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Abstract

Currently band is one of the most popular extracurricular activities in Japanese
schools, and many people enjoy playing the trumpet not srpyaessionals but also
as a hobbyAs band players, trumpeters in Japan frequently have opportunities to play
music by Japanese composers. Some of these compositions enjoy international
popularity, especially in Asia. However, when Japanese trumpessrshgl trumpet as
a solo instrument, the availability of Japanese works for solo trumpet is much more
limited than the Japanese works for band. The literature for solo trumpet relies heavily
on works from the United States and Europe. Even though sonesgimfal trumpet
players in Japan make serious efforts to discover and perform works for solo trumpet by
Japanese composers, most of these Japanese works are out of the mainstream of trumpet
literature in Japan. Moreover, very few of these have been perdooutside of Japan.

This document focuses on three diverse works for trumpet by Japanese
composersPath®dd !l n Me mor i am Wi iy ddrudlakemitsu@1930200),s Kk i
Contest Piecbéy Marcel Kentsubitsch (b. 1950), amdumpet Concertby Hisato
Ozawa (1906L953).Each of these three piecemploys unige accompaniment or none
at all; Takemitsu wrotd?athsfor unaccompanied trumpetontest Piecky
Kentsubitsch is written for trumpet and piano, and Ozawa compos&dunipet
Concertdor trumpet, large jazz band, and strings. Through biographical research of
these composers and analyses of their wahks document seeks to draw attention to
this outstanding Japanese literature for professional performance, enjoyment for non

professional players, and pedagogical value.
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Chapter 1

Introduction

Purpose of the Study

SincetheBlack Ships of Commodore Magw Perry forcibly opened Japan to
Western trade in 1853apan has rapidly absorbed Western cultifier more than
200 years oakokuforeign relations policy of Japdeginning in 163nder which
no foreignes except limited Chinespeopleand Hollandes could enter), Japanese
people were curious about almost everything from foreign courdsea.result, the
lifestyle in Japan experienced rapid Westernization in the late nineteenth century.
Western music in Japan also has developed since 1853apamese people
who had never heard Western music, the performances of American and British military
bands left a deep impression. In particular, Hisamitsu Shintemyoof Satsuma
(Satsuma is modertay Kagoshima prefecture), was so fascinated by tinedsof
military bands that he established the first Japanese military band in 1869. Shimazu
chose thirty band members from his soldiers and sent them to Yokohama, and John
William Fenton, a bandmaster of Brithéainods
band. Fenton ordered instruments to Besson in London while he taught band members
music reading and theory. Shimazu spent his private property for this purchase. In 1870,
the tumpetalong with other wind instrumenésrived in Japan.
Based on this Satima military band, two national military bands were
established in 1870. Retired players from these bands formed some private bands and

orchestras, and they played in dance halls and for parties. When Japanese music



listeners began to show an interesplizlying Western music in the 1920s, private

schools of music were established which helped these Japanese people acquire skills as
professional musicians. Currently, band is one of the most popular extracurricular
activities in Japanese schools, and masypte enjoy playing the trumpet not only as
professionals but also as a hobby.

As band players, trumpeters in Japan frequently have opportunities to play
music by Japanese composers. Some of these compositions enjoy international
popularity, especially iksia. However, when Japanese trumpeters play the trumpet as
a solo instrument, the availability of Japanese works for solo trumpet is much more
limited than the Japanese works for band. The literature for solo trumpet relies heavily
on works from the Unit States and Europe. Even though some professional trumpet
players in Japan make serious efforts to discover and perform works for solo trumpet by
Japanese composers, most of these Japanese works are out of the mainstream of trumpet
literature in Japan. Meover, very few of these have been performed outside of Japan.

This document focuses on three diverse works for trumpet by Japanese
composersPath®ddl n Me mor i am Wi By ddrudrakemitsud1930206),s k i
Contest Piecbdy Marcel Kentsubitsch (b. 10% andTrumpet Concertby Hisato
Ozawa (19061953). These three works were chosen for this study for three reasons.
First, even though all three works are categorized as solo trumpet literature, each
employs unigue accompaniment or none at all. Takemitete Pathsfor
unaccompanied trumpetontest Piecey Kentsubitsch is written for trumpet and
piano, and Ozawa composed frsimpet Concertéor trumpet, large jazz band, and

strings. Second, these composers came from different musical training. Bakeever



studied in any schools of music; he mostly studied on his own and with his friends.
Kentsubitsch was trained as a professional trumpeter, and he uses his expertise as a
performer in his compositions. Ozawa studied composition at several schBokstam,

and in Paris. Last but not least, the reputation of each composer is diverse. Takemitsu is
one of the most famous Japanese composers in the world. Kentsubitsch is still active
and his works are popular among Japanese musicians. Ozawa had didwaress in

theUS and Europe, but after his death, his achievements had been forgotten until the
beginning of this century. Through biographical research of these composers and
analyses of their works, this document seeks to draw attention to thenolirtst

Japanese literature for professional performance, enjoyment fpratessional

players, and pedagogical value.

Scope and Limitations of the Study

For each of the three works, this document provides a bibliographical study of
the composer and thmackground and analysis for the work. Bibliographies include
explanations of historical <circumstances t
however, this document will not deal with the detailed history of Western music in
JapanAlso, socialbackgrouds which influenceg ach composer 6s wor ks
discussed; neverthelesise overallimpact of social events anusic in Japan is beyond
the scope of this papaivhile bibliographies emphasize the characteristic musical
elements for the works in this dowent, indepth studies of the elements not related to

these works will not be undertaken.



This document presents analyses of form, tonal schemes, and harmonic
progressions of the aforementioned three works. Analyses include observations of the
difficulties and technical demands for performance, yet practical recommendations for

the performance and pedagogy will not be discussed.

Survey of Related Literature

No document focusing on multiple trumpet works by Japanese composers exists.
However, a few docuents about Japanese works for other genres are available. Junko
Ueno Garrettodos DMA document AJapanese Piar
Years: A History of Piano Music in Japan and a Complete List of Japanese Piano
Compositionso ptoryfm@arirl eyt tcoos cleirsnts ihricsl udes
information about compositions, such as composer, title, year of publication, publisher,
length, genre, and premiere.

Kazuo Murakami also wrote about Japanese piano works, but he focused on two
sonatas.InhisDMeRssay fAJapanese Piano Sonatas: A
Guide, 0 he provides a brief biography of ¢
work which includes pedagogical suggestidhsthe introduction, he identifies a
significant lack of knowedge amon@JS musicians regarding Japanese compositions by
asking questions about Japanese musicians and composers to thirty musicians. About

the results of t h&lthoughararyofahenmlaewroeToru he st at €

Junko Ueno Garrett, fAJapanese Piano Compositio
Piano Music in Japan and a Complete List of Japane
University, 1998), accessed October 2014, ProQuest Dissertations & Theses.

2Kazuo Murakami, fJapanese Piano Sonatas: A Dis
essay, University of lowa, 2011), accessed October 21, 2@d@uEst Dissertations & Theses.

4



Takemitsu, only eight people cauhame specific titles of compositions. Although
many Japanese compositions are published worldwide, many musicians do not know
what they sound |ike 30r how they are const
Matt hew C. Howel |l 6s DMA document AA Cor
Perforrmnce of Modern Japanese Chor al Musi co |
with composersd biographies, texAalonf transl
the works he chose represent different genres: a work based on a folk tune, a work for
womends chorus, a work for mends chorus, ar
indicates that the inaccessibility or lack of contact with Japanese choral music results in
limited performance opportunities outside of Japan, but he also notices the swafene
the high artistic achievements of Japanese choral composers among American
conductors.
For individual composers in this document, the number of existing studies and
documents is limited except for Takemitsu. No academic study about Kentsubitsch has
been conducted yet, but Kentsubitsch has written essays about his life and works under
his real name, Naohiro Tsuken. The serious study of Ozawa and his works began when
Morihide Katayama, a political scientist and music critic, and Kenichi Fujimoto, a
reporter ofKobe Shimbugt news paper ), redi scovered Ozawa

Currently, the research group at Kobe College called Osawa Project continues the

3 Ibid., 3.

A I ntroduction to the Perf

‘Matthew C.CHodvedct or
i ss. , University of Arizona, 2

Choral Musico (DMA d
Dissertations & Theses.

51bid., 1415.



research into the Hisato Osawa Posthumous Collection, which was donated to Kobe

Col |l ege by ToSHfumMasawa in 200%

60zawads | ast name i s al s tzawagneplblications.aAkhougs awa, Oh
his last name is actually pronound@tisawa and spelled as Osawa in Japan, he preferred to spell it as
Ozawa on his works. Kobe College Osawa Project chooses to use Osawa based on the real spelling. This
document employs Owa because that is how he spelled his name throughout his careet®dhd
Europe.



Chapter 2

Biography of Toru Takemitsu

Without professional training at school, Toru Takemitsu experienced a hard time
in his early career. Most music critics and composers in Japan harshly criticized
T a k e nsiwbrksuNevertheless, by the time of his death in 1996, Takemitsu had
enjoyed his international fame as one of the most successful Japanese composers in the

Western musical world.

Early Life

Toru Takemitsu was born in Tokyo on October 8, 1930. Onlynomath later,

he moved to Dairen, Manchuria with his father Takeo and his mother Reiko. In Dairen,

Takeo worked as an official of the Japanese government. Takemitsu did not remember

any experience with Chinese music in Manchuria, but he said he had vagoeese

of hearing Takeods recdbrdings of Dixielanc
Because Takemitsu wanted to go to school in Japan, his parents sent him to his

aunt in Tokyo, and he entered Fujimae Elementary School. His aunt was an instructor of

koto (Japanese 18tringedinstrument with a movable bridge under each string), but for

young Takemitsu, tradition&btomusic sounded strange and unfamiliar compared to

the jazz music he heard with his fathdt.a k e mi t sudés cousin somet i

recor di ngs s uWdonlighsSorateaentdh dvwe enrd &/sblis Goackrtg 6 s

" Toru TakemitsuWatakushitachi no mimi wa kikoete iru [zan our ears here?] (Tokyo:
Nihon Tosho Seht 2000), 10.

8 James Siddond,oru Takemitsu: A Bi®ibliography (Westport, CT: Greenwood Press, 2001),



yet Takemitsu showed little interest in these wdrksschool, a music teacher Kyoko

Yamamoto found Takemitsudos talent®®for musi
In 1943, Takemitsu went on to Keika Mil@ School. However, his education

was interrupted by conscription into the Army in 1944 when he entered a youth

regiment in Saitama. During his stay in Saitama, he had an opportunity to listen to a

French chanson, and at that moment, he decided to becomsician.
After the war, Takemitsu showed symptoms of tuberculosis. In bed, he listened

to the Armed Forces Radio broadcasts and learned niestelked about this radio

program as below:

8 - F2-'eoe. & A —' @0 %Ng =8,
@c Ad) ad Kidtn: i adaz—m™m™m Lyg s d 9% Vo olpls
- - - | ' @o# Vo

The Occupation Forces broadcast classical music for about three hours every
afternoonl listened to wonderful performances of works by composers such as
(Arturo) Toscanini and Bruno Walter. My first music teacher was the fadio.

[ Aut hords transl ati on]

He rarely went to school after the war. Instead, Takemitsu started working as a
band boy at an American PX in Yokohama in December 1946. The advantage of this
job was that k could play the piano before the bar opened. After he quit this job, he
rarely had a chance to play the piano. He used to visit any houses from which he heard
the sound of the piano and asked if he could play it. In addition, he made a paper pian

keyboard the same size as the real one. He brought this foldable piano with him all the

time.

9 Yoko Narazaki,Takemitsu ®u (Tokyo: Ongaku no Tomo Sha, 20058.

10 Asaka TakemitsuSakkyokuka Takemits@#Ti tono hibi o katarfA memoir of Toru
Takemitsu] (Tokyo: Shogakkan, 200@46.

11 Toru Takemits, Toki no ente[Gardener of the time] (Tokyo: Shinchosha, 1996), 108.
8



In 1949, Takemitsu took the entrance exams for Tokyo Ongaku Gakko (Tokyo
Music School, present Tokyo University of the Arts, Department of Music). On the first
day of the exams, Takemitsu met a talented boy, and their conversation convinced
Takemitsu that composing music did not require any school or education. On the second

day, Takemitsu skipped the exams and enjoyed watching a fovie.

Formal Training

Takenitsu never received formal training at any schools of music. Nevertheless,
he studied privately with two musicians.

In 1946, Takemitsu joined a choral group of Noriteru Hamada, who was one
year older than Takemitsu and later became a professional candindctee summer
1946, Takemitsu woke up Hamada at 7 a.m. and played his own composition on the
piano. Even though Takemitsu played it with one finger, thisromeite work deeply

impressed Hamadilamada said,

yfT peod m=Jdfaod Lyf=s L L s%e %l %o Y%
JVve/do—-r8 — — s Y% ik = [ =™]9/ e™e %
?/sNQ_[\/

Debuss$ s mu s i c ,batrhdidznet deel meexistend®cause he belongs

to adifferent generation and ethnic grothpo wever , when | heard
music, | was astoshed and thought that there was a genius in his pajamas

standing infrontofmé[ Aut hor 6s transl ati on]

After this, Hamada had taught Takemitsu everything he knew about the compositional

craft, such as notation, counterpoint, analysis, and harmoniesuidring continued

12 Daizo KusayanagiShinshin jitsuryokusha n@§en[Conditions to be influential people, vol.
3] (Tokyo: Bungei shunju, 1972), 210.

13 Kusayanagi, 216.



for two and a half months. With the fundamentals acquired from Hamada, Takemitsu

began to buy scores and books about music at secondhand bookstores, and he learned as

much as possible from these scores and books.

In 1948, at the agef eighteen, Takemitsu started to study composition from

Yasuji Kiyose. Takemitsu attended the second conceBhlny Sakkyokuha Kyokai

( New group

of

composers),

Violim SonditaeNo. vt s

Even though they had lessons regulafigkemitsu learned very little about

mpr e

compositional techniques. Instead, they spent most of their lesson time for discussions

on musical aesthetics and philosophical idédakemitsu mentioned about Kiyose as

below:
o | 24w
wt # | oWl Ve
L 9 0
= ™ %e | |2
— 3 fl O

Y8 < d

o= ™y u——?/s =I }=eO
l

L<d % =—#2|00

Q) =

v Jomes gl o -

- % 4] feo 0
< gy | - L<d
I VSR I DA R
need ™Y <9 s —
¢J||ETM_||lS,_s ™ ,:,”_eI.LQTM
= — = Yrd Je/ |
I % cNefisd o[y

It is beyond measuteow much llearned from Yasuji Kiyosdt was not just
musical techniques. . . . Before | met him, | did not think there were any
Japanese composers who wrote abstract instrumental music whiedl &t. |

was on my mettle to stand alone at the fertile plain of music, but actually, | had

no idea which direction | should walk. . . . When | heard/idin Sonata No.

1, | felt amazement and impression beyond words because this work clearly
realizedwhat | was seeking. Through his music, | learned the richness of the
land of music. | also learned | was not standing alone there but coexisting with
various thoughts and emotio. Aut hor 6s

14 Narazaki21.

15 Siddons 4.

16 Toru TakemitsuWatakushitachi45.

10

transl ati on]



Ki yoseds hel p was n oHealboiintnodiceddakénotsuporhis vat e |

musical friends through participation in c

music. With Kiyoseds help, Takemitsu expar
In addition to lessons from Hamada and Kiyose, Tatsenalso mentioned that

working with composer Fumio Hayasaka helped him learn orchestration. Since around

1950, Takemitsu helped writing scores of film music by Hayasaka. By writing scores

and hearing these works immediately in the movies, Takemitsu teaaneus

combinations of instrumentation and how these combinations actually sonded.

Major Influence

When Takemitsu went back to Tokyo from Manchuria in 1937, life in Japan was
deeply affected by militarism. The occupation of Manchuria by Japa®3ih resulted
in the withdrawal of Japan from the League of Nations in 1933. Since then, Japan had
strengthened its militarism, and this policy lead to an outbreak of Second&panese
War in 1937 and participation in World War 1l in 1941.

The National iritual Mobilization Movement forced people to support the war
with slogans such as ALuxury is our enemy,
AOne Hundred Million with One Spirit. o Mil
school curriculum, and evereshentary schools were not the exempt from this
curriculum change. The Film Law of 1939 limited the themes of movies to patriotism
and militarism, and the government began to censor the scripts. The government

prohibited English movies in 1941, and all Bslglfilms were seized by the customs

17 Asaka Takemitsu, 778.

11



office. In 1943, the government finally prohibited English and American music. The
authority called English and American music hostile music. The police cracked down
on performances and confiscated recordings of tmadxhmusic. Even though the ban
was against only English and American music, many Japanese people also regarded
French music as hostile music. Young Takemitsu was surrounded by the patriotic and
militaristic music promoted by the government.

Under these ecumstances, Takemitsu heard a recording of the American
cabaret singer and actress Josephine Baker singing the French dharepmoi de

| 6 a mbakemitsu talked about this experience as below:

<3 I\/gS :|'||—|8 E7Z) f‘” —_ = #F o
Vo -tV | @ £ N ) et d ! s — 00
T T ERC SR - 8 —  %h'fi @e—-"
fisfid %y=sodvE#A® 6 8 < YoYogr[ = ™V ™, <
JV—%1— # <V°
IAmet o music when | was in middle schoo
World War 1l. . . . Around the end of the war, we could listen to verytdidi

foreign music from nations in the pact such as Germany and Italy. One month
before the end of the war, a soldier played the recording of French chanson. . ..
That was the moment | thought, Al woul ¢
| i ffp Aot hanslabion] t r
Takemitsu described that this encounter of
experience with the strongest impé&tt.
His second encounter occurred after the war when the Armed Forces Radio aired

Prélude, Choral et Fuguley César Francki akemitsu described this experience as

below:

18 Toru Takemitsu,Toki, 108.
191bid., 109.
12
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| was impressed as strongly as whéradlheard Josephine Bakehad my

second discovery, and it was the discovery of instrumental and absolute music.
In Japan, music cannot exist without words. However, | heard

instrumental music which wadayed without words yet touched me with an

amazing feeling. It was like a song of peace, a prayer, and a hope after suffering

many hardships. Even for kids like us, the war seemed silly and cruel. At that

moment, | decided to be a compo¥dr.Aut h mslatios] t r a

Franckds music inspired him to write abstr
such a%violin SonataNo. X ei nf orced Takemitsuds musical
Another turning point for Takemitsu was his encounter with Japanese traditional
music in his &te twenties. Until then, music meant Western music to him. Therefore, he
did not know anything about Japanese traditional music; he even disliked it because

everything traditional reminded him of detestable memories of the wattidmvever,
bunraku(tradtional Japanese puppet play, also catiedyyo jorur) performance
changed his mind. He said as below:
R L-|| %NQEovaéTﬂQ\/Q —=|S —
- o03#— 1< - tdg eves — %E - % -
N =| (0] @:I 4:\/ 9
| happened to have a chance to wdtchraky and | was impressed by it. An
extraordinary strength of the narrationtayu (chanter) and the sound of
shamiserfthreestringed Japanese instrument) with a fat neck overpowered me.

Since then, | began to have an interest in Japanese traéditioh.ut hor 6 s
translation]

20 Toru TakemitsuyWatakushitachill.
2 bid., 12-13.
22 Toru TakemitsuToki, 109.
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Through this experience, he not only noticed the preciousness of Japanese culture and
tradition but also undetsod that he could not establish his identity as a composer by
avoiding the tradition of his own country. This attitude resulted in compositions such as
Eclipse(1966) andNovember Stegd967).

Takemitsu often named Johan Sebastian Bach and Claude pabuss
favorite composers. Since the r1i@60s, he made a custom of playing a chorale from
B a ¢ BtoMatthew Passioon the piano before he worked on composing. He said that
playing St. Matthew Passiohnelped him calm dowf He also quotes chorale N 7
from St. Matthew Passioin his Folios (1974).

Takemitsu admitted that his music was developed under the influence of
Debussyé&3Famami tsu n aPédude aleprisins sl yndasinéas
the work he was strongly influenced #yAdditionally, Takemitsu often stated about

Debussy in his interviews and writings:

/ - n 8 | — & Y%egyFz Ve
-<f=— <|h'fiedrg pods™e  #£Ngs ~<[=-—
| gi Jidaopk #£ oy

At the time just after the war, Japanese traditional music never inspired me. . . .
For me, mugiianswere people such as Franck and Debussy, and writers for me
were (Jean Paul) Sartre and (Albert) CaffjsAut hor 6s transl ati o

$|88PNOITM8iE&[Q L §/8\/TM95 1 IETMﬂAgﬁy;
pod gV ™o o % <¥%=l%gaV ™M Mg A0
2 1bid., 57.

24 Asaka Takemitsu, 217.
25 Narazaki, 148189.

26 Toru TakemitsuWatakushitachill-12.
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| always think, Al wantotb woulteée Fikhéa
the sensuous sound like DebudsSy.Aut hor 6s trans!l ati on]

YET Bed— | ) s —o0Dre@i" D0 'figs| [=8/1r-
- "% s =me syt pen|sLi=kts R 2A
Y | < | % TM=|'A%8/J|$1LM Bod | d - +
28 — | ocod-est— L dNenqg ovesdisy | 4
#mase/os = v oo-locfispdy o
=800 @) sM™Mel_<c 1™ ™y M_s odq — < e L4

eV ™M g =TMg A9

Different from the orchestration of German music, Debussy sets up countless
musical focuses. Of course, Debussy has a diffesemgibility than | have

because he is European. However, he learned from Japan and Asia, and his
personality established his unique style of orchestration. Now | am learning his
style. I would like to face to the orchestra with my sensibility which has be
raised by many experiences, and | would like to acquire my own expré&sion.

[ Aut hordéds transl ati on]

Takemitsu borrows Debussyds instrumentat:i

For

exampl eAnd akleam tliIs ukrl®32) eindloystte sa8Vi n d

i nstrument at iTro BonatssAlsd)@rden: dla/gmber Steps(ll967) is

inspired Pnglud®adapresnsi ydais fadné Quotation of Drea@d Say

C

Sea, TakeMdl s based on the quaMerandr Damk émit hs Dé &

earlier waks related to the sea.

hi

S

Anot her composer who influenced Takemi

friend and composer Toshi l chiyanagi

works. Also, composer Kishio Hirao presented his Japanese translatian®fsi a e n 6 s

t

t r e aTiedhrsiogele dé@ mon langage musicalt o Takemi t su, and fron

27 Toru Takemitsu,Toki, 109-110.

28 Tory TakemitsuTakemitsu Wu chosakush [Writings of Toru Takemitsu] (Tokyo:

Shinchosha, 2000), 5:33.
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Takemitsu acquired a deep appreciation of the music of MesSikssiaen spent
most of his career striving to express the sound of birds imissg while Takemitsu
got inspired by nature in Japan, such as Japanese gardens, water, trees, and wind.
Me s s i Quartetdos the End of Timespired Takemitsu to compog&riatrain
(1975) with the same instrumentation (clarinet, violin, cello, piano, and orchestra), four
mesure phrasing, and tonal intervals of th
Takemitsu, like Messiaen, employs rhythmic patterns and modes in his works. Yoko
Nar azaki i ndi c aRaia $reetSketchdlInTMeerkogiami Ofivielu 6 s
Messiaen(1992) shows the respect to Messiaenos
rhythmic pattern of six sixteenth not&s.

Last but not least, John Cage also influenced Takemitsu. In August 1961,
|l chiyanagi i ntroduced Cageds muarticipated o Jape
in Sapporo Contemporary Music Festival with Cage, Takemitsu and Cage enjoyed a
friendship. For a movi&he Rtfall (1962), Takemitsu wrote music for two prepared
pianos and a harpsichord. In addition, Takemitsu often gives specific direciidhs f
seating of the instruments. For exampleTiveDorian Horizon(1966), Takemitsu
divides seventeen strings into two groups called Harmonic Pitches and Echoes, and he
indicates the seating arrangement (see figure 2.1). James Siddons indicatesitiest th

of spacing s StngQuaftetioFour at$f e 6 s

2 Siddons, 8.
30 Narazaki, 195.
31 Siddons, 46.
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Figure 2.1. Seating Arrangement fidneDorian Horizonby Toru Takemitstf

Seating arrangement

Double bass(D.B.) —@ @ @

9 Echoes

Violin (Vn)—

8 Harmonic Pitches

OO,

®

®

®

D.bass 1.

D.bass 2.

V'Cello 1.

Viola 1.

L Violin 1.

V'Cello 27

Conductor

Viola 27

Violin 2°

9 Echoes and 8 Harmonic - Pitches are placed between as far as possible.

82 Toru TakemitsuThe Dorian Horizon(Tokyo: Ongaku no Tomo Sha, 2000), 14.
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Career

Il n October 1950, Takemitsu joined a cor
Kyokai, which Kiyoseestablished in 1946. In December 1950, at the seventh concert of
this group, Takemitsu received his first public performance with the premiere of the
piano piecd_ento in Due MovimentMusic critic Ginji Yamane wrote a review of this
concert inTokyo Shmbun While he took almost a half of this review to give a
favor abl e c¢ o mvidimSonata dlo. Bhe eedsdeoidlysthe second half of
| ast sentence t o Iestoin Due Movindntkasongakukzenmi t s ud s
meaning pranmusic or less thamusic®3
Composer Taro Hara also wrote a review in a mag&zimgaku Geijutu.

Al t hough he noticed Takkenmodidsasaigiveanygoddent , hi

impression:
| =™ L wy= %ryMe1— % <L zaom™ <]
o [ Ll—d £5{° «%et — /L7 LT iy % =%eon b$2
TM_”lSu. L= | _|.|._$|OTM9 —L_< ‘:’El —L_z Ly
™9 | e ™™g —a ™8 — o TMy —0™ 3, e # N
_||_| _ 0wt o< ™Me | <~ TMLTM\/iJJ\/TMg

Dissonances sounded throughout the piece, but this piece never sounded boring.

In addition, the use of these dissonances is not abrupt at all. | felt something

above mediocrity in this piece. However, this sense (including the sense of

putting twoLentomovements back to back) does not belong to today, or it has

never existed in Jam. A work like this piece, which lacks universality and
socialness, can be fH&fAdotbolr@gsi hrahsl mt

¥ Ginji Yamane, review for the seventh concert of SBéatkkyokuha KyokaiTokyo Shinbun
December 12, 1950, quotedYioko Narazaki,Takemitsu ®u (Tokyo: Ongaku no Tomo Sha, 2005), 15.

34 Taro Hara, review for the seventh concert of Shin Sakkyokuha KyOkaiaku Geijutsp
February, 1951, quoted ¥oko Narazaki, Takemitsu ®u (Tokyo: Ongaku no Tomo Sha, 2005), 16.
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In spite of these harsh criticismisntoleft a deep impression on young musicians such
as Kuniharu Akiyama, Joji Yuasiazuo Fukushima, and Ichiyanagi. These musicians
cheered Takemitsu who was shocked by the criticisms.
After premieringDistance de Fé#r violin and piano, which is based on a
poem by Shuzo Takiguchi, musicians and artists such as Takemitsu, Akiyamsa, Yua
Fukushi ma, and Taki guc hilkKeokolmo@Experimentalar t i st s
laboratory) in 1951. While writing new works for the concerts by Jikken Kobo,
Takemitsu started composing for films, plays, ballets, and dramas. He also began to
work onmusique concreteuch ad/ocalism A-(1956) andTree, Sky, Bird1956).
In 1957, Takemitsu wrotRequiem for Stringkr the memory of Hayasaka who
died of tuberculosis. Although Japanese critics ignored this work, Igor Stravinsky
happened to hear it dag his stay in Japan in 1959 and made a favorable comment on
the sincerity and strictness of this work. Stravinsky also expressed his astonishment that
music as passionate as this should be created by a man with such sho®dtatare.
Takemitsu jokngly told his wife Asaka that Stravinsky was also short but wrote music
such asThe Rite of Spring®Wi t h Stravinskyodos remar ks, Tak
recognition.
In the 1960s, Takemitsu wrote music for more films than before. His most
prolific year for film music was 1964; he composed for twelve films sudtas
AssassinKwaidan andWoman in the Dune®n the other hand, hisextureq1964)

won the first prize of the International Society for Contemporary Music in 1965.

35 peter Burt,TheMusic of Toru Takemits(Cambridge: Cambridge University Press, 2001), 71.
36 Asaka Takemitsu, 487.
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Takemitsu also began tse Japanese traditional instruments in his works. After using

biwa (Japanese sheniecked fretted lute) arghakuhach({Japanese erAolown flute) in

some films, he wrot&clipsefor biwa andshakuhachin 1966. This unusual

combination of instruments im@ssed conductor Seiji Ozawa, and he talked about this

work to Leonard Bernstein. As a result, the New York Philharmonic Orchestra

commissioned Takemitsu to compose for its 125th anniversary, and heNer@mber

Stepdor biwa, shakuhachi, and orchesinal967. After the premiere of this work,

Takemitsubs works began to be perfor med
While composing for various genres and traveling abroad for music festivals and

lectures, Takemitsu organized an annual contempanasic festival called Kyo no

Ongaku (Music today) in 1973. For twenty years, he had provided contemporary works

by fabulous composers including himself with performances of outstanding musicians.

Additionally, Takemitsu started to write works for hissmian friends in the 1970s.

His wife Asaka assumes that Takemitsu learned how to use instruments in his work

from the excellent performances of these musicians. She also mentions these players

inspired Takemitsu to write works for thefiTakemitsu stateds below:

| Lhopufzodd —vir & memmas 4
$| —VEr 909Hst oo<s0' o—HD>aADdN 2 «
fiehidiof 1<s™ed{er? —feo +™ —L_d 4
[omegl = oD ow wdeod fm ks o
Ao TMTI_ ||f+_ A =| —_= IJ_=|$ A ™= TM=|A9

| compose for people who understand my music very well. For example, | write
for conductors such as Seiji Ozawa and Hiroyuki Iwaki, pianists such as
American Peter Serkin, and so on. When | write for small ensembles like
chamber orchestra, | always get so close to the performers that | can imagine

%7 1bid., 125126.
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their faces anytime. In other worday works are my personal gifts to thé#n.
[ Aut hordés transl ati on]

Takemitsu wrotdzucalypts(1970) for flutist Aurele Nicolet and oboist Heinz Holliger.
For Holliger, Takemitsu also composBdtance(1972). He dedicatedaveg1976)
andFantasma/Cantogl991) for a clarinetist Richard Stoltzmdiverrun(1984) and
Les Yeux clos [[1989) are written for Serkin.

FromFar Calls, Coming,Far{ 1980), Takemitsuds wor ks
dry, percussive style to a sonorous, melodious $tyAelditionally, in the 1980s, he
wrote works inspired by nature such as rain, gardens, and trees more often than before.
Rainrelated works includ®ain Coming1982),Rain Spel(1982), andRain Dreaming
(1986), and works based on gardens inciddeam/Window(1985),A Minneapolis
Garden(1986), andA String Around Autum¢1989).Rain Treg1981),Rain Tree
Sketch(1982), andl'ree Ling(1988) are related to trees.

Takemitsu spent a busy year in 1990 with many concerts and festivals which
celebrated his sixtieth birthgaHe was invited to the Stockholm New Music Festival in
Sweden, Leeds Festival i n England, -and Fes
in-Residence. In addition, the University of Leeds and the University of Durham
awarded an Honorary Doctorate of Mudiegree to Takemitsu. Several concerts
celebrating Takemitsubds sixteenth year wer

In the 1990s, Takemitsu kept answering commissions from all over the world,
such as-rom Me Flows What You Call Tin(&990) for Canegie Hall,Ceremonial An

Autumn Od€1992) for Saito Kinen Festival, afiémily Trege(1992, premiered in

38 Toru TakemitsuJoki, 113
39 Siddons, 11.
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1995) for New York Philharmonic Orchestra. In 1994, he wrote film musiRigng

Sun his first film score for a Hollywood movie. He also showadrderest in
composing an opera titlddadrugata and American writer Barry Gifford had almost
finished writing the libretto in spring 1995. However, Takemitsu was diagnosed with
colon cancer and hospitalized in April 1995. He was discharged from thigahosp
October 1995 and wrote the Woodsor guitar andAir for flute. These pieces became
his last works. Without composing any music for the opéadrugatg he was re
hospitalized in January 1996, and he passed away on February 20, 1996 for acute

pulmonary edema caused by collagen disease.

Music of Takemitsu

[svssp s —feolowo | d—vicone oo |
e T R R e S I
# Ned #FNefe | <94 [= Lls_q i <%#%n]- | 1
s— b= ls= 2 oafe Cjls-— oy
fesor — fls=— o olyudd vyfesaf

Western rasic is like walls and paiimgs. Walls are for dividing rooms, and

paintings are shut in frames. Western music fits in standards and limits.

Takemit s u o6 sfusumaa prepared slidihgiddorg akdkejiku(a

hanging picture scroll) in traditiondbhpanese rooms. We can extend the room

by removingflusuma, and &kakejikue x pands vi ewer sd aest het
harmony with @kebana(flower arrangement). Western music goes toward a

single note, but Takemitsuomglemoted®i ¢ gi v e
[ Aut hordéds transl ati on]

Japanese composer Yasushi Akutagawa des
As Akutagawa explained, Takemitsubs music

traditional Western music in several ways.

40 Kusayanagi207.
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Firstly, Takemitsthardly ever employs the traditional forms of Western music.

He mentioned that he preferred to compose music without a clear formal structure since
early in his careef! For example, he described fequiem for Stringthat he cut out a
certain part of theiver of music flowing through this world, and this river had no
beginning or end. Therefore, he said that this idea could not be realized with any
Western musical fornf& Also, he explained the form of huatrainas something like
anemaki(picture scoll) without clear separation of scerfés.

Secondly, Takemitsu sought a freedom from pulse and musical time. In his
Romancd€1949), a work from his earliest career, Takemitsu already tried to weaken the
sense of pulse by using ties frequefifiplso, he wote Uninterrupted RestMovement
1: 1952, Movement 2 and 3: 1959) without time signatures or bar lines (see example
2.1).

Thirdly, as Akutagawa described, Takemi
A Flock Descends into the Pentagonal Gar{E77), he ssigns Ba role of a black
bird which leads the flock. He creates a pentatonic sc@ETEGPAT BT by adding

two notes below ®and two notes abovedFThen, he expands the music by creating

other pentatonic scales fromthCET, AT, and BT, while Fbremains likea drone®

“Hi deaki Onishi, AToru Takemitsubés Japanese Garl
Net works to the Analysis of Three Orchestral Compo
2004), 72, accessed October 20, 20dQuest Dissertations &heses

42 Narazaki, 41.

43 bid., 115.

41bid., 10.

45 1bid., 121-122.
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Example 2.1. Toru TakemitsUninterrupted RestMovement I, p. 1
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I n addition to these characteristics r €
Takemitsuds works display some other signi
characteristics is thuse of the SEA motive, which consists @f(Es in German), E,

and A. In 1996, Takemitsu wrote about this motive:
As 8 — =— |8 —8 —s — <of =™

{ ° |- | No 52 L — % Fol_gs <™

| - Tep ™9

ET, E, and A has been the base of my musical ideas for about fifteen years. .

These pitches we chosen by my musical sense, thus the symbolic name of the

SEA is no more than an accidéff. Aut hor 6s transl ati on]
As he wrote, the SEA motive does not express the image of water. He employs this
motive not only in his works on the themes of rain aatkvscape but also in his
compositions on other themes and concepts.

The SEA motive first appeared lar Calls, Coming, Farfor solo violin and
orchestraExample 2.2 shows the SEA motiviaghis pieceTakemitsu adds @ F, and
AT above the SEA motive to create a hexatonic figure, which appears at rehearsal B (m.
10) in example 2.2lts inversion also occurs in m. IBne inversion of the SEA motive
and the hexatonic figure are marked as SBAd hexatoni¢ respectivéy. This
hexatonic figure includes two major triads, A major (E @ @nd DI major (GPF AT),
while its inversion has two minor triads, G min@ D BT) and B minor BT F®ET).
Takemitsu controls these figuresnyand chorc

consonance¥’. He also employs the SEA motiveAnWay A Long1981) for string

guartet. In this work, he uses more inversions of this motive thaarialls.

46 Toru TakemitsuToki, 128.
47 Toru TakemitsuChosakush, 5:2930.
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Example 2.2. Takemitsérar Calls, Coming, Farmm. 614
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Example 2.8 Continued
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Tomoki Jiromaru introduces various patterns of the SEA motive. She defines the
basic pattern of the SEA motive as a thne¢e motive in which the second note goes
up either a minor or major second, and the third note ascends a minor thirceoSimer
illustrates several patterns based on this basic pattern (see figuteNapizaki
indicates that the SEA motive enables Takemitsu to express diverse textures from

clusterlike sounds to tonal harmoniés.

Figure 2.2. Patterns of the SEA mofive

Minor Third or larger

Major or Minor Second

U Second note goes up
Third note goes up

AN

b. Second 2. Second n . Second note g
Third note goes dow Third note goes up Thlrd note goes down

NSNS

U6. Retrogr bd. Retr 96. Retr Uid. Retrogra

_ “®TomikiJiromarufi Takemi t su T @r u s ak unhoi nh ennis eonk:e r UE Ao nngoat ky
chl shi n niofthpriusialidiom ih Tom Makemitsb s wor ks: focusi]lmg on t he
Jinbun Kagaku Kenkyuno. 8 (March 2012)35-36.

4% Narazaki, 131.

50 Jiromaru,36.
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Anot her characteristic of Takemitsuds r
example, Takemitsu derives musical ideas from Japanese gardens, especially the
gardens made by Zen Buddhist Muso Soseki (A2¥8L). Takemitsu talked about

Japanese gardemand his music as below:
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gfisd =mfe -~ Yooz |2V 8 8
hodode " fi
Wil e/ - — is wloh=rs)e g o3[ r2-
o d 1 =] o
e/ —L——|e#N] o%e 0% # |8 % k=
. S L R T S L
Ne < Ne [k 6
L o_ae = = =T e pn et e 6w
2 - A rez2— L — % Fz2™|—-3% %{s/ —
— t$~ Q= — 8 U./JI|JI| OI\/”‘—I—OIETM-Hgl—
- < — 0 | L4 d — 4L S -
VY s e Lz 0
‘oL BR O — 0 %® cfios 'L o=m™|—-<| J
=8 — |8 8w o fiowl ' o AL _ - TMETM_"”_eOO
%e>2— L 28 144 — L<=r~ Ls 0 - & A
flkeo 1 %mpzraq=m™e — = 1V — = |
=8/ — % A e vL 8 %VFE~ o™mbl_z N < ™e
Ly oz
| @ 7O | % ozl/emel_ m™lL_zNdvm™
< ™8 NQ'" ~ 8 — 4 JETM_“Q

When | compose (or form) musichave gotten quite a few ideas from how to
make Japanese gardens. Especially . . . gardens made by Musgji(Saiho
Tenryuiji, Zuiseniji, etc.) always inspire me divgely with their depth and
expanse of formations.

Although gardens seem to be the nature itself, these are extremely
artificial in a certain sense. With the work by human beings, nature shows
deeper, or even infinite, diversity. The trace of artificial kvernot always
obvious in front of our eyes, but with
understanding in every detail. The quality and density of the space depends on
the depth of the gardenerds understandi
understandig means not only the birth and death of human beings but also the
consideration toward everything in nature including the change of time and
history. . . .

While many European gardens respect geometrical symmetry, Japanese
gardens seem to be based on asgmmdisproportion. However, every detail is
clear, and even the positioning of one pebble implies the structure of vast outer
space. An ambiguity created by the artificial space within nature gives us deeper
emotion than the feeling that the gardenmsy beautiful.
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| would like to compose music which gives impressions as close as the
i mpressions of these gardens, and that
possible![ Aut hor 6s transl ati on]
The formal structure dfantasma/Cantoss inspired byJapanese gardens. In the
program notes, Takemitsu explained about the structure as below:

Coade eomE A wemmyqve 4 fomw {0
a8 — g | o™

The music walks through the path. Sometimes it halts, and sometimes it is deep
in contemplation. Then, it comes back. But the place is not the same as where
the music start] Aut hor 6s transl ati on]
HideakiOnishi analyzesantasma/Cantos his dissertation. He points out the first
fifteen measures of this piece recur at the end, but the minor differences from the
beginning section give this recurrence a completely different meaning from the original
appeaance. Thus, this recurrence at the end of the piece describes that this place is not
the same spot any mote.
Takemitsuds music is free from solid we
build formal structures. Also, his music is not always in thenésof beats or bar lines.
Yet, his music creates a harmonious atmosphere like traditional Japanese rooms.
Despite all the difficulties in his early career, he never stopped seeking his own
expression for his musical ideas. Eventually, the beauty of Takemui 6 s mu si ¢

successfully captured audiences internationally, and the popularity of his music never

fades even after his death.

51 Toru Takemitsu, Toki, 121.
52 Toru TakemitsuChosakush, 5:433.
53 Onishi,214-215.
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Chapter 3

Path®d In Memor i am Wi tloylTau Thkenitsus g a ws K i

Background

Takemitsu composedath®d | n Me mor i am Wi ibhI094dThik&t os gav
minute work for unaccompanied trumpet was premiered on September 21, 1994 at the
AHommage ~ Witol d LheWarsay Autusk Festivac Takemiessu t o f
dedicated this piece to Hakan Hardenberger who premiered it. In the program notes for

Paths Takemitsu wrote as below:
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| composedPathsfor solo trumpet right after | heard the news about the death of

Witold Lutosgawski
Thispece is a fanfare to | ament the de
I n the spring 1992, when | saw Lut os

(contemporary) composers, we should think about the melody more seriously,

and we should make an effort to create new melodies wiipauing

ourselves. 0 This conversation strongly
In Paths simple (melodic) motives walk through subtle changes of the

scenery just like paths of agardéf. Aut hor 6s transl ati on]

The tempo, or the pace of wawking throtu

throughout the piece. The trumpet interchanges the tehatiout 60 and 68 quarter

54 Toru TakemitsuChosakush, 5:440.
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notes per minute, and the tempo decreases in the last two lines to about 52 quarter notes
per minute.

The notation foPathscontains remarkable features. First, thisce has no
meter or bar lines. Second, many triplets and quintuplets are frequently used. These
triplets and quintuplets are complicatedly subdivided and tied in order to notate subtle
differences of the length between notes. Japanese trumpeter Kigokabe assumes
that Takemitsu tried to notate the subtle change of the tempo, as if the trumpet had
played intempo rubatpwithout usingitardandos tenutos or accelerandos®

BecausdPathsis written for unaccompanied trumpet, the trumpet keeps playing
throughout the piece without long rests. Moreover, the register ranges ®¥behow
the staff to @above the staff. Therefore, this piece requires endurance enough to keep
playing in a wide register for five minutes.

The trumpet plays phrases with ahan mute (without a stem) and phrases
without a mute by turns. In order to enhance this conversational effect, Takemitsu
instructs the player to put on and take off a mute quickly; the quickest attachment and
removal of a mute occur during an eighth rést. these quick mute changes, some
trumpeters play this piece with a slower tempo than the tempo indicated by Takemitsu,
while other trumpeters fix their mutes to the stands and move their trumpet bells to the
fixed mutes when they need muted sound.

Amongthe solo trumpet literature by Japanese compoBathsis one of the

most performed works both in Japan and overseas. Also, this piece is chosen as a set

5 Kiyonori Sokabefi Takemi t su T@ru 6Michi 6 ni Katmssuru i ch
by Toru T&emitsu]olast modified February 4, 199&cessed August 11, 2014
http://www.jade.dti.ne.jp/~ebakos/michi/michil.html
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piece and elective piece for competitions such as Japan Wind and Percussion

Competition in 1999 anbhternational Philip Jones Competition in France in 2005.

Analysis

Like most music by Takemits&athsis not based on any traditional form. As
his program notes mention, Takemitsu employs some recurring phrases and melodic
moti ves t o b inthisdiece. Hosvevérghese daneladic motives hardly ever
recur with the same rhythm as the previous ones. This subtle difference of the rhythm
describes the gradual change of the scenery. In addition, Sokabe says that the use of a
harmon mute enables tptayer to express distance from the scefgry.

The first two lines show three melodic motives (see example 3.1). Motive 1 is
the most frequently used among these three motives. Motive 2, which answers motive 1,
is almost a retrograde of motive 1. Asigtemotive at the beginning of line 2 is a
fragment of motive 2, which is derived from the last six notes of motive 2 (marked as 2
f). Both 2f and the last six notes of motive 2 consist of two tmete sets both (0 1 6),
and the first thre@ote sets in b figures are inversionally related. Mostly, motivé 2
appears as two sets of descending three notes or ascending three notes as an inversion.
Motive 3 appears less frequently than other motives. All three motives consist of nine
notes. Motives 1 and dare the same set (0134 6 7 89). The set for motive 2is (0 1 3

4 6 8 9), which is a subset of motives 1 and 3.

%6 |bid.
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Example 3.1. Takemits®aths lines 12, with melodic motives

J=ca.60 (016) (016)
With Harmon mute (Stem out) [ ol eemel Dy
e off mu
Trumpet f— == F-J—‘ i { ==

inC :@ =,=' 51 hi—h— i i q"nil_ - S T h.dl.r_ 0 \Rihi.jl}
rp \-._: oLy
| Z;‘—- f"P ___:—?‘-

. 1(01346789) 2(0134689)
RNy Dt Put on mute (Harmon)

‘ 3(013467809)

In these three melodic motives, Takemitsu frequentlgleys the SEA motive.
Example 3.2 shows the SEA motives in the first two lines. In this piece, the SEA motive
is arranged not only in the forms of retrograde (marked ast$3BAd inversion
(marked as SEA) but also as a thremote set which has the saset as the SEA

motive and its inversion (marked as SEét and SE/seti).

Example 3.2. Takemits®aths lines 12, with the SEA motives

SEA-seti

J = ca. 60 \ SEA SEAr SEAT
With Harmon mute (Stem out) R IPETREE [ | s ki
e oll mu
Trumper == - ==
inC ’%ﬁ i@ + h'hq— ot == = w
¥ [ \-_—_-é— op —:\::-
SEA-set
g SEA-set
Slightly faster SEA-set Put on mute (Harmon) —
d=cats L

SEA-seti
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The trumpet begins this piece with G, the tonal center in the first line. Takemitsu
asserts tonalenters by assigning longer note values. At the middle of line 2, the tonal
center changes to C. In line 3, motive 1 and motiv@@pear with the tonal center of
C. Line 4 does not include any melodic motives, but the trumpet plays-adige

motive inthe middle and repeats it one step lower (see example 3.3).

Example 3.3. Takemitst,aths lines 34

q q—i q‘-
:h_aw .ﬂ’

motive sequence
1 1 Put on mute
3 —3 /’;.Pc—w (Harmon)
oy
1" i V... A | I
4 v &= bether 3+ =2 ——
"%%cg/ %’ ph\h; =

In line 5, motive 1 and motive-Preappear. This time, motivefls inverted
(marked as 2-i). The trumpet plays the SEA motives in linarid reaches to the first

climax with C above the staff (see example 3.4).
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Example 3.4. Takemits&aths lines 56

2-f-i
1 [
[ \ :
Gl T J: ca.60 again
a5 | Take off mute L et o
b ‘ T
) i t e ,- }
pPp ————m= P ——————— L;___/ nf / D /
p
M~ > R e i Put on mute
LR e iy g
Fee—— oee ' -
r =0 ——RERTt e =
L P :
SEA 1

Line 7 starts with motive 3 followed by motive 2. In line 8, the trumpet plays a
threenote motive consisting of® D, and H, followed by the diminution of the same
motive. Then another threete motive of B C® and G appears, which also
immediately reappears with the diminution. The normal order of this second motive is

[1 6 7], which is the inversion of the SEAotive (see example 3.5).

Example 3.5. Takemits®aths lines 78

3 2
| |
J=ca. 68 again S
Py o - 5 — ec.:f o
L
: o }v-
P o hﬂ%}?
i i i motive repetition (dim
motive ‘repetlton (dim) o P (dim) y
49: > ] ! 3 5 | Eos > > Z
o ey e —=
> = poco = Piii P e POCO —————————e nf
¥ nf —fp = ‘ nf |
p
SEA-seti SEA-seti
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In line 9, the tonal center changes to F, and the trumpet plays motive 3 (see
example 3.6). From line 11 to line 13, three melodic motives appear one after another
Cdis the tonal center in lines 13 and 14, but in line 15, the tonal center becomes
ambiguous. In lines 14 and 15, the trumpet plays glitsandaand flutter tonguing to
show another aspect of the sceneryfin the
line 15, another sikxote motive, ascending three notes followed by a retrograde of the

SEA motive, appears (marked as 4). This motive 4 frequently appears until line 21.

Example 3.6. Takemitstaths line 9

3

[
J = ca. 60 again
Put on mute (for J)

> (Hmom //;T_’ﬂ\
' - — _ p =

ul; e - r Ry T O ]  —_ o I

I - — u ol NP7 o v

M= S S

- poco
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Example 3.7. Takemits®aths lines 1115

2-f
\ . 1
in Tempo (4 = ca. 60) 2t \
e T R e e o Y R
— o - 1 i e—g o —— e . s
o ey e == '
‘Z-f-l :
2 J: ca. 68 again

— | accel.. . - - gradually. . ..

[
(for J) in Tempo (J = ca. 68) 2t
o .5.:4. e oay = Put on mute (Harmon)
|- ! - T
v — ¥ 4 X w
SEA-seti

2-f-i
sl

=

= —3— —
s e o =
v ;w § = r _— P~/

SEA-ssett 1

'~

2-f
gl Flutt. 4
Take off mute

leg
I

A short motive occurs with a sequence in lines 16, followed by motive 4 and its
sequence. Another motive appears with repetition in line 17. Until line 21, motive 4 and
the fragment of motive 1 (marked &$), 2, and 4 (marked asf occupy the most of

the melody. The tonal center remains ambiguous in this section. At the end of line 21,
after repeating motive-#ifour times, the trumpet reaches the climax withilC

fortissimo(see example 3.8).
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Example 3.8. TakemitsiRaths lines 1621

motive sequence 4 rall [
[ 1

— —
————
\ 1f

! 1
d=ca.60 sostenuto in Tempo (J = ca. 60) < =N
> I"F‘ hf \

T

1

sostenuto
=
= =

E/\‘ > B . © Put on mute (Harmon)
2% = =
=
* P L____/ = —
q ‘;,,.0;-07 P ﬂ‘zf':f7ﬂ.zfl/‘: =/ 7 dying away

After Cddies away, the trumpet plays motive 1 quietly. This occurrence of
motive 1 is only a fragment. The trumpet plays the sequence of the last two notes from
this fragmat, then the trumpet plays these two notes again with the first note one
octave below. Another fragment of motive 1 appears, and the trumpet quietly closes the
piece withpianissimo(see example 3.9).
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Example 3.9. Takemits®aths lines 2223

Take off mute m
e
P i ;— 1 I = 1 —
. p——— e —
P h P - —_— P sempre 7

S R A b | e R
SEA-set

SEA
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Chapter 4

Biography of Marcel Kentsubitsch (Naohiro Tsuken)

Most Japanese trumpeters who play Mar ce
composero6s name is the pseudonym for Naohi
Japanese trungers. And some trumpeters, even not Japanese, can easily guess this
pseudonym is based on French Composer Marcel Bitsch who wrote trumpet etudes used
by serious trumpeters worl dwi de. Li ke his

both his humor and expence as a trumpeter.

Early Life

Tsuken was born in 1950 in Okinawa as the youngest of seven children in the
Tsuken family. His experience playing music began in a drum and fife corps in the fifth
grade. He mentioned that he had a chance to learn tregnanyear before joining the
corps, but his shy and unadventurous personality prevented him from thi¥ triféne
drum and fife corps, he mainly played the cymbals and occasionally played the
glockenspiel. He also learned to play the accordion. Heedantexpand his interest in
music by learning violin, which his sister had learned. He visited her violin teacher to
ask if he could study violin, but the violin teacher did not accept him as a student
because he was too old to start learning violin.

Whenhe entered Naha Junior High School, he had several choices for

extracurricular activities. He almost chose track and field, but the low sound of the

SNaohiro Tsuk e nUs,daiZkai flumppedt ft toe ra f 5uRipeksdMarch2l2 1 , o
2000, 51.
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clarinet from the rehearsal room fascinated him. This beautiful sound made him join
school band immediatgl But the band director Masanobu Oshiro assigned him to the
trumpet because the clarinet part already had enough players. After two months, Tsuken
played the trumpet well enough to play the first trumpet33anthile Tsuken played
there for three years,dla Junior High School Band kept winning the annual Okinawa
Band Competition and advancing to the Western Regional Band Competition (semi
final for the National Band Competition).

Tsuken continued to play the trumpet in Shuri High School Band which also
won the Okinawa Band Competition every year. In Shuri High School Band, he served
not only as a trumpeter but also as a captain and an arranger. In his last year in high
school, he experienced his first solo competition. In spite of his excellent performance
of the first move miumpet@oncertthe was digpalifiedHay d n 6 s
because his performance exceeded the time limit. His accompanist stopped twice during

the introduction due to stress, and it caused a longer performance than the time limit.

Formal Training

In 1968, Tsuken left Okinawa and entered Kunitachi College of Music in Tokyo.
He foll owed Oshirods advice to choose thi s
not know of any other music schodfdn his interview in 1983, he explaingsh

ignorance of school auditions and formal trainih§or example, he never considered

%8 |bid.

9 Pddumtaby: Tsuken Naohiro [ Pi perPipersAugusti,vi ew: Nac
1983, 17.

01bid., 17-18.
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private lessons to assist in his performance for the school audition. When he went to
Tokyo for the audition, his friend scolded him for the lack of preparation, arfddnd
quickly arranged some lastinute private lessons for hithAnother example is that
Tsuken did not know the Arbandéds Method, tF
to study at colleg&
At college, Tsuken learned trumpet from Genzo Kitamtlen principal
trumpetin NHK Symphony Orchestra. Meanwhile, his fundamental compositional
skills had been built not at college but in Japan Shinsei Symphony Orqltieistra
orchestra merged into Tokyo Philharmonic Orchestra in 2@01yhich he had playe
since its establishment in 1969. He helped Fumio Akahori, a viola player in Japan
Shinsei Symphony Orchestra and a professional arranger, to copy scores. From this
experience, Tsuken learned the art of arranging orchestral music, and he found it
enjoyabe to write musical notes and even a single bar®fifden, he began to arrange
music for Japan Shinsei Symphony Orchestra. For example, he arranged music called
Urutora Tanuki(Ultra raccoon dog), which is a 4@cond piece for the brass section to
introduce instruments in school tours. Its humorous combination of a popular hero song,
childrenés song, and commerci al ®Bsokang al way
began his career as a composer about 20 years later, but this piece already represents

one of the characteristics of Mar cel Kent st

51 bid.
62 bid., 18.
83 1bid., 24.

8T s u k Eonanpetfd afull5, dai 34 kai[Ta mpet af t e Pipes Mardhd, 2008 81 , o
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In 1983, he won the scholarship from the Agency for Cultural Affairs and went
to Munich, Germany. He studied with Paul Lachenmeier, principal trumpet in the
Bavarian State Opera,rfone year. Germany had attracted Tsuken since his college
time; especially, the tradition from Baroque music had strongly captured him. He
believed studying in Germany would help him comprehend the world of music, not only
within the small area of trumpperformance but also as a whole. During his stay there,

he concentrated on this goal and mainly studied rotary trufnpet.

Major Influence

Tsuken says Oshiro gave him basic ideas of trumpet playing. Oshiro himself
learned trumpet performance at Ryukyu \msity, and he often played the trumpet
during band rehearsals to show his musical
influenced Tsukeno6és playing. When Tsuken v
suddenly became a much better player. He thoughets®n for his feeling that he had
improved was that he acquired vibrato by him&&However, in April 1999, Tsuken
heard Oshirobds trumpet performance and r ec¢
vibrato from the experience of band rehear¥aBshiro ale advised Tsuken to study at
Kunitachi School of Music, because Oshiro had audited classes there and told Tsuken

that Kunitachi was good school to study wind instruments.

& fPaigku intaby , 6 1 7.

A Ut au! Kent subi csarhjisaku jidhsarokarilmamiNoakatdri [Keatsubitsch
sings! Naohiro Tsuken tal ks about hRipsrsMaocchh al bum ¢
2003, 90.

Tsuken, ATO5,and2td o5hfut

44



For his trumpet sound, Tsuken says Soviet Russian Trumpeter Timofei

Dokschitzer inspied him.Tsuken talks about Dokschizer as below:

|o o« % %ofzA e e—% %oFzA|fe L
TEeto v @ s fisT <%l ™M=y Ly zeafiyT |8 o ™
2A )8 No—w 2P o<t - ™# < Eo° — e~ %N s --
avVi—fFe¥% | ™ 9%oqA°

| like Russian music. . . . | like to sing. . . . Of course, | have listemé&dolph

Herseth, Maurice André, and others, but | cannot imitate André. | cannot copy

his pronunciati ons. It is entirely bril

like enka(popular songs with elements of traditional Japanese music) is close
tomystyle®®[ Aut hor 6s transl ati on]

Not only in Tsukends trumpet playing but &
prefers cantabile style. He has an interest in pieces by composers who also play the
trumpet and/or cornet, especially Germans andiRussHe mentions he is charmed by
pieces such asrumpet ConcertandRussian Dancey Oskar Béhme, tw@&oncert
Piecesby Vassily BrandtHungarian Melodiedy Vincent Bach, an&lavonic Fantasy
by Carl HShné®
Anot her i nfl uence 9thefrégeanttqgotatonftomc hés wor
Okinawan music, especially Okinawan folk songs. Okinawan music, which was born
from the prayers of harvest and health, has been an essential part of Okinawan culture
for centuries. After the founding of the Ryukyu Kingdom #29, Okinawan court
music was developed among the upglass people. When the Ryukyu Kingdom
dissolved in 1879, Okinawan court music mingled with Okinawan folk nii&laring

the American administration of Okinawan Islands after World War Il, the American

83 Ut au! Kentsubicchi, o 91.
59 1bid.
“Oki nawa Prefectur al Board of Educati on, AChr or

December 8, 2014ttp://rca.open.ed.jp/web_e/music/chronicldér.html
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government tried to promote Okinawan traditional culfdirs a result, Okinawan
music absorbed American culture, such as rock music. In the 1990s, Okinawan pop
music, known as Okinawan Pops, became popular with a unique blend of Okinawan
folk music and VWéstern music heard around American military ba$esmder these
circumstances, it was natural that Kentsubitsch began to respect Okinawan music. Most
of his compositions refer to melodies or scales from Okinawan music.
Lastly, the strong wish forpeaceam g OKki nawan peopl e affe
music.Okinawa experienced the Battle of Okinawa in 1945, and a quarter of the
civilian population died. After the war, along with Amami Islands, Okinawa was under
the American administration. In Okinawa, World Wiaand the aftermath planted a
strong wish for peace in peopleds heart, |
people in Hiroshima and Na glegeadkhowshidamong Ke
thoughts toward the war and Okinawa most. He comploagehdfor virtuoso
euphonium player Shoichiro Hokazono. Originally, Kentsubitsch wrote this work for
solo euphonium and piano; later he arranged it for solo with orchestra and band.
Through this work, Kentsubitsch expresses that Okinawa restored peatieeafteal

destruction by the wdP He also mentions that this work tells the story how Okinawa

"L Etsujiro Miyagi,Oki nawa senry@ no 27 nenkan[27ydarser i ka gu
of administration oDkinawa:US military administratiorand the change of culturélokyo: lwanami
Shoten, 1992), 337.

72 Okinawa Prefectural Board ofdEcation.

BYuki ka Nakaj i, #(desoutdukushimNanoetKentsubicdhi®kgakusai
[ Mar cel Kentsubitsch Music FestivalRwkyShimp,i ro Tsuke
August 17, 2010, accessed August 9, 201, //ryukyushimpo.jmews/storyid166430storytopic
6.html.
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experienced the war, but the natural environment has remditrethis work, the

melody of an Okinawan folk song appears to describe the peace in Okinaw#&otten
Japanese and the US national anthems are played above the anxious sound of
harmonies, indicating the tension between two nations. After depicting the violence of
the Battle of Okinawa, this work goes back to peace. Hokazono played this work in
MarcelKentsubitsch Music Festival in Okinawa on August 15, 2010 (the anniversary of
the end of World War II), and the audience cheered after his performance. This highly
virtuosic work is rarely performed by other euphonium players, but Hokazono has
frequentlyplayed this work not only in Japan but also in the United Kingdom and

France.

Career

In 1969, his freshman year at Kunitachi College of Music, Tsuken joined Japan
Shinsei Symphony Orchestra as one of the original members. Then in September 1975,
he enteed Tokyo Symphonic Orchestra. Three years later, he joined NHK Symphony
Orchestra as principal trumpet. In NHK Symphony Orchestra, he also performed as a
soloist for works such as trumpet concerti by Haydn and Johann Nepomuk Hummel,
Piano Concerto No. by Dmitri Shostakovich, Septet by Camille SaBd#énsand
Brandenburg Concerto No.# Johann Sebastian Bach. He had played in NHK

Symphony Orchestra until his retirement in February 2010. In 1984, while studying in

74 |ssei Kohata, interview with Naohiro Tsuken in liner nd@sNaohiro Tsuken Plays
Kentsubitschrecorded with Naohiro Tsuken (trumpet), August 29, Octokigrdnd November 19, 2002
Exton OVCL-00094, 2003CD, 2.
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Munich, he played he Magic FluteLohergrin, andEin Heldenlebemn Bavarian State
Orchestra with the conductor Wolfgang Sawallisch.

Besides playing in orchestras, Tsuken joined the Tokyo Brass Ensemble as an
original member in October 1974. He also established trumpet quintet The Trumpets 5
in November 1987. Other than playing for concerts, radio, and TV, these ensembles
released recordings: one thmeeord set by Tokyo Brass Ensemble and two compact
discs by The Trumpets 5. Twice with Tokyo Brass Ensemble and once with The
Trumpets 5, he pasfmed in the US (in 1978 and 1981 with Tokyo Brass Ensemble,
and in 1989 with The Trumpets 5).

His enthusiasm for trumpet extends not only to playing but also to teaching. He
has mainly taught at the Tokyo College of Music as an associate professoheAlso,
teaches at Senzoku Gakuen College of Music and Kunitachi College of Music as an
associate professor. As an instructor, he teaches at Shobi University as well. Besides
teaching in the Tokyo area, he has put a great effort into teaching in his honmeay&kin
Other than teaching at Okinawa Prefectural University of Arts as an instructor, he has
hosted an annual trumpet camp in Okinawa since 1986.

He has enjoyed a friendship with internationally renowned trumpeter André
Henry since 2000. When Henry had astea class at the Tokyo College of Music,

Henry and Tsuken found that they shared a similar pedagogy of trumpet perfoffhance.
In 2008, they collaborated to teach in trumpet camps in Nagano and Okinawa.
While enjoying his successful career as a trumpetarkdn started to compose

in 1994. Before he tried composing, he had believed he could not compose. However,

S fiAndore Anrix Tsuken Naohirdoranpettoshidh @ no t subo! [ Andr ® Henry

Tsuken, the art PipdrsMayly2008d. t eaching], o
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when he tried it, he found out he codfdis first compositiorQuatre Variations sur
un Thénede SE16GANvas written for trumpet quintet. He empéa/the theme from
the trumpet fanfare in the TV commercial for Seirogan, a longtime seller of digestive
medicine. This catchy fanfare has been used in the commercial for such a long time that
all generations in Japan easily imagine the medicine fromilgtea this fanfare. This
piece was recorded by The Trumpet 5 and quickly became popular among Japanese
trumpeters. He named this piece after Marc
Quarte Variations sur un Tiheede Domenico Scarlattiand he came upith the idea
of his pseudonym from this composer: combination of Marcel Bitsch and Kentsu as an
anagram of Tsuken.

Kentsubitschdéds trumpet pieces are writt
he wroteDer MythosandTasogargTwilight) for Osamu Kumashio 6s s ol o reci t
first Trumpet Concertes written for Osamu Takahashi, principal trumpet for Tokyo
Metropolitan Symphony Orchestra. For Hiroki Tochimoto who formerly played in
NHK Symphony Orchestra, Kentsubitsch compdsadtasy Contest PiecandFinale
were written not for his students with professional skills but for his students with
technical problems &enzoku Gakuen College of Music and Tokyo College of Music
respectively.

Furthermore, he has written works for his friends who play instrisyaher
than the trumpeShimantu{Okinawan Birds)s composed for Jun Sugawara, a flutist
in NHK Symphony Orchestra, for Sugawar ads

LegendandEu p honi um Co n doevirttoso upmopitenrplayerdShoichiro

76 Kohata, 1.
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Hokazamo. Another example Balladewritten for Yoshiki Hakoyama, former principal
trombone in Japan Philharmonic Orchestra.

For chamber works, Kentsubitsch also explores the realms of both trumpet
ensemble and other chamber ensembles. OtheQhatre Variatons he composed
Ki s @ k(@apricaip)for trumpet quintet. Moreover, Kentsubitsch wrote pieces for
bigger trumpet ensemble suchJas ppon no toranpet (Fantasiaso t a me
for ten trumpets) an8 h u k u t ee (Festivalfiarffate)or fifteen tumpets. Besides
pieces for trumpet ensemble, he wrgtaen Posaunen Simforfier Tokyo Trombone
Quartetandbe pt et A Tforeghe Same insvumentation &aintSaénés Sept et :
piano, flute, clarinet, trumpet, viola, cello, and contrabass.

Since 2010Kentsubitsch has hosted Marcel Kentsubitsch Music Festival
annually in Tokyo. This festival is a thrpart concert consisting of exclusively
Kent subitschodés works: first part for solo

third part for concertiln 2010, he also held this festival in Okinawa.

Music of Kentsubitsch

Kentsubitsch mainly composes for solo instrument with piano, chamber
ensemble, and concerto. Because he is a trumpeter, he composes most works for
trumpet, but he also writes for othestruments, especially for winds.
Some of his works show the sophisticated combination of artistic quality and his
sense of humoRQuatre Variationss one of the good examples for this type of
Kent subitschds wor k. Ex amfpmthe Seirofan$Vh ows t he

commerci al . The theme section starts from
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tachi no k@shin (March of Seirogans). o0 In
triple for the Waltz c &dirbgandancBésWaliz)wwt sTuh ean o d c
the meter returns to duple in Variation 2
roll call for Seirogans). o In this sectior
turn. Variation 3 AHiI t oganbeimgtostinthought f uker u S
alone) o shows Kentsubitschés beauti-ful Sir
gun to tatakau Seirogan (Seirogan fights &
play the phrases with highly technical double tongsiifsge example 4.2 for

variations). As a whole, even with a humorous source for the theme and titles for

variations, this piece requires both musicality and technical skills.

Example 4.1. Marcel Kentsubitsch, Theme frQuatre Variations sur un Theede
SE16GAN

Theme

S
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Example4.2.KentsubitschTheme and variations froQuatre Variations sur un Tiee
de SE16GAN
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Example 3 Continued
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Variation 3
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Another example of his composition with humor is®is p tTkReEa i mon . o
When he hosted a concert to plsgintSaéné s Sept et , MWheTrput anned t
Quintetby Franz Schubert in the first half of the concert and play Septet in the second
half. But he wanted one more piece to make the concert longer and more interesting.
Then he jokingly suggested that tvould compose the 3abn septewith the same
instrumentation of Sairfaéné s Septet, and the ensemble m
supported his ide&.In this piece, Kentsubitsch employs the theme from the fourth

movement offhe Troutand inverts it (seexample 4.3).

Example 4.3. Theme froffhe Trout Quinteby Franz Schubertarfle pt et A The
S a | mioy iKeéntsubitsch

The Trout

The Salmon

= @f . /,’\ - r S
L Wl - s e B L AT

""Tsuken liner notes foNaohiro Tsuken Plays Kentsubitschcorded with Naohiro Tsuken
(trumpet), August 29, October2, and November 12002 Exton OVCL-00094, 2003, CD%.
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When he composes, he first builds up tF

for the piece. Kentsutsich talks about his compositional process:

- s As%rs oL~ - YpFzAo >e o=
$%-" "-el-OI\/l/sSTMeSB =|$'-TM$TM$O”-—J—L 55/8'\/1/8|If$®|=
eo/ A1/ v f— glmmMLzAxys/  e™Mey o — % ~of =

L sfeo ozAce

For me, when | 0c o gopne with the mugic. c. t Tlheaswos

why | can compose |i$ guess, because | have searious kinds of things. Even

the images from T\haveaccumulateda8 pi ct ur es, 0 saumdtot hes e
the sounds, then tee ®unds become compositions. Thahow | feel like’®

[ Aut hordéds transl ati on]

He gives an examp]l eiscompositianwhefi lpeitatkg abdite s 0 b u i |

Salmon
— 8 A-"S%l-s 9”‘ - V8T+$AJ9\/Sﬂ rs 9 ¥
le % % 54= &£ ™z -~ =23V ~ [=o{nnns™e
Fer-e —< %l % - 4=%30)|e<8 oV V- T4
Ve eq =V
Formewhen | compose, | aMealmogsmalky of dApi
are born from spawns, and they swim the river, then ts&strthe ocean.
Finally, they come back to the river. F

pi ct'YrAeu.tohor 6s transl ati on]

For some pieces, his ApictTheSalmaand onst r L
Legend However, for other works, heemp ys fApi ctureso with hum
first Trumpet Concerttells the story of Takahashi. Takahashi transferred from the
community college to the school of music with a scholarship, but he had difficulty in
getting along with trumpet students oldean him. Then Takahashi was in distress
during the trumpet camp in Okinawa. Kent st

which he had collected while teaching Takahashi. For the scene in Okinawa,

BRUt aul Kentsubicchi, o 91.

79 Kohata,1.
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Kentsubitsch uses an Okinawan scale and folk songler ¢o remind Takahashi of his
anguisht®
Anot her exampl e of #fpi EirnteuRogssnén Simfohidh h u mc
This trombone quartet piece depicts a day in the life of an orchestral trombonist in
Tokyo; this trombonist does not have any particaladel. The day starts at midnight
with the trombonistds | oud snore. In the n
After a brief warmup and tuning, the rehearsal starts witmnhauser Overture
During the lunch break, he eats with girls from thengtsection with a waltz as the
background musig In the afternoon rehearsal, he beautifully plays the solo from
R a v eBblé&csFor dinner, he enjoys Okinawan food with a female orchestral player.
Then he returns home and talks to his family. Finallygdes to bed, and this time he
sleeps without snorin.
In his works, Kentsubitsch often borrows music from other compoEees.
Salmonborrows the theme fromhe Trouf andEinen Posaunen Simforeenploys
melodies from Wagner and Ravel. Furthermore, Keitsch uses the beginning of
Beet hdamiansertoNo.dhisEuphoni um Concandhi® AEmMper
Trumpet ConcerguaoNtoes 2t MeErtohecmed from Beet ho
More than from classical music, Kentsubitsch borrows melodies @kimawan

folk songs. He talks about using Okinawan folk songs in his composition as below:

0 Ut au!l Kentsubicchi, o 91.

8T s u k Eomanpetf afll5, dai 40 kai [ TrPipenpSeptembef 1, 2001, 5, No .
49,

8T s u k Eonanpetfd afull5, dai41kai[F umpet af t €iperssOctobsrd,.2004,1] , o
51.
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In classical music, there are many works which employ folk music. For

example, Béla Bartok composed using Hungarian minor scale. The Okinawan
scale is fantastic. | would like to compose classical music with the Okinawan

scale®®[ Aut hor6s transl ati on]

Most Okinawan folk music is characterized by the Okinawan scale (also tedled

Ryukyuan scale). The Okinawan scale is basically a pentatonic scale consisting of C E

F G B (see example 4.4), and occasionally D is adti@tinawan folk songs are
accompanied with string instrumesanshin(shamisedike instrument which uses
snakeskin instead of cat and dog skin), castdiket percussions calleshrbaand

yotsutakeand various kinds daiko (drums)

Example 4.4. Okinawan scale

8Masanao Ch i@ y®gakudai ieiHed, 3&en furikaeru kenshusshin Tsuken

Naohiro [Naohiro Tsuken from Okinawa retires NHK Symphony Orchestra, looking back upon his 32

year cRyky 8himpo, March 9, 2010, accessed August 8, 20i://ryukyushimpo.jp/news
/storyid-158965storytopic6.html.

0ngaku KenkyujpogakO&i h@wanawaon music],
accessed SeptemhbHs, 2014 http://www.asahnet.or.jp/~HBOFKTD/music/Japan/Research/Genre/

Ethnic/okinawan.html.
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Kentsubitsch employs Okinawan music in some of his workise¢rend
Okinawan music indicates tipeace in Okinawa (see example 4.5)Einen Posaunen
Simfonie trombones play Okinawan music to describe dinner time at an Okinawan
restaurant. In his firsirumpet ConcertoKentsubitsch quotes an Okinawan folk song
calledAsadoya Yuntésee example 6. He uses this song to de

experience in the trumpet camp in Okinawa (see examplel439garas a slow

ballad which illustrates the tranquil sunset in Okinawa with beautiful melodies in the

Okinawan scalé&®

Example 4.5. Kentsubitschegend mm. 512
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Example 4.6Asadoya YuntéOkinawan folk song)
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85 Tsuken Jiner notes foNaohiro Tsuken Play&rutiunian,recorded with Mohro Tsuken
(trumpet), July 1518, 2003, Exton OVCi00139, 2003, CD4.
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Example 4.7. Kentsubitsclifumpet Concertomm. 217226

Cup Mute
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Overall, the works of Kentsubitsch show several characteristics: musical ideas
with humor, beautiful melodies, defians of stories throughout works, and the use of
Okinawan music and scale. Furthermore, as a trumpet player himself, Kentsubitsch
never fails to employ technical challenges such as multiple tonguings in his works for
trumpet and other brass instrumenth.these components fascinate players both

musically and technically; therefore, some of his works became popular and have been

played widely in Japan.
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Chapter 5

Contest Piecdy Marcel Kentsubitsch

Background

Kentsubisch composedontest Piecen December 1996 for one of his trumpet
students at Senzoku Gakuen Uozu Junior College. At this school, all performance major
students play a single piece as a graduation exam. As the exam approached, this student

could not play the notes above the stidfintsubitsch describes this student:

<

L % o=m™m™ o—w%s ! eR%ZAZ [ =5 -~ %Nel
™ 34 £/ — AL ﬂ_IJ_ ™9 $=I_|| 1L - A

Nof =8 0 %0 %™™ 3%Ha™ 09

He has a good personality, and he is nice, but | am in trouble teaching him

because he cannot play the trumpet very well. He is not good at high notes

because hkas difficulty with his way of playing. Moreover, he is slow to read
music. . . . Because of his limited range, it is hard to find good pieces for the
exam®®[ Aut horos transl ati on]

To accommodate this st udComestdiecéoneeds,
trumpet and piano without notes higher than concert E. Even though this piece consists
of a limited range, Kentsubitch composed this piece to be technically challenging with
phrases which require multiple tonguings and difficult fingerings in order tthsuit
exam.Contest Piecavas premiered in 1997 by this student in the graduation exam at
Senzoku Gakuen.

Because of the limited range, this piece is widely played in Japan by not only

advanced and professional players but also intermediate trumpetesuliisch

86 Tsuken liner notes foNaohiro TsukerPlays Kentsubitsghb.
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mentions this piece when he talks about his compact disc, which in€odésst

Piece
/e™ v V% 1] %s/ Ly Lamdkza]|oh! fie—«ficdiH
DoV ™y =™ [ ldzEo [ = |\/o¢=|= A9 —1 —CDL
meaddyms [l s e

After all, there is no piece for students like him, and meanwidee are many
difficult works like French competition piecedany students have trowbl
finding suitable pieces. | hope these students will listen to this compact disc and
have an interest in playing this piedd. Aut hor 6s transl ati on]
Kentsubitsch also composE&thale with the same concept &ontest PieceThe
main range irFinaleis limited to concert @on the second highest space of the staff;
above @R only two concert Ds and one conceft &e employed in this piece.
However, likeContest Piecgphrases which require triple tonguings add a technical
challenge to this piece.
Kentsubitsch employs no @lawan music irContest Piecebut this piece

includes his cantabile style in melodies. He mentions this piece may sound like

Japanesenka but he admits it cannot be helped because he is Jaf8nese.
Analysis

Kentsubitsch explains his compositiotathniques as below:

— e | == L ofwrzezl - =8«
= T430%[]°

| use limited harmonies. And the structure is simple. But most classical pieces
circulatetotheent’] Aut hor 6s transl ati on]

AUt au! Kentsubicchi,o 90.
88 Tsuken liner notes foNaohiro TsukerPlays Kentsubitsghs.
¥RUt au! Ke®i.subicchi, o
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Contest Piecéollows this idea with tonal voice leading and binary form wittoda.

Figure 5.1 shows the formal structure of this piece. As a whole, this piece
employs binary form with a coda: Introduction (mrM)1 A section (mm. &15), B
section (mm. 44.75), and Coda (mm. 1780). Moreover, both A and B sections
contain ternaryorm. The A section consists oftea (mm. 517, 1827, and 2&5
respectively). The B section basically consists-dfa; but this section is more
complicated than the A section, with a transition before the d section, and a retransition
after the secahc section. Furthermore, the first c section shows another ternary form
indicated as-¢ @ infigure5.1. As Kentsubitsch says, he combines simple forms to
build up this piece, and the recurring themes make circulations in each section and

through the etire piece.

Figure 5.1. Analytical diagram f@ontest Piecéy Kentsubitsch

Introduction Al Theme 1 Theme 2
A minor C major
l l a ‘ b (CadenzaLa ‘ C l co l
l(mm. 1-4) l(mm. 517) ((mm. 1827) ((mm.28r45) ((mm. 4661) l(mm. 6269) l

Transition Theme 1(Waltz) Theme 2 Retransition
F major C major/A minor
lc | E c
l(mm. 7077) ‘ (mm. 7887) ‘(mm. 88127 ‘ (mm. 128143) ‘(mm. 144175) ‘

[Cod@Theme 1 Theme 2

A major (motive 2)

E |

|(mm. 176182) ‘(mm. 183190) |
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The I ntroduction and A section represer
slow tempo. The piano starts the piecéha fourmeasure introduction which
chromatically modulates from D minor to G minor, and then to A minor (see example
5.1). The piano increases the dynamics toward m. 5, then the trumpet enters in
fortissimoand presents Theme 1 in A minor. Kentsubitsetkes this introduction

remarkable by starting with D minor, subdominant of A minor for Theme 1.

Example 5.1. KentsubitsclBontest Piecemm. 14
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: === == ==c-===
e i : ' 1 L
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d: Vgi6 VvV VvE i o} Vg iV Ve i a: Vg Vg Ve i iv? iict ¢ V7

As example 5.2 shows, motive 1 and an arpeggio construct most of Theme 1.
Motive 1 appears in mm-B, ard the first four notes in this motive are inverted in mm.
9-10 (indicated as motive-il. In m. 11, the first four notes of motive 1 are augmented

(indicated as -aug). An E major arpeggio occurs in m. 8 and mm12.1

Example 5.2. KentsubitscBontest Piecemm. 512, with motives

1 1 arpeggio
simile I o T T v ¢

= — e e ]
RS RS =+ o e — =

14 arpeggio 1-aug arpeggio

I 1
= T S . S——— - S D —— T 1 s e S S :_. '_.I' —
é—% S EE e BT T S—csm= = =——c= o= ]

63



The harmonization for Theme 1 mostly follows traditional voice leading (see
example 5.3). As Kentsubitsch says, he utilizes limited harmonies: major and minor
triads and seventh chords. He emgltyo secondary dominants in measures 7 and 11.
Tremolo in the right hand of the piano thickens the texture to give a dramatic effect. At
m. 13, the piano restates Theme 1 while the trumpet plays an arbeggio

countermelody (see example 5.4).

Example5.3. KentsubitschContest Rece mm. 512

vl

A = -

b= s=g [ 2 |

B ‘ = - mﬂ_, ==
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viie? | i VI % v V7
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Example 5.4. Kentsubitsc@ontest Piecemm. 1316
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At m. 18, the trumpet and piano start trading the rhythm consisting of €otted
eighth and sixteenth notes followed by a half or a ddttinote (seexample 5.5).
This rhythm originally appears in the piano in m. 5. In mm222the trumpet plays
three measures of arpeggios on a B diminished chord, supertonic in A minor, which
leads to the cadenza. Example 5.6 shows the cadenza by the trumpetddehiz,
Kentsubitsch employs the elements in previous measures. This cadenza begins with the
combination of motive 1 followed by the rhythm of dotedhth and sixteenth notes.
At the point in the cadenza that Kentsubitsch magamb piy arpeggios basl on a
diminishedseventh chord occur. After the first fermata, the trumpet presents an
arpeggiated A minor chord and B diminished chord. After these arpeggios, the tempo
increases with a sixteentiote passage, which includes fragmented inversions of

motve 1.
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Example 5.5. Kentsubitsciontest Piecemm. 1824
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Example 5.6. KentsubitsclEontest Piecemm. 2527
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a tempo
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At m. 28, Theme 1 recurs in the piano (see example 5.7). In contrast to the first
appearance of Theme 1 in m. 5, the dynamic for tlsisrrence ipiano. The trumpet
repeats the theme with a cup mute in m. 36. The piano keeps playing arpeggios
throughout this section and reaches a pedeattentic cadence in m. 43 (see example

5.8). In mm. 45the keychromaticallychangs from A minor o the relative major.

Example 5.7. Kentsubitsc@ontest Piecemm. 2832
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Example 5.8. Kentsubitsc@ontest Piecemm. 4245
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In m. 46, the tempo changesaitegro, and the trumpet begins the B section
with Theme 2 in triple meter (see exampl@). Theme 2 consists of motive 2: two
eighth notes followed by a longer note which is a fourth, fifth, or sixth higher than the
eighth notes. An inversion of motive 2 is employed in measures 48 and 51 (indicated as

2-i).

Example 5.9. Kentsubitsclontest Piecemm. 4653

7] Allegro d- 2 2 ) o ,
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The piano restates Theme 2 in m. 54, and the trumpet plays the rhythm of
motive 2 (see example 5.10). From rehearsal 7 (m. 46) until m. 61, when the trumpet
plays, the piano rests or plays long notes, and vice vargheFmore, the piano never
plays chords until m. 61. As a result, the beginning of the B section shows a thinner
texture than the A section.

At m. 62, the trumpet starts playing a different phrase from Theme 2, but this
phrase continues to apply motivésee example 5.11). This time, the interval between
two eighth notes and the following note ranges from a third to a sixth. In m. 66, two
eighth notes are changed to triplets, which requires triple tonguings for the trumpet.
Theme 2 recurs in m.70, and thiano starts a transition at m. 78. Arpeggios based on a
C major triad in mm. 783 change to an arpeggiated C augmented triad in mi@i7 84
(see example 5.12). This C augmented chord plays the role of altered dominant of F

major.
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Example 5.10. KntsubitschContest Piecemm. 4661

(7
Allegro y [

2 (rhythm)
1
|
2 (rhythm)
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