paradise.’ Later, Matsumura used this work
as the main element of the music for the film “A
Boy’s Summer in 1945” (directed by Kazuo Kuroki, 2003),

whose music he composed. (Hirano, Takatoshi)
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Nihon No Kodomo for Young Pianists

“Nihon No Kodomo for Young Pianists” is
a piano music collection for children, which was
composed between 1977 and 1979. It uses sev-
eral traditional musics, such as Japanese traditional
children’s songs, folk songs, and ethnic music from
Finland and Africa, as material. The 90 songs,
announced in the monthly magazine “Humming”,
were gathered in two volumes in order of diffi-
culty. Especially in Volume two, there are many
good works to practice upper level skills that have
frequent temporary signs and beat changes. This col-

lection has eight works of duets.
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In the music score, at first, traditional music
used as material is shown in the melody with words.
After that, variations based on the traditional music
continue being referred to as ‘Sketch’. There are vari-
ous types of ‘sketches’ such as melodically decorated
ones and harmonically decorated ones, but the most
common arrangement is a polyphonic decoration.

Each song has an explanation including pitch
and tonality by the composer, and it becomes a great
hint of phrasing and intonation in actually playing.
This collection is said to be a unique piano textbook,
using familiar music to children’ lives, such as tradi-

tional children’s songs and folk songs.  (Sudoh, Eiko)
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Ryohei Hirose was born in Hakodate,
Hokkaido in 1930. He started composing when he
entered Hokkaido University’s preparatory course.
After graduating from the education department of
the university, he went to Tokyo. In 1953, he entered
Tokyo University of the Arts’ composition depart-
ment, and studied with Tomojiro Ikenouchi, Yuzuru
Shimaoka and Akio Yashiro. There he acquired the
skill for strict composition of music and advanced
music culture. He also learned to analyze music
and twelve-tone music from Minao Shibata and
Yoshir6 Irino. In 1961, he completed his studies at
the university.

In 1963, when Hirose dealt with Japanese
instruments in the production of drama music, he

composed a quintet, “Toruso”, consisting of two

kotos, a sangen, a shakuhachi and a cello. It was
commissioned by a young Japanese music group.
After that, he announced a lot of works for Japanese
instruments and made a big contribution to contem-
porary Japanese music. He especially had a lot of
interest in the shakuhachi, and kept writing shaku-
hachi works such as “Heki” for three shakuhachis
and string instruments (1964) and “Halle” for three
shakuhachis (1969).

After that, Hirose was influenced by Indian
philosophy, and announced various works expressing
pan-Asia images such as the cello concerto “Triste”
(1971), “Tenraichikyo” for shakuhachi and asian per-
cussions (1976) and “Concerto for Shakuhachi and
Orchestra” (1976, Otaka Prize). He also published
“Kurima” (1976) and “Karavinka” (1978) both for the
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orchestra. On the other hand, he left a lot of famous
songs for popular instruments, such as “Songs of the
Ocean” (1975) for a mixed chorus, “Meditation” for
an alto recorder (1975) and “Blue Train” for a flute
ensemble (1979).

He served as a professor, dean, president of

dean, emeritus professor of Kyoto City University
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of Arts, a lecturer at University Mozarteum Salz-
burg and Essen University of Music, and director of
the Kyoto Concert Hall. He received a lot of awards
including the Award of Art Works by Japanese
Agency for Cultural Affairs, the Medal with Purple
Ribbon and others. He died at the age of 78 in 2008.

(Sudoh, Eiko)
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Toru Takemitsu is one of the most internation-
ally renowned Japanese composers.

He was born in Tokyo on October 8 in 1930,
but shortly thereafter he moved to China where his
father was working.

In 1937, he returned to Japan alone and entered
elementary school, where he learned the basics of
the piano. Takemitsu was mobilized for labor when
he was in junior high school.

It was during his military service at an army
food base in Saitama prefecture in 1945 that he had
a defining encounter with Western music. A young
military officer played a gramophone record of the
French chanson “Parlez-moi d’amour”, which gave
Takemitsu a strong shock.

He decided to make his way to music, but it
was not long after the end of the Pacific War and
young Takemitsu couldn’t afford to buy a piano. In
those days, he imagined the sounds using a paper
piano with the keyboard written on cardboard. From
the end of 1946, Takemitsu gained employment at
an American military base and he became able to
play the piano almost every day.

At a concert in 1948, Takemitsu listened to
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“Violin Sonata No. 1”7 composed by Yasuji Kiyose
and it stirred a desire in Takemitsu to learn from
him. After that, Takemitsu was taken under the
wings of Fumio Hayasaka through Kiyose and he
started to assist with Hayasaka’s work for film music.
Takemitsu was essentially self-educated but he
observed closely the compositional work of Kiyose
and Hayasaka.

It was in 1950 that Takemitsu appeared on
the music scene. The piano piece “Futatsu no Lento
(Lento in Due Movimenti)” was performed in the
seventh recital of ‘Shin Sakkyoku-ha Kyokai (the
New Association of Composers)” held in Yomiuri Hall.
'The music critic Ginji Yamane criticized the piece
severely, describing it as ‘being before music’, but the
composer Joji Yuasa spoke of the piece in terms of
high praise.

In 1951, together with musicians and artists
such as Kuniharu Akiyama, Hiroyoshi Suzuki, and
Takahiro Sonoda, Takemitsu founded a new group,
the Jikken Ko6bo (Experimental Workshop)', which
was named by Shuzo Takiguchi. Takemitsu and
Takiguchi continued to be on intimate terms after

the end of ‘Jikken Kobo'.



Takemitsu got tuberculosis in the first half of
the 1950s. One day when he was sick in bed, a piano
was carried into his home in 1954. It was a present
from Toshiro Mayuzumi.

“Requiem for strings”, composed with an
awareness towards his own death and for mourn-
ing the death of Fumio Hayasaka, was first put on
stage in 1957. Later this work was applauded by I.
Stravinsky when he visited Japan.

The opportunities for activities at the Sogetsu
Art Center in Akasaka increased in the 1960s. The
center functioned as a place for experimentation and
uses of new media was tried out there. Takemitsu
began to adapt the graphic score and composed
“Pianist no tame no Corona (Corona for Pianists)” for
a recital at Sogetsu Art Center.

Takemitsu attracted a great deal of attention
in the world by his work for shakuhachi, biwa and
orchestra, “November steps”. This commissioned
work was composed for the 125th anniversary of
the New York Philharmonic Orchestra and was
given the first public performance by Seiji Ozawa
(conductor), Kinshi Tsuruta (biwa player) and Katsuya
Yokoyama (shakuhachi player) in the United States of
America. Takemitsu also made use of traditional
Japanese instruments for “Shuteiga ichigu (In an
Autumn Garden)”, which was composed at the request
of the National Theater in 1979, and for gagaku
music as well as some film music.

The first film which included Takemitsu’s
name was “Kurutta Kajitsu (Insane Fruit)” which was
directed by Ko Nakahira in 1956. The film stars
Yujiro Ishihara for the first time and the music writ-
ten by Takemitsu makes use of jazz and Hawaiian
music which bring a special excitement to the work.
In “Suna no Onna (Woman in Sand)” directed by Hiro-
shi Teshigahara in 1964, glissandos by the strings
sounds like creaks and in “Kaidan (Ghost Story)”,
‘musique concréte’ was fully used. In the director
Akira Kurosawa’s “Ran (Rebellion)”, released in 1985,
Takemitsu tried to compose with techniques of sub-

traction and ‘no-sound’ or silence.

Within Takemitsu’s oeuvre, there are also works
which have a close relationship to the fine arts.
Takemitsu composed the piano piece “Tojita Me
(Closed Eyes)” (1-2,1979-1988) inspired by a picture of
O. Rudon’s and wrote the orchestra piece “Margina-
lia” (1976) and “Subete ha Usuakari no Naka de (All
in the dim Light)” (1987) for guitar with an idea from P.
Klee. When Takemitsu saw the photography of M.
Ray and the sculpture of ]. Milo, it aroused his visual
experience and inspired his works.

The most important works of Takemitsu include
the orchestra music “Textures” (1964), “Chihei-sen no
Doria (The Dorian Horizen)” (1966), “Quatrain” (1975),
“Toi Yobigoe no Kanata he! (Far calls, coming Far!)”
(1980), the songs “Chisana Sora (Small Sky)” (1962),
“Shinda Otoko no Nokoshita Mono ha (What the
dead Man left)” (1965), the piano solo “Saegirarenai
Kyﬁsoku (Uninterrupted Rest)” (1-3, 1952-59), “Piano
Distance” (1961), and the piano concerto “Arc” (1-2,
1963-64), and “Yume no Inyd (Quotation of Dream)”
(1991). The rich resonance of sounds that emanate
from his works are designated the “Takemitsu tone’.

The uniqueness of Takemitsu can be seen in
his thoughts on music and use of language, which
appears in many sentences and titles of works.
“Oto, Chinmoku to hakariaeruhodoni (Sound, con-
fronting the Silence)” (published by Shinché-sha in 1971),
“Yume to Kazu (Dream and Number)” (published by
Libroport in 1987), and “Jikan no Entei (Gardener of
Time)” (published by Shincho-sha in 1996) are examples
of Takemitsu’s writings which also are included in
“Takemitsu Toru Chosaku—syﬁ (Toru Takemitsu com-
plete Works)” (in 5 volumes) published by Shinché-sha
in 2000.

Takemitsu was diagnosed with cancer in 1995
and interstitial pneumonia from a collagen disease
was discovered during his hospitalization. Toru
Takemitsu passed away on February 20 in 1996. A
month before his death, he left a text of prose which
reads as follows: “I was gradually captivated by the
sea, which connects the different areas of the earth,

and its ample forms of expressions which are full of
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variety. If possible, with the graceful robust body like
that of a whale, I want to swim the sea without west
or east.” In Takemitsu’s last years, he was absorbed

in composing with a three-note motif, which are

About work(s)

symbolic of the sea, Es, E, and A. For Takemitsu, as
he expanded the concepts of water and dream, com-
posing was indeed a play in the river of sound.

(Nakatsuji, Maho)

Romance

“Romance” is a piano work composed in 1948.
The composer Takemitsu joined the “New Compos-
ers’ Association” in 1950, and announced “Lent in
Two Movements” at their presentation for the first
time. His debut received criticism by Ginji Yamane,
who stated this work is not music. “Romance” was
a etude when he studied composition for the first
time in his life, just two years before his debut. The
revised version of this work in 1949 was dedicated
to his only teacher, Yasuji Kiyose. After the death of
Takemitsu, the revision score of this work by Brit-
ish pianist composer, Paul Crossley, was published by
Schott Music Corporation.

At the beginning of the score, it is written that
‘Adagio sostenuto, nobile e funebre (slowly, keeping
the sound sufficiently, sad with elegance)’. The resonance
of sounds piles up little by little. Then, ancient Japa-
nese scales appear. Ethnic atmosphere, which is not
found in Takemitsu’s later works, fills in the whole
song. The melancholic melody appearing in the
middle part is repeated several times without being
organically developed, and it is played in explosive
Fortissimo around the end of this piece. Finally, the
beginning sound returns for a moment, and the song

finishes. (Sudoh, Eiko)

Corona for Pianist(s)

“Corona for Pianist(s)” is a piano piece writ-
ten in graphic score in 1962. The composer Toru
Takemitsu tried to use the new composition tech-
nique, ‘music of indeterminacy’, which was devised

by American avant-garde composer, John Cage, and
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introduced to Japan at this time. Following “Ling for
a Flute, a Lute and a Guitar” which was composed in
the previous year and got good reviews, “Corona for
Pianist(s)” became the second piece in which he used
‘music of indeterminacy’. The score was written in
collaboration with graphic designer, Kohei Sugiura.
The performer combines five squares of blue,
red, yellow, ash and white, and makes sounds
according to the geometric shapes drawn there.
The five colors have their own distinct significan-
ces and the time lengths as follows; ‘blue = practice
for resonance, as late as possible’, red =practice for
intonation, 2 or 4 minutes’, ‘yellow = practice for
articulation, as fast as possible’, ‘ash = practice for
expression, 1 minute, 3 minutes or 5 minutes’, ‘white
= practice for dialogue, no time limit’. The performer
can combine colors in free ways. They can start and
end anywhere. In addition to the piano, the per-
former may use other keyboard instruments such as
the ceresta or the harpsichord. How the colors and
the geometric shapes are interpreted depends on the
creativity and improvisation of the performer.

(Sudoh, Eiko)

Closed eyes: for Memory of Shaizo Takiguchi
Seeing a painting was compositional opportu-
nity to Takemitsu. He saw a painting ‘Lex yeux clos
(The Closed Eyes) by a French artist called Odilon
Redon. Takemitsu was inspired by this painting
when he was in Chicago in 1968. He liked “Closed
Eyes” and associated it with an expression ‘opened
ears’ with the painting. This piano work was pub-

lished as a funeral piece for Takiguchi, by a curious



coincident, because he passed away during Take-
mitsu carried on composing.

The relationship between Takemitsu and
Takiguchi began from 1950, by being stimulated by
each other’s creative desire. They felt sympathy and
had profound respect to each other. Poems written
by Takiguchi inspired Takemitsu to compose “Dis-
tance of Fairy” and “Uninterrupted Rest”.

The score of “The Closed Eyes” were published
in Paris in 1979. Pianist Aki Takahashi said that
Takemitsu wanted her to play a part in which chords
continue through the latter half of the piece, like a
bell.

You use three kinds of pedals in the perform-
ance of this piece. From the beginning, there is an
instruction to use two kinds of pedals at the same
time. There are melodies intend to go up and chords
scattering in the treble. It gives unique sound in
Takemitsu’s work. In “The Closed Eyes”, colors from
Redon’s fantastic painting and color of Takemitsu’s
sound resonates in music; slightly changing its
expression along with the progress of time.

(Nakatsuji, Maho)

Les Yeux Clos (The Closed Eyes) Il

“The Closed Eyes II” is a piano work com-
missioned and premiered by Peter Serkin in 1989.
Like “The Closed Eye” that was composed 10 years
before, this work was also inspired by the paint-
ing “The Closed Eyes” drawn by Rudon, a famous
French painter of the 19th century. The composer,
Takemitsu, had been known worldwide at that time.
He established his unique style, characterised by
“Takemitsu tone’, which consisted of the exquisite
using of consonance and dissonance and the sweet
motif floating in it. In this work, this charm was fully
demonstrated.

You use the three pedals, damper, sostenuto
and soft. By using the pedals according to precise
instructions, you can create indescribable resonance.
The occasional white diamond notes represent the

sound that is kept by the pedal after releasing your

fingers. Attentive listening to the sound is required.
Also, by accurately playing the two kinds of ferma-
tas and tempo change indicated by arrows, you can
express junctures of the piece and inflections of the
phrases. The song starts with perfect 5ths like bell
sounds. Then, the characteristic motifs going up
form a climax gradually with fragmentary midrange
songs. After that, the bell sounds at the beginning

gradually return, and the work ends.  (Sudoh, Eiko)

Quotation of Dream: Say sea, take me!

A shade painted in the tranquility will indicate
dream which has no form. “Quotation of Dream”
is written for two pianos and orchestra. This piece
was a commissioned work for ‘Japan Festival 1991
held in the UK in October 1991, and the first per-
formance was played by P. Serkin, P. Crossley (piano),
M. T. Thomas (conduct) and London Philharmonic
Orchestra.

Takemitsu considered dream as an important
concept. According to him, the form of dream in this
piece is clear in details in contrast to its extremely
vague structure as a whole. “Quotation of Dream”
is made up of 12 fragmental episodes. Music that
appear and disappear just like in one’s memory is
exactly the dream Takemitsu imagined.

Quotation is an important compositional tech-
nique. In this piece, “Sea” by C. Debussy is quoted by
Takemitsu; we can confirm bold quotation of ‘Play
of Wave’, ‘Conversation between Wind and Sea’ and
‘from a Dawn above the Sea to the Middle of Noon'.

Furthermore, the subtitle contains quotation
as well; ‘Say sea, take me!’ is a stanza of a poem by

Emily Elizabeth Dickinson. (Nakatsuji, Maho)

Rain Tree Sketch Il —In Memoriam Olivier
Messiaen—

“Rain Tree Sketch II —In Memoriam Olivier
Messiaen—" (1992) is the last solo piano piece
composed by Toru Takemitsu. He remembered

Messiaen, whom he had been influenced since his
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youth, and composed this song for the memorial
concert for Messiaen held at the Orleans Interna-
tional Music Festival in France. Like “Rain Tree
Sketch”, which was composed ten years before, this
piece is inspired by the short stories “Atama no ii,
Ame no Ki (The Clever Rain Tree)” by Kenzaburo Oe, a
famous Japanese writer.

The song is written in ternary form. Follow-
ing the opening, which is marked as Tempo 1 and
played in high tones, the part of Tempo II is played

somberly in low tones. After that, you reach the
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middle section marked “Joyful” while traversing
both tempos. There, the beautiful dreamy melodies
are superimposed in Canon style. At the end, the
melody heard in the beginning returns, and the song
is closing in deep resonance. You can express the
sea of tonality unique to Takemitsu’s later works by
carefully representing indications about Tempo and
dynamic while you listen to the reverberation of the

sounds. (Sudoh, Eiko)
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Makoto Moroi was born as Saburd Moroi’s
second son in Tokyo on December 17 in 1930.
Although his father opposed, Moroi began to study
composition and entered Tokyo Ongaku Gakko
(Tokyo Academy of Music, now the Faculty of Music at
Tokyo University of the Arts). He learned the laws of
harmony and counterpoint under Tomojird Ike-
nouchi, the piano under Kan Kajiwara, and the flute
under Tadashi Mori. While a student, he composed
“Piano no tame no Koten Kumikyoku (Classical Suite
for Piano)” (1949) and “Shitsunai Ongaku Daisan-ban
(Chamber Music No. 3)” (1951) using twelve-tone tech-
nique. In 1953, Moroi was awarded a prize as the first
Japanese composer at the Belgian Queen Elisabeth
Competition for his “Composition for Orchestra”.
Moroi investigated the technique of series and vari-
ous tone laws, and he received the ISCM prize for
his “Piano no tame no @ to f3 (Alpha and Beta for
Piano)” composed in 1954. “Nana no Variations (Seven
Variations)” composed with Toshiroc Mayuzumi in
1956 pioneered full-scale electronic music in Japan.

In 1957, Moroi established the Institute for
20th-Century Music with Minao Shibata, Yoshiro
Irino, Toshiro Mayuzumi and Hidekazu Yoshida.
They researched aleatoric music as well as held fes-
tivals which influenced the Japanese compositional
world greatly at the time. “Violin to Orchestra no
tame no Kyoso-kumikyoku (Concerto Suite for Violin

and Orchestra)” was performed for the first time in
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1963 and won the Otaka Award.

It was after 1964 that Moroi turned toward tra-
ditional Japanese music. As a result of exchanges with
shakuhachi players of the Chikuho school such as
Chikud6 Sakai (the second-generation Chikuho), Moroi
began to compose “Chikurai Go-sho (Five Pieces of
Wind blowing in the Bamboo Forest” (1964) and “Taiwa
Go-dai (Five Dialogues)” (1965). At the same time Toru
Takemitsu adapted the biwa to his works, Moroi
composed shakuhachi music. In 1973, Moroi com-
pleted a work for traditional Japanese instruments
and western orchestra “Dai-ichi Kyoso kokyokyoku
‘Gutai’ (the First Concerto Symphony ‘Gatai’)”, in which
one can find quotations from “Symphony No. 9” by
L. v. Beethoven. Works such as Moroi’s “Fantasy and
Fugue based on the name of J. S. Bach” can also be
situated within the context of polystilistic music.

Moroi became the first director of ‘Sai no kuni
Saitama Geijutsu Gekijo (Saitama Arts Theater) in
1994 and he received the Medal with Purple Ribbon
in 1995. Moroi passed away due to interstitial pneu-
monia on September 2 in 2013.

We can confirm that for Moroi composition
as well as education and cultivation were impor-
tant activities. He worked as the professor of Osaka
Geijutsu Daigaku (Osaka University of Arts) and Shobi
Ongaku Tanki-Daigaku (Shobi Music Junior College),
and in 1985 he established the Japan Alban Berg

Institute and became the institute’s first president.



He wrote much music criticism and exhibited a
particular sense of humor when using the pen name
‘Makotonio Monroi’. Numerous writings of Moroi
concerning music analysis and piano music also
exist, such as “Piano Meikyoku Meiban 100 (Famous
Pieces and Record of a Hundred Piano Music)” published
from Ongaku No Tomo Sha in 1977, “Piano Sonata

by Beethoven” which was written in collaboration

About work(s)

with Takahiro Sonoda and published from Ongaku
No Tomo Sha in 1971, and “Piano Works of the
Romanticists” (published from Ongaku No Tomo Sha
in 1984). Analytical studies on works such as “Fan-
tasy” op. 17 by R. Schumann and “Sonata No. 3” by
F. Chopin reveal Moroi’s practical music research
which include studies of performance techniques.

(Nakatsuji, Maho)

Iroha-tatoe 8 Questions

‘Iroha-tatoe’ is phrases written by a form of
Japanese poems and proverbs in Japanese card
game called karuta. “Iroha-tatoe 8 Questions” were
composed based on eight hiragana letters and
accompanying short phrases from Iroha-tatoe; for
example, T followed by ‘Issun saki ha Yami (Nobody
knows what may happen tomorrow) and ‘Ro’ followed by
‘Rongo-yomi no Rongo shirazu (a person reading “The
Analects” don’t know the real meaning)’ were used as its
musical theme. “Iroha-tatoe 8 Questions” is con-
sisted of eight sections, T, ‘Ro’, ‘Ha', ‘Nt’, Ho’, ‘He’
and “To’. Its order of performance is not designated.

A section composed with ‘Ha’ followed by
‘Hari no ana kara tenjo nozoku (looking at the ceiling
from the eye of needle)’ is assumed to be of Cantilena.
It has ironical taste that the left hand and the right
hand follow the same tone by progressing toward the
opposite way, and the movement overlaps with the

meaning of the poem. Another section composed

with ‘He’ followed by a phrase ‘Heta no Nagadangi
(Being keen on something although one is not good at doing
i, progress with repeating the same pattern of tone
with grace notes. The musical idea of the section ‘He’
was derived from a technic called ‘Yuri’ in Shaku-
hachi playing. This can be related to his works for
Shakuhachi “Chikurai Goshd” and “Taiwa Godai”.
‘Chi’is the first letter of a phrase ‘Chiri mo tsumor-
eba yama to naru (Many a little makes a mickle) and the
section written based on this text is a collection of
small fragments. This section ‘Chi’ bears the role of
cadenza and can be played with another seven pieces
at a pianist’s discretion.

“Iroha-tatoe 8 Questions” is consisted of eight
sections, so you can play them all at a time or play
them by division. Moroi, who was a pleasure-loving
man, said that it is not required to play all of the 8
sections (you can leave some part out), even more, you do

not have to play it at all.” (Nakatsuji, Maho)
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Minoru Miki was born in Tokushima prefec-
ture on March 16 in 1930. During high school, he
was a member of a choral group and studied piano
and the theory of harmony. He entered into Tokyo
University of the Arts and studied composition
with Tomojiro Ikenouchi and Akira Ifukube. After
composing many works for the radio, television, and
films, Miki contributed to the invigoration of the
Japanese traditional music world.

In 1964, he founded the ensemble “Nihon
Ongaku Shadan (Japanese Music Group)” and he acted
as its music director for the following 20 years while
carrying out more than 160 concerts overseas. He
composed many ensemble works for traditional Jap-
anese instruments, such as “Kodai Bukyoku ni yoru

Paraphrase (Paraphrase based on ancient Dance)”, “Yon
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gun no tame no Keisho (Images for Four Groups)”,
™ (Convex)”, “Wa (Ring)” and “Hote (Big Fire)”, and
in 1970 the record album “Miki Minoru’s Music
by Nihon Onagaku Shudan” won the Grand Prize
at the National Arts Festival. Miki took part in the
invention of a new instrument, the ‘Nijagen koto (20
string koto) which later was added one more string,
and he composed many pieces for this instrument.
In 1981, he completed “Kya no kyoku”, which
was commissioned for the commemoration of the
200th anniversary of the Gewandhaus orchestra,
and he presented “Ho6 Sanren (Eurasian Trilogy)”
which brings together the two pieces “Jo no Kyoku”
and “Ha no kyoku”. In 1983, Miki wrote “Saiko
Jokyoku (Overture for colorful Rainbow)” for the dual
ensemble of Nihon Ongaku Shadan and Chuo



Minzoku Gakudan, and ten years later he launched
the ‘Orchestra Asia’ which consisted of ethnic instru-
ments from Japan, China, and Korea.

Miki composed opera too, completing “Shia-
wase no Pagoda (Happy Pagoda)” and an opera series
of nine parts which portrays the history of Japan
from the 5th to the 20th century. A trilogy com-
posed in Miki’s early years, “Shunkin-sho (A Portrait
of ‘Shunkin’)”, “Ada (An Actor’s Revenge)”, and “Joruri”,

was performed in Finland, Great Britain, United

States of America, and Germany and received high
appraisal. Pieces such as “Marimba Spiritual” con-
tinue to be performed often in Europe and America.
Miki’s most important book is “Nihon Gakki-ho
(Instrumentation for Japanese Instruments)”. He received
the Medal with Purple Ribbon in 1994 and the
Order of the Rising Sun in 2000. Miki passed away
on December 8 in 2011 and was posthumously
awarded the Honor Award of Tokushima Prefecture.

(Nakatsuji, Maho)
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Hikaru Hayashi was born in Tokyo in 1931.
His father was a doctor. From the age of 10, Hayashi
studied composition with his father’s friend, Hisa-
tada Otaka. From his late teens, he got involved in
drama music, including music for performances by
the Haiyuza Theater Company. After entering Tokyo
National University of Arts in 1951, he studied with
Tomojiro Ikenouchi.

However, Hayashi dropped out of the university
in 1953, because he had doubts about the attitude of
the university to outside presentations and toward
being a composer in general. In the same year, he
formed ‘Yagi no Kai’with Michio Mamiya and Yuzo
Toyama, stating ‘we would like to do work useful for
the development of Japanese national music across
all fields of music.” They had five work presentations,
promoting a connection between society and music.

In the same year, Hayashi won the Arts Festi-
val Award for “Symphony in G” (1953), and the 4th
Otaka Award for “Variations for Orchestra” in 1955.
In 1958, he composed “Give Me Water” for a mixed
chorus (later this piece was included as the first song for the

suite “The Finished Scene of Hiroshima” for a mixed chorus),

and got a lot of attention for its exquisite harmony
of text and contemporary sounds. Hayashi was also
active in the field of film music. In the 1960’, he
won the Composition Award at the 2nd Moscow
International Film Festival, for the music for “Naked
Island”, directed by Kenji Shindo. After this, he
made music for most of Shindo’s films.

In 1975, he took the post of Artistic Director
and Resident Composer of the Opera Theater Kon-
nyakuza. He created many masterpieces with this
opera group, which aimed at the creation of an opera
that clearly expressed the meanings of words, and
performed them all over the country. Their works
include the piano opera “Gauche the Cellist” (1986)
in which one piano plays the role both of conductor
and orchestra and “T am a cat” (1998) in which only a
piano and a few instruments are used.

Hayashi’s music style is characterized by mis-
cellaneousness and lightness that includes many
kinds of music. He wrote many piano pieces. His
early piano pieces include “Piano Sonata No. 17
(1965), “Sonatine” (1965) and others. After “Bevat:
Tuk-kui-gwa” (1978), he began to actively use the
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Okinawan scale and Ainu music. He also composed
many piano works for children, such as “Modot-
tekita Hizuke, Piano Songs for 12 Months” (1979)
and “48 Songs for Piano” (1983).

In his later years, Hayashi announced many
works with a theme related to social issues such as
“Symphony No.3 ‘At Noon, the August Sun...””
(1990) which came out just after the Tiananmen
Square Protests of 1989 in China, and the “Viola
Concerto ‘Elegia’” (1995, Otaka Prize) which was
published just after the Great Hanshin-Awaji
Earthquake of 1995. He was awarded a Medal with
Purple Ribbon. He died at the age of 80 in 2012.

(Sudoh, Eiko)

Education

At the age of four, Hayashi began to learn under
Kiyohide Sonoda, a member of Jiyu-Gakuen Souki
Ongaku-Kyouiku Jikken Group (the Elementary Music
Educational Experimentation Group of Jiyu-Gakuen). At
the age of 10 he started compositional study under
Hisatada Otaka until his death, then studying under
Tomojiro Tkenouchi. His interest towards opera was
inspired by the Opera Theater Konnyakuza, which
he saw during his elementary school days. During
his time at Keio High School, he attended a music
history course held by Kazuyuki Toyama while also
founding a new drama club with the founders of the
drama company Shiki Theatre Company, Keita Asari
and Takeshi Kusaka. He entered Tokyo University of
Arts in 1951, but left in 1953 after presenting his
composition Symphony in G.

Musical Activity

From early childhood, Hayashi started com-
posing chamber music as well as piano and, after
entering university, many orchestral works that won
a number of prizes: three Arts Festival Awards (the
first one for Symphony in G in 1953, which was written with

the Japanese themes and Soviet musical techniques), two
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Otaka Prizes, the Composition Award at the 2nd
Moscow International Film Festival, Suntory Music
Awards and so on.

Hayashi tried to utilize the intonation of Japa-
nese language within his operas, which gained public
praise (a radio-opera Hadaka no Osama (the Emperor’s New
Clothes) 1955, Amanjaku to Uriko hime (Amanjaku and
Princess Uriko) 1958 and others). In 1975, he assumed
the position as the art director and exclusive com-
poser of the company Konnyakuza, through which
he presented many of his operas. He also began the
presentation of his ‘piano operas’, which he etab-
lished, like Gauche the Cellist, in which only one
piano is used for all musical roles.

He also composed a variety of scores for film
including animations or documentaries. Hayashi
wrote music for most of the director Kaneto Shin-
do’s films, starting with “Lucky Dragon No. 57 (1959)
For theater, his career started early with Le Nozze
di Figaro by Haiyuza Theater Company in 1949.
Among his theatrical activities, the collaboration
with Makoto Sato of Black Tent Theatre, beginning
with “Ismene Underground” (1966), is well known.
In addition, he dedicated himself to his life work of
turning Kenji Miyazawa’s works into music (CD book

“Kenji’s music room”2000).

Style

Hayashi’s creative activities reflect his strong
awareness of music and society. As seen in his operas,
his style of adapting words and themes unique to
Japan suggests his respect to his home-land culture.
‘Yagi no kai’, which he founded with Yoshio Mamiya
and Yuzo Toyama in consciousness to regard the
music as a public art, exemplifies this viewpoint. He
also wrote the compositions with political or social
problems as their themes, for example Genbaku
Shoukei which was inspired by a poet suffering from
the atomic bomb, Tamiyoshi Hara (the first perform-
ance of the first part in 1958~the last part completed in 2000).
“Symphony No. 3 ‘At Noon, the August Sun...”” was

a reaction to the Tiananmen Square protests (1990).



In order to broaden the possibilities in expression, of other folks, serialism, tone cluster, Sprechchor and
he adopted various musical idioms such as Japanese improvisation actively. (Maruyama, Yoko)

own musical features, ethnological musical elements
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Japanese composer and biophysicist (1931-).
Only son of Yoritsune Matsudaira, he was born in
Tokyo. When he was 14 years old, he became inter-
ested in ‘science and the possibility of composing
music without depending on/y on emotions’. After
entering the Department of Biology of the Tokyo
Metropolitan University, in 1956 he formed ‘Group
20.5, a composers’ association consisting of disci-
ples of Yoritsune Matsudaira. Teaching biophysics
at Rikkyo University since 1958 and obtaining his
PhD in science in 1965 at the Tokyo Metropolitan
University, he was a professor at Rikkyo University
until 1996. In his first musical works, he experi-
mented with total serialism. It was when Toshi
Ichiyanagi returned to Japan in 1961 and John
Cage visited Japan the next year that he came to be

interested in indeterminacy, which was treated in
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Transient 64 for electronic sounds (1964). In the latter
half of the 1960s, when he was staying in America,
he decided to use citations, inspired by the ‘combine
painting’ of Robert Rauschenberg. Since Coberency
Jfor ARK (1976), he used the ‘new modality’, in which
all-interval twelve-tone rows appear repetitively.
Then, Kurtosis I (1982) became the first work where
he rigorously applied the ‘pitch interval technique’,
which is an extended version of the new modality. In
1980, Oscillation (1977) was awarded the 28th Otaka
Prize. He received the Medal with Purple Ribbon in
1988, and became chairman of the JSCM (Japan Soci-
ety for Contemporary Music, Japanese section of the ISCM)
from 1998 to 2002 and an honorary member of the
ISCM (International Society for Contemporary Music) in
2008. (Hirano, Takatoshi)



About work(s)

Allotropy
Allotropy (1970) is the third piece for piano by
Yori-Aki Matsudaira after Instruction (1961), inspired
by the so-called John Cage Shock, and Figures for
piano (1959, withdrawn), commissioned by NHK.
Chopin’s ‘Raindrop’ (Prelude op. 28, no. 15), cited sud-
denly at the end of the piece, sounds so peculiar
that it is seen as one of the most prominent exam-
ples of citation in the works of Matsudaira. As this
implies, repetitive sounds are a salient feature of this
work (‘allotropy’ means different structural modifications of
an element). The piece consists of eight sections: the
first presents series of repetitive sounds, the second
combinations of repetition and clusters, etc. Then,
repetitions in a pointillistic style are combined with
the pianist’s voice such as ‘ta’ and ‘pa, followed by
violent repetitions of clusters with scream, quiet
and pointillistic repetitions, the recapitulation of
all the elements presented before, and finally the
‘Raindrop’. In the coda, the pianist claps his hands
near the strings of the piano. This coda was cut in
the recording by the dedicatee Aki Takahashi, which
was an advice of Roger Reynolds, as Matsudaira
says. Allotropy was premiered by Aki Takahashi on
1 December 1970 at the small hall of Tokyo Bunka
Kaikan. The score was published by Suvini Zerboni.
(Hirano, Takatoshi)

Celebration

A piano piece composed in 1980 to celebrate
the marriage of the pianist Akemi Satomi (ex Sato)
and Kiyoshi Satomi. The fluency with which various
textures alternate, and bright and vivid tone colors
deriving from the use of modes evoke an atmosphere
of happiness implied by the title ‘celebration’. Each
of the ten alphabets consisting the couple’s names (A,
K,E,M,LS,T,0,H,Y) was given different textures and
placed in the following order: AKEMISATOHKIY-
OSHISATOMLI. In the sections A, K, S, O, rhythms

based on Morse code are introduced. Rhythmic vari-
ety is created by the codes being the translations of
words such as ‘celebration for pf’” (A-1), ‘for akemi
and kiyoshi’ (A-2), ‘for satomi and satoh’ (A-3). All
these words as well as the alphabets with numbers
are written on the score. Variety in rhythm and tex-
ture is also found in the sections which are not based
on Morse code. I-3, written in almost E major, A-3,
evocative of gamelan, and T-2, which exhibits mini-
malistic traits, all of which appear in the latter half
of the piece, are particularly unique. As is often the
case with works of Matsudaira, there is no coda, the
piece’s end being the same as that of I-4. The score
was published by Tokyo Art Service.
Takatoshi)

(Hirano,

Blending

A piano piece commissioned by the pianist
Kayako Matsunaga in 1984 and premiered in her
debut recital, Blending is an attempt to ‘blend’ the
music by pairs of composers such as Stravinsky and
Satie, Bach and Xenakis, etc. Yori-Aki Matsudaira
divides 10 minutes, the duration determined by
Matsunaga, into 60 sections of 10 seconds in aver-
age. Then he estimates the number of fragments at
30, and decides to use 27 by calculation of probabil-
ity. After preparing 27 pairs of composers and 54
fragments, he ‘blends’ them by using tone materials
of the composer written to the left, and rhythms
of the ones written to the right. Matsudaira says
that he selected ‘all the famous composers, regard-
less of whether I like them or not’, and the names
of the composers are written on the score. On the
other hand, he says that some of the fragments were
‘jotted down when I dropped in at music stores,
and the titles of the pieces which include such frag-
ments are not indicated, though well-known ones
like “Traumerei’ of Schumann can be easily detected.

Matsunaga has identified the titles of the pieces
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of Xenakis, Denisov, Bussotti, etc. This ‘blending’
of disparate musical styles adds a touch of humor,
despite the systematic control of the form. The score
was published by Sonic Arts. (Hirano, Takatoshi)
GALA
From the latter half of the 1980s to the 1990s,
Yori-Aki Matsudaira was often commissioned to
write piano pieces not only by Kayako Matsunaga
and Akemi Satomi, but also by winners of the Japan
Contemporary Music Piano Competition such as
Yoshiko Shibuya and Kazue Nakamura, and pianists
who had participated in Haruna Hirao’s ‘Masterclass
on Performance of Contemporary Piano Music’,
organized by the JML Seminar Yoshir6 Irino Music
Institute. GALA was dedicated to Kazue Nakamura,
the 1st prize winner of the 3rd Japan Contemporary
Music Piano Competition (1989), and premiered by
her at a portrait concert of Matsudaira, organized by
the JML Seminar in 1990. This piece is similar to
Blending in that it consists of fragments cited from
the music of 27 composers, many of which are paired
as in Blending, while the composition of GALA is
not based on mathematical procedures, even indi-
cations such as sadly or gaily being freely inserted.
The variety of styles of the composers, including
Monteverdi and The Beatles, should also be noted. A
glissando divides the piece into two halves, the first
treating love and the latter death or parting. These
themes are reflected in the titles of the music chosen
and the words such as ‘Venus’ or ‘Aphrodite’ in the
first half, which, transformed in Morse code, deter-
mine rhythms. Elements other than citations and
rhythms are determined by pitch interval technique.
The score was published by Sonic Arts.
(Hirano, Takatoshi)

24 Essays
A suite of 24 pieces composed between 2000
and 2009. Each piece is about two minutes long.

In 2009, the complete version was premiered by
Kazue Nakamura at Monnaka Tenjo Hall. Yori-Aki
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Matsudaira used pitch interval technique in this
work. In the odd-numbered pieces, fundamentals are
the first note, the second note, etc. of the tone row of
the first piece. In the even-numbered pieces, the fun-
damentals are the first note, the second note, etc. of
the tone row of the second piece. Besides, the inter-
val between the first note and the second note of the
tone row is minor second, major second, etc. in the
odd-numbered pieces, while that is major seventh,
minor seventh in the even-numbered pieces (from the
11th to the 14th piece, however, the interval between the sixth
and the seventh tone is always augmented fourth). The titles
of the odd-numbered pieces begin with A, B, C, etc.
and those of even-numbered pieces X, Y, Z, etc. It
should also be noted that atonal chords are used in
the odd-numbered pieces, and modal chords in the
even-numbered pieces. Though the tempo is approx-
imately at 60 per quarter note, meter and texture
freely change in a piece. While repetitive notes often
appear as in Allotropy, the 14th piece “Transition’ in
which tempo becomes twice slower repetitively or
the 23rd piece ‘Legend’ including the citations from
Stockhausen’s Klavierstiick 1-XVII, shows that Mat-
sudaira’s creativity does not decline at all. The score
was published by Sonic Arts. (Hirano, Takatoshi)
Michelangelo’s Pup

“Michelangelo’s Pup” was composed in 1993.
‘Michelangelo’ is the name of a computer virus that
was prevalent at the time. The song begins with the
melody of “Waltz in d flat, Op.64, No.1 (‘Minute’)”
by Chopin. However, the elegant melody is quickly
deformed and diffuses violently. In the confusion,
Chopin’s beautiful melody appears sometimes sud-
denly. While fragmented “Waltz in d flat, Op.64,
No.1 (‘Minute’)” is incorporated everywhere and the
song develops insanely.

In the music, notes are very colorful. The
original melodies of “Waltz in d flat, Op.64, No.1
(Minute’)” are yellow, the chromatic melodies are
pink, the loud chords are green, the quiet chords

are blue, and the leaping phrases are orange. The



colored pencils used for the notes were attached to
the painting, ‘Michelangelo’s Name’, which was an
European souvenir from pianist Hatsue Nakamura
who premiered this song.

Matsudaira has pioneered his own composition

technique while absorbing avant-garde music such
as Total Serialism and Music of Indeterminacy. In
this work, using the technique of Musical Quota-
tion, he expresses a scene where various events occur

completely irrelevantly. (Sudoh, Eiko)
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Karamatsu (Larch)

“Karamatsu (Larch)” has been sung by many
people in various arrangements such as solo voice,
female choir and mixed choir. The original version
is for solo voice and piano and the poetry, which is
written by Akira Nogami, sings of the larch forests
of Asama Heights and Karuizawa (Nagano Prefecture).
Kobayashi, who himself confessed his great love for
the piano, also arranged “Karamatsu” for piano solo
and described the piece as ‘clothed in a solo perform-
ance of amplified pianism’. Kobayashi’s characteristic
lyricism can be found fully alive in this piano version
and the dramatic unfolding of the original composi-

tion can be felt even greater.
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“Karamatsu” for piano solo is written in F major
and in four-four time and lasts sixty-nine bars. The
tonal structures and harmony used are nearly identi-
cal to the vocal version, and the high-pitched area
also continues to ring with triplets while the lower
register supports with quarter notes. However, in the
second transposition to D minor, the echo of har-
monies and arpeggios of the upper register as well as
the octave sounds of the lower register are added to
the piano solo version and a more powerful sense of
passion gushes forth. Hence, when the main melody
played at pianississimo returns to F major, the con-
trasts of dynamics and movement stand out in the

remaining aftermath of the climax.



When performing “Karamatsu”, which often it is desirable to make use of the pedals precisely and

employs the main chords of F major and D minor, perform in a suitable speed. (Nakatsuji, Maho)
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Yamamoto, Naozumi
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Naozumi Yamamoto was active as a composer
and a conductor in the latter part of the 20th cen-
tury. His grandfather was a famous businessman,
his grandmother was a sister of the famous Japanese
writer, Takeo Arishima, his mother was a pianist, and
his father, Naotada, was a composer and conductor.
Naozumi’s wife and his elder son are moreover com-
posers as well, and his second son is both a composer
and a cellist. In other words, Yamamoto’s family is a
highly musical family.

Yamamoto who was born in Tokyo on Decem-
ber 16 in 1932, and he learned the basics of music
from his parents. He received music education in
Jiya Gakuen and studied the violin under Saburo

Sumi. His teacher of conducting was Hideo Saito
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and a fellow pupil and friend was Hiroyuki Iwaki.
One of the younger pupils was Seiji Ozawa.

Before studying at the university, Yamamoto
began to assist with compositional work under Urato
Watanabe. Yamamoto entered the Department of
Composition at Tokyo University of the Arts in
1952, but he transferred to the Department of Con-
ducting during his third year and studied with Akio
Wiatanabe.

In 1967, Yamamoto appeared on the NHK tel-
evision program “Ongaku no hana hiraku (Opening
the Flowers of Music)”. Yamamoto became renowned
for his conducting while wearing a red tuxedo, and
he subsequently appeared in a commercial which was

famous for the catchphrase ‘Okii-koto ha yoikoto-da



(A big thing is a good thing). in 1972, Yamamoto estab-
lished a new Japanese philharmonic orchestra with
Seiji Ozawa. From the same year, Yamamoto was in
charge of the planning and musical direction of the
TBS television program “Orchestra ga yattekita (The
orchestra has come)”, and he contributed to the expan-
sion of the range of classical music. He planned
‘Ichi-man nin no daiku concerto (Beethoven’s Sym-
phony No. 9 Concert by 10.000 pcople)y for the opening of
the Osaka-jo Hall (Osaka Castle Hall) and continued
conducting as well as his work as musical director
until 1998. He was awarded the Distinguished Serv-
ice Prize of the 44th Japanese Record Award.

His compositions include the entrance proces-

sional march for the Sapporo Olympic and a piece

commissioned by the United Nations as well as
“Ichinen-sei ni nattara (When I become the first year of
elementary school)”, “Utae banban (Sing and Sing)”, and
“Kobutanukitsuneko (Piglet, Racoon Dog, Fox and Cat)”.
Yamamoto furthermore composed many pieces for
television, such as for the historical TV drama series
“Kaze to Kumo to Niji to (Wind, Clouds, and Rain-
bow)” and “Takeda Shingen”, and the variety program
“Hachi-ji dayo Zenin Shigo (It's eight oclock, gather all
members)”. In film music, Yamamoto composed the
title song to the film “Otoko ha tsurai yo (Life is hard
on a Man)” directed by Y6ji Yamada which became
very popular. After his death on June 18 in 2002, the
works of Yamamoto continue to be loved.

(Nakatsuji, Maho)
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Composer and musicologist, born in Yokohama
and living in Paris (1932- ). His grandfather, Keizo
Tamba (1854-1927), was a professor of pharmacy at
Tokyo University. He was raised in a family where
his father liked to sing utai (singing parts of Noh), while

her mother often practiced the violin sitting on the

132

tatami. This atmosphere making him decide on a
career as a composer, he graduated from Tokyo Uni-
versity of the Arts (Tokyo Geidai).

When he told his teacher, Tomojiroé Ikenouchi,
that he would like to pursue his study in America

or France, the latter advised him to go to France.



Obtaining French government scholarships, he
entered the Conservatoire de Paris. In 1962, he won
deuxiéme prix (the second prize) and in 1963 premier
prix (the first prize) at the composition class of Tony
Aubin. Then, in 1964, he gained premier accesit (the
third prize) and deuxiéme prix at the analyze class of
Olivier Messiaen. The latter, paying attention to the
career of his students, advised Tamba that he should
study either the technique of serial music or that of
musique concréte. Tamba selected the latter. Show-
ing a letter of recommendation written by Messiaen
to Pierre Schaeffer, he entered the GRM (Groupe de
Recherches Musicales) in the ORTF (present-day Radio
France). The ORTF contributed to the reputation of
Tamba, publishing some of his works and organizing
a concert titled Journée d’Akira Tamba (Day of Akira
Tamba)’ in 1979.

He also began to research Japanese traditional
music at the Centre national de la recherche scien-
tifique (CNRS), following the advice of Messiaen
and Jacques Chailley, a leading French musicolo-

gist. Tamba’s theses ‘La structure musicale du N6

(The Musical Structure of Noh)’ and ‘La théorie musicale
japonaise du 8¢ 4 la fin du 19€ siécle (The Japanese
Musical Theory from 8th Century to the 19th Century)’,
both submitted to the University of Paris, gave
him his PhD in musicology in 1971, and his Doc-
torat ’Etat in 1986. A research director (directeur de
recherche) at the CNRS, Tamba often taught at the
University of Paris. He wrote number of essays on
Japanese music, like liner notes of the CD collection
‘Ocora, published by Radio France.

In his works, he has employed techniques based
on notions of traditional Japanese music such as
‘Jo-ha-kyw’. He inherited this attitude from Mes-
siaen, who put importance on deducing systems
from all sorts of music. He has written for various
instruments including Japanese traditional ones.
Since 2002, he is the music director of ‘Hougaku
Hijiri-kai’. His opera, Shiramine (2000-08), the dura-
tion of which is about two hours and a half, was
premiered in 2014 in Japan. He is married to Iréne
Mecz, a linguist specializing in oriental languages.

(Hirano, Takatoshi)
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Children’s Land

“Children’s Land” is a collection of 20 piano
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pieces, published in 1967. At that time, the com-

poser Akira Yuyama wrote many children’s songs for



NHK radio programs. The music publisher, Ongaku
No Tomo Sha Corporation, asked him to make this
collection. He already serialized piano works in the
magazine “Ongaku No Tomo (Friends of Music)” for
six months, and he collected those pieces for “Chil-
dren’s Land”. This is the first children’s piano music
collection for him.

The difficulty level of this collection is for
beginners and intermediate students. It is an
appropriate level for the piano learner who studies
Burgmirler’s text and Sonatines, after finishing Bay-
er’s Piano Method. For children with small hands,
the octave is not used. The titles of the songs were
chosen from the life of children such as ‘Something
Good May Happen! and ‘Yawning’, which had great
popularity. In ‘Jazz’ and ‘Space Station’, modern
musical resonance is actively used.

At the end of the book, as a ‘Guide for Per-
formance’, Yuyama wrote an explanation of each
song for the teachers, the mothers and for the chil-
dren. This collection aimed for children to enjoy the
piano while using their imagination in their daily
lives, and improving piano performance techniques
including the use of pedals and articulations.

(Sudoh, Eiko)

The Children’s World
“The Children’s World” is a collection of 34

piano pieces, which was composed between 1976
and 1977. This was created with the same concept
as Yuyama ‘s first collection for children, “Children’s
Land”, in 1967, written without octaves for their
small hands. The difficulty level is for beginners
and intermediate students who study Bayer’s piano
method and Sonatines. Various techniques, such as
intersection of hands and change of beat, are also
included.

Yuyama summarized this collection as ‘a hymn
to his boys’ age’ while looking back to the memories
of his childhood when he often spent time alone. He
painted the various scenes and feelings of children
in this collection with the thought of Japanese peo-
ple’s sensitivity to Japanese children’. He also titled
pieces with friendly names which can be imagined
from the daily lives of children, such as ‘Dressed to
Go Out for The Day’, ‘Why?’ and ‘Whining’.

Yuyama’s works for children have features such
as ‘various rhythms’, ‘the sound of contemporary
chords’, ‘the beauty of Japanese style sounds’and ‘the
color change caused by modulation’. In this collec-
tion, you can see his rhythmic features especially in
No. 6 and 22, Japanese style sounds in No. 20 and
34 and the attractiveness of transposition in No. 33.
Many songs in the latter half of the collection are
very impressive to audiences when presented.

(Sudoh, Eiko)
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Ichiyanagi, Toshi

FANETHATOE, idWZAC %, Gk

Born in 1933, Toshi Ichiyanagi was the only
child of a cello player and a piano teacher. From
about six years old, He became acquainted with
the piano under his mother’s lessons, and touched
various music from his father’s collection of records.
He studied composition with Kishio Hirao, Yujiro
Ikeuchi, and studied piano with Chieko Hara from
junior high school age. He developed his talents
under teachers who studied in Paris, and won prizes
in the composition section of the Japanese Music
Competition for the third consecutive year when he
was a high school student. He got a lot of attention.

In 1952, at the age of 19, Ichiyanagi went to
America, where avant-garde art was flourishing.
After studying at the Juilliard School of Music in
New York, he expanded encounters with artists of
various genres, and encountered John Cage who was
a representative composer of American experimental
music. He published the “Piano Music” series which
was written by graphic notation in the style of music
of indeterminacy, which was decisively impacted by
Cage’s idea that accepts sound itself as music. In
1961, he returned home at the age of 28, and gave a
strong impact, called “Cage Shock”, in various fields
by introducing American experimental music.

In 1967, returning to the USA for the invita-
tion of the Rockefeller Foundation, he actively gave
presentations of his works and encountered Minimal
Music such as Steve Reich’s music. After returning

to Japan, he collaborated with multi-genre artists,
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and then published “Piano Media” in 1972 and
“Time Sequence”in 1976. For most people, these are
repetitive musics, such as Minimal Music, written
on ordinary music paper, but for him, these are not
just repetitive musics since he discovered “music as a
spatial art” as a concept for his composition. “Spatial”
means not a space in the physical sense, but in the
mental sense, combined with musical time.

After that, Ichiyanagi developed his works
based on the concept “music as a spatial art”. Some
of these works are Piano Concerto No.1 “Reminis-
cence of Spaces” which was first awarded the Otaka
Prize in 1981, Piano Concerto No. 2 “Portrait of
Winter” which was also awarded the Otaka Prize
in 1987, a series of “cloud Atlas” for pianos which
were written over 15 years since 1984, operas, sym-
phonies, chamber music, Japanese music, and so
on. He received a lot of Prizes such as the Otaka
Prize, the French Medal for Culture, the Mainichi
Arts Award, the Kyoto Music Award, the Suntory
Music Award, the Medal with Purple Ribbon, the
Gold Rays with Rosette, and the Persons in Cul-
tural Merit etc. Currently, he serves as Adviser of
the Japan Music Competition, Councilor of Suntory
Foundation for Arts, General Artistic Director of the
Kanagawa Arts Foundation, etc. In addition, he has
been actively involved in the spread of contemporary
music, such as the founding of the “Ichiyanagi Toshi

Contemporary Award”. (Sudoh, Eiko)



About work(s)

Piano Music No. 2

“Piano Music No. 2”is a piano piece written by
graphic notation. It was composed for avant-garde
pianist, David Tudor and premiered at his recital in
1959. The music score has been published by Peters.

In this period, Ichiyanagi encountered “music
of indeterminacy” proposed by John Cage in the
United States, and produced many works after
long slump. All of the seven songs contained in his
“piano music” series are works of this period. Ichiya-
nagi’s words, “Composition is not to prescribe, but to
present possibility”, indicates confessions to “music
of indeterminacy”.

There are no staves and no notes on the four
graphical scores shaped as a square. On the score,
circles and lines are drawn like abstract paintings.
According to the annotation such as “O: Play the
keyboard”, “@: Play the inside of the piano”, “/:

«

High range”, “—: Middle range”, we have to play
the score by improvising. The appearance of music
changes greatly depending on the sense and idea of
the performer, because pitches and volumes of sound
are uncertain. Unlike the performance of traditional
pieces, a player’s creativity is greatly needed.

(Sudoh, Eiko)

Inter Konzert

Commissioned and premiered by pianist Izumi
Shimura, “Inter Konzert” which has three move-
ments, was published in Tokyo in 1987.In the 1980s,
Ichiyanagi’s style changed from the 1960s and 1970s
when he was influenced by American avant-garde
music, and established a unique concept, “music as a
spatial art”. This work was written at the time when
the concept was established as his own language for

composition.

|. Premonition (about 4 minutes)

While the right-hand repeats the same phrase

(A-E-Fis-H-D) to produce quiet sound space,
the left hand produces totally different sound
space freely. Along the way, there suddenly
appears a rough scene instructed as “Pitt Mosso
(violently)”. But immediately, it returns as before,
and the two spaces finally fuse.

Il. Stillness Far Beyond (Adagio molto sotto voce et

espressivo, about 4.5 minutes)
Repeating of the same phrase disappears, and
various sound spaces are formed quietly in a
wide range of music that contains four staves.
A characteristic phrase appearing everywhere
and a group of sixteenth notes accompanying
the tempo rubato, brings the sense of fostering
the time.

Ill. Movement (Allegro Molt, about 3 minutes)
In this movement, which is totally different
from the last movement, sounds jump in all
directions. After the two energetic phrases at
the beginning are growing fluidly, the middle
part comes, with full stagnation. Finally, the
same phrase as the first movement appears for
the moment, and after that, this piece ends dra-
matically.

(Sudoh, Eiko)

Piano Concerto No. 1‘Reminiscence of Spaces’

Piano Concerto No.1 ‘Reminiscence of Spaces’
was composed in 1981, commissioned from NHK.
For Ichiyanagi, it was his first concerto. He studied
avant-garde music in the United States, and began
composing with his own style which included his
original concept, “music as a spatial art”, in the
1980s. This work was the first work which was writ-
ten with this concept, and awarded the 30th Otaka
Prize.

'This work has three parts in one movement.

The first part (from one to 50 measures), Short

melodic fragments appear and disappear in a
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disorderly manner. It expresses “multilayered spaces.”
The piano part takes only a part of the whole reso-
nance though this work is a Piano Concerto.

The second part consists of the first half (51 to
123 measures) and the second half (124 to 157 measures).
In the first half, long melodies are played by each
piano and orchestra, which express “two different
spaces.” In the second half, they are gradually inte-

grated into one melody.
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The third part (158-428 measures) is suddenly
started by a piano solo. The number of tuplets for the
right hand in the piano part and the parts for dif-
ferent instruments repeatedly increase and decrease,
while the five-tuplets for the left hand in the piano
part is consistently played. It expresses “brewing the
density of the time and space in music.” Finally the
first part of this work appears again for a moment,

and then the work ends. (Sudoh, Eiko)
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Handbook of Notes

“Handbook of Notes” is a suite for four hands
composed of five songs. In 1985, this suite was
composed for Toshiba EMI as teaching material
for schools. Miyoshi enjoyed the works of Mozart
and Schubert when he was a child and he expresses
this pleasure in his duet. To him, the pleasure was
the wonder and excitement that one piano started

breathing as if it was alive by his hands and other
hands.

Prelude (about 2')
The nostalgic theme by Primo’s right hand is
expanded in ternary form, supported by three
other hands.

Passepied (about 1'30”)
The lively theme, indicated Staccato Accentuare,
is repeated in the light two-meter. The
distinction is brilliant, between the lively section
and the contrasting section indicating Legato.

Romance (about 230"
The beautiful theme is played in long breath,
taking a rhythm of six-eighth. The dreamy
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middle section is interposed in ternary form.
Courante (about 1')
In the flow of twelve-eighths, this song develops
humorously, having ternary form and additional
end part.
Finale (about 2/
This piece is also written in ternary form, starting
with Primo’s rapid triplet and Secondo’s sharp
chromatic scale. The breathtaking interaction
between two persons makes the real pleasure of
duet.
(Sudoh, Eiko)

Piano Music Collection in Music Box Style
“Piano Music Collection in Music Box Style” is
the last piano music collection by Akira Miyoshi in
his later years. 14 traditional children’s songs, which
are familiar to the Japanese, are arranged “in Music
Box Style” using only the high range of the piano
in this collection. The features of his arrangement
in this collection include the transition of beautiful
harmony, the unexpected overlap of melodies, and

occasional sharp contemporary sounds. Although



there are other arrangements of well-known songs
like “Suite for Two Pianos, Four Seasons of Songs”,
this collection is the only arrangement for piano solo.

At the beginning of the score, the thought of
Miyoshi about this collection are written as follows:
“Like a music box

I learned that the highest range of the piano
sounded like a music box in my elementary school.
In this collection, although there are middle ranged
music boxes, they have the same directivity of sound
as high ranged one. I hope you enjoy it innocently,
even with adults.

On the website of the publisher, it reads
‘Although these are solo pieces, it is possible to play
these pieces as a duet in the way that a right hand
and a left hand are played by different people’. You
can enjoy this collection not only in lessons and
presentations but also in various scenes of everyday

life. (Sudoh, Eiko)

Prelude for piano Chaines

A commissioned work by Japan Broadcasting

Corporation (NHK) written for Reiko Honsyo, the
soloist of the premiere of the composer’s piano
concerto. “Chaines”, or “chains” in English, means,
according to Miyoshi, “the structural causality” bind-
ing the whole and the internal cause always binding
the composer himself.

Miyoshi explained the work as follows: the
whole prelude consists of three parts belonging to
four categories. Each has “the chain of return, syn-
thesis and correspondence”. The four “chainettes” can
be performed separately. Chainettes IV contains the
anagram of ‘CHAINES’. It is interesting that this
anagram consists not of the typical tone-series of a
motive, but instead the combination of the motive
and the note at the pedal point.

Such a detailed description by the composer
himself indicates that he elaborated the structure
in great detail, as well as with much care. The close
performance markings may represent Miyoshi’s
thoughtful and serious attitude in composing the

work. (Maruyama, Yoko)
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Kazuko Hara, who is famous as a composer of
opera, was born in Tokyo on February 10 in 1935.
She majored in composition and studied with
Tomojird Ikenouchi at Tokyo University of the Arts.
Hara took part in the organization of ‘Shinshin-kai’,
a Japanese group of composers, and she married
Hiroshi Hara who was a member of the same group.
From 1962 to 1964, Hara devoted herself to studies
in Paris and Venice where she studied composition
under H. Dutilleux and A. Tcherepnin. Hara more-
over studied vocal music under P. Bernac and I. A.
Corradetti. From 1968, Hara became a professor at
Osaka Geijutsu Daigaku (Osaka University of Arts) and
was later employed as a professor at Doshisha Joshi
Daigaku (Dsshisha Woman's College).

Although she also wrote various piano works
and vocal pieces, the activity of Hara to which

people in particular have drawn their attention is

her compositions for opera in the Japanese lan-
guage. Starting with the work “Chieko-sho” (1978),
Hara composed opera music from the perspective
of women and society. She wrote various dramatic
operas with particular patterns of sounds guiding the
leitmotifs which effectively integrate the psychology
and scenery of the characters. Hara’s oeuvre includes
pieces based on the case files of Sherlock Homes
and “Crime and Punishment” by Dostoyevsky, but
many of her operas treated Japanese folk songs
and dialects at the commission from local regions.
“Yosakoi-bushi”, for example, describes a tragic love
story in the Tosa region during the last years of the
Tokugawa shogunate, and other works of Hara’s of
a similar kind include “Nukata no Okimi”, “Ao no
Domon” and “Byakuren”. Hara received the Medal
with Purple Ribbon in 2001, and in 2006 she was
awarded The Order of the Rising Sun, Gold Rays
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with Rosette. Hara continued composing opera attachment to the Japanese language and the strong
until her death on November 30 in 2014, and she concern with dramaturgy that spurred Hara on to

completed in total 18 opera pieces. It was the close writing opera. (Nakatsuji, Maho)
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Hideo Mizokami was born in Fukuoka prefec-
ture on August 5 in 1936. The scores of his work,
“Women’s Choral Music Collection”, was published
when he was studying at Kunitachi Ongaku Daigaku
(Kunitachi College of Music). Mizokami graduated from
the college in 1959. He composed pieces for the
NHK program, “Uta no Ehon (Picture Book of Songs)”
and provided television music for drama series such
as “Jado Icchokusen (Jado as the Crow flies)” in 1960s.
He also wrote vocal music such as “Mizuiro no Hana
(A Flower of Sky Blue)” and “Moshi-moshi Konnichiha
(Hello, Good Afternoon)”. “Hakodate
Gensd (Hakodate Fantasy)”, which has a duration of

The cantata

one hour, was completed in 1979.

The international activities of Mizokami can
for example be seen from the exhibitions of his
works which were held in June 1989 in Beijing and
in July the same year in Italy. Mizokami’s “Piano
Sonata” was played at the Persia Contemporary
Music Festival, and his work for organ “Uncha Kuyo
Bosatsu ‘gaku’” as well as “Koo” for piano duet and
percussion and “Cyclorama” for piano duet, percus-
sion, and strings have moreover been performed all
around world.

When looking at the activity and work of
Mizokami, two aspects stand out in particular: firstly,
he was a leader of Japanese eurhythmic music educa-

tion, and secondly, he was a composer who extended
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the repertories of piano pieces for four hands.
Regarding the first point, eurhythmics as proposed
by E. J. Dalcroze was regarded as an important part
of Japanese preschool education. Mizokami was
the head of the Eurhythmics Music Institute and a
regular board member of the All Japan Eurhythmics
Music Education Society. Concerning the second
point, the performances by Sachiko Kodama and
Kunio Kodama of Mizokami’s compositions are
notable. “E no nai Ehon (Picture Book without Pic-

tures)”, published by Zen-On Publishing Company
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in 1974, is a piano piece for four hands based on the
children’s stories by H. C. Andersen. The composi-
tion sets eleven of the thirty-three short stories from
the original work to music. Since this work can be
somewhat difficult to play, Mizokami composed “E
no nai Ehon Daini-kumikyoku (Picture Book with-
out Pictures the Second Suites)” in order to make more
people able to perform and enjoy the piece. These
two works, having a touch of the moon light and the
scent of roses, present various forms of musical dia-

logues and are rich in variations. (Nakatsuji, Maho)
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Yoshihisa Taira was born in Tokyo on June 3
in 1937. He studied composition under Tomojiro
Tkenouchi and Yoshio Hasegawa at the Tokyo Uni-
versity of the Arts. After graduating the university
in 1966, he went to France as a student sent abroad
by the Japanese government. He studied at the Paris
Conservatoire under the tutelage of A. Jolivet, H.
Dutilleux and O. Messiaen. Taira graduated from
the conservatoire in 1971 and was awarded the Lili
Boulanger Prize at the same year. Subsequently, his
opportunities to participate in national music fes-
tivals such as the Royan Festival increased. Taira
won the SACEM Grand Prix de Composition in
1974 and the UNESCO International Composers
Tribune Award in 1982. From 1983, Taira began
teaching at the Ecole Normale de Musique. On
March 13 in 2005, he passed away in Paris.
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It was after a concert performance by the NHK
Symphony Orchestra of Taira’s “Chromophony”
in 1974 that the name of Yoshihisa Taira began to
be known in Japan. He was invited to Akiyoshidai
National 20th century Festival in 1992 and received
a commission from Mito Museum, “Saiun (Color
rimmed Clouds)” for chamber orchestra, which had its
first public performance conducted by Seiji Ozawa
in 2002.

'The essence of Taira’s works exhibits a taste for
echoes and the delicacy of tone color. Devoting him-
self wholeheartedly to music and approaching music,
so to speak, as a form of prayer, Taira continued to
search for a music in which always the ‘breath of
sound’ can be heard and in which the audiences, too,

are able to breathe themselves. (Nakatsuji, Maho)
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Yoshio Hachimura was born in Tokyo on
October 10 in 1938. His father was a high school
teacher of mathematics and his mother was a music

teacher in an elementary school. The Pacific War

ended when Hachimura was seven years old, and
he listened to the Imperial Rescript on Surrender
at a small temple in Matsuida, a region of Gunma

prefecture, where he and a group of people had
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been evacuated. At the age of 9, Hachimura began
to learn the violin and studied solfege under Minao
Shibata and Yoshir6 Irino at the ‘Music School for
Children’ (now a part of Toho Gakuen Daigaku). He also
studied piano and composition under the tutelage
of Taminosuke Matsumoto. After graduating from
Komaba High School, Hachimura was admitted to
Tokyo University of Arts.

Hachimura’s Opus 1 is “Improvisation for
Piano” (1957), which made use of principles of ato-
nality and indeterminacy. Hachimura subsequently
composed “Shigarami I” (1959), a piece based on
the traditional joruri piece “Katsuragawa Renri no
Shigarami”, and “Hitoiki goto ni Ichi-jikan (Every
Breath, One Hour)” (1960), a piece influenced by P.
Boulez. From around 1963, Hachimura also assisted
Toru Takemitsu in making fair copies of scores.

Hachimura finished composing “Seishin-fu” in 1969
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and “Shigarami II” in 1970. “Sakuran no Ronri (The
Logic of Insanity)”, which was premiered in 1975, was
awarded the Fukuyama Prize and the piece was later
awarded a prize by the National Contemporary
Music Association. On June 15 in 1985, Hachimura
passed away at the age of 46, unable to complete “La
Folia”.

Hachimura paid strong attention to the sense
of touch of sounds and he left behind an oeuvre suf-
fused with an emotional and subjective character.
To Hachimura, music was indeed that ‘thing’ which
is being moved by the ‘emotional energy’ possessed
by sound in a given moment; a music which, from
moment to moment, always should speak in the
‘present tense’. Composition for Hachimura repre-
sented thus an act which, by way of inner desires,
secks to reach a piercing expression of man’s emo-

tional depth. (Nakatsuji, Maho)
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Born in Yokohama in 1940, Hiroshi Yoshimura
was a leading musician in environmental music in
Japan. After graduating from Waseda University
(Department of Arts), he studied composition by self-
education. He made various creations combining the

genres such as sound design, graphic design, sound

objects and performances with the aim of “music as
environment” and “music close to air”.

He worked on many sound designs for public
spaces particularly in joint construction with TOA
Corporation, such as Stereophonic Work at Yoko-
hama Municipal Sports Park (Yokohama City, 1997)
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and Sound Sign in Kobe Municipal Coastline
Subway (Kobe City, 2001). Also at museums, he gave
many workshops with the theme of environmental
sounds to the citizens. He was also a part-time lec-
turer at the Kunitachi College of Music (Department
of Music Design) and Chiba University (Department of
Industrial Design).

Although most of his work is left as sound
designs for public space, and as a CD made by the

About work(s)

sound of a synthesizer etc, there is only one collec-
tion for his piano work titled “Tranquility book”
(Shunjusha Publishing Company, 2003) which includes
musical scores for performing. He did not have a
piano at his home, but he was adored the sound of
the piano. This collection is full of respect for the
sound of the piano and environmental sounds. It is
his last book. In 2003, he passed away at the age of
63. (Sudoh, Eiko)

The Book of Tranquility

“The Book of Tranquility” (Shunjusha Publishing
Company, 2003) is Hiroshi Yoshimura’s only collection
of his piano works. Originally it was written for the
environmental background piano music, made at the
request of a housing maker in the 1980s. There was
no musical score but only a sound source at the time.
In 2003, it was reprinted as a CD-BOOK, adding
the composer’s autographic scores, essays and paint-
ings. The player in the CD is Satsuki Shibano who
learned Satie’s piano piece in France. It is his last

work produced in his final year, which can be called
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‘Comprehensive art’unique to Yoshimura.
Yoshimura had only a synthesizer at home, but
no piano. When he played the piano at his friend’s
house, he felt the freshness and the reverberation of
its sound fully. Listening to the sound of the piano
deeply, all of the 11 songs in the collection were
improvised. They include many whole notes, half
notes, fermatas, etc. Also there are songs with no
meter or bar line. Therefore, this collection is full of
tranquility, which he explained to be ‘unique to the
sound of the piano... like the long lasting after a bell

rings...". (Sudoh, Eiko)
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