Conductor
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Kazuki Yamada is Artistic Director and Music Director of Orchestre Philharmonique de Monte
Carlo, Principal Guest Conductor of City of Birmingham Symphony, Permanent Conductor of
Japan Philharmonic, Principal Guest Conductor of Yomiuri Nippon Symphony, Music Director
and President of The Philharmonic Chorus of Tokyo, and Music Director of Yokohama Sinfo-
nietta. He was formerly Principal Guest Conductor of Orchestre de la Suisse Romande (2010-
17). Yamada appears regularly with orchestras including Sachsische Staatskapelle Dresden,
Orchestre de Paris, Philharmonia Orchestra, Rundfunk-Sinfonieorchester Berlin, St. Petersburg
Philharmonic, Czech Philharmonic, and Gothenburg Symphony.
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Subscription Concert No.903 A Series
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Fri. 8 May 2020, 19:00 at Tokyo Bunka Kaikan

51 @ UJBH*D*E‘? Kazuki YAMADA, Conductor
BlE @ %?5&%@”5* The Philharmonic Chorus of Tokyo, Chorus *
BISEE @ 3/ \EEI%]/ Yoshinao KIHARA, Chorus Master
5E @ Eﬁ@@%ﬁ;’%j{?é E* Musashino Academia Musicae Chorus, Chorus *
BIEEE @ FENHE Fumiaki KURIYAMA, Chorus Master
©® S LLIHKDTE  Miyuki KATAYAMA, Chorus Master
L EIJJE%E%& Takuya YOKOYAMA, Chorus Master
REAIE @ BHRMFEDMLTEHIER* The Little Singers of Tokyo, Children’s Chorus **
BI5151E @ KE/IIAFE Hisae HASEGAWA, Chorus Master
JVY—hT 25— @ MUFGHNTF  Kyoko SHIKATA, Concertmaster

=EBR0 [RE=8E]]
=F R IRBABEF—TANSDIHD{ L TA L) (1972) * @7%)
Miyoshi: "Requiem" for Mixed Chorus and Orchestra (1972) *

I T II

{R&8 / Intermission (20 %3)

== | [ EFQBEI—TANSDRHD (GHE) (1979) * (28%)
Miyoshi: "Psaume" for Mixed Chorus and Orchestra (1979) *

I FCHOEUHIC - E VI ECHDEH2ENY - ST
I FEUHOBLEED - Fik W (FCHESDUD - EDE
I BUHDBBECH - F]R M BOUOBLSHY - FOE
NV SnUDRVIELS - \FE (I FUHEBDID - FDE)
V RS - EEER

== B | SE8EESI—TANSDIEHD (EE) (1984) ** (15%)
Miyoshi: "Kyd-mon" for Children’s Chorus and Orchestra (1984) **

T ARHEEARRSEEE
BiE . FRM, ERHNREEER
E-. L SRR B B S
(BEEMASEME L EE)
R 3T MTRENDAERLRRR 5
NSHRENT T 4 ZASLER  Affinisdb)

ETIQUETTE

REHEAEAN=ZUF JESEEMU L
R E RRISRBI FEDR/E TY .

BhAY -
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The Little Singers of Tokyo chidren's chorus

RADEFEDLHIER REsE

N—o— REMFE3HE ($B853MBEH - 2018F 48108 - 2 M) —FR—)L /KEFLIEE
RRAFOLEIERK. FELABGIER. 1)

I—-0Ov/DCHERICEDKBEREZEN LT DHAYOEEREGEBHELT
1951 &1L, JUIVUARERMSEAMERETTLU/N—M—[JBELL, F2 OOEHRR
EDM. 1964 FOFHKLEEBNNEF 33 @ZHAD. BANDT—T ARSI, AR5
BIBEDHBEDEL PR WA= b—T5EBHBELBVFHEZSZ. 2016 F
(CRINZ 65 =R, YAFRNEEAIUTPRNBEERM, Y - ETMOXREZ(CTISY
VAT O—VHELIDHEIY TLBFROBEIKEHITTATRZE ST,

The Little Singers of Tokyo (LSOT) formed in 1951 with the concept “for Japanese children to
sing Renaissance works”. The founding spirit continues today with a repertoire focusing on
authentic choral works based on traditional European music. LSOT covers a wide range of
music from Gregorian Chants to contemporary works. In addition to the regular concerts held
twice a year, LSOT has made 33 overseas concert tours. They have also appeared with many
orchestras and opera theaters at home and abroad, and have performed with maestros such
as Abbado, Luisi, and Muti.

Hisae HASEGAWA

Chorus Master

RBIIRE
algisE

RROFDGEEFROBEEES, TRVBLU(OBARNBEZES THHES. AR31R
EDHENBETI—SAV R —ZHE<FEFE. [I—LALSOT] PEE7Z YTV TIL
LSOTAY~—27] Z L. BLVWEREEHZEFLTN S,

Hisae Hasegawa is Principal Conductor / Artistic Director of the Little Singers of Tokyo. She
has conducted self-promoted concerts and overseas performances and also successively
served as a chorus master of various outside performances including operas. She formed
Chorus LSOT and a choral ensemble LSOT Kammerchor as well, expanding wide-ranging
performance activities.



The Philharmonic, Chorus of Tokyo  corus

=E=Ea
RURBEGIER 8.

1956 F(CRIR NI BAZRF T2 SOG1BH, 1V T—hOREZBZEE DL
[CEBE. LBBDHFOGEEROBIMEERICIVBATNS, RR. KERCTOEHE
EREREL, BARNBEZZOFRBOEEF 150 OZHAD. L/IA—hU—[E, BITI
FITHOCVBEHZIREEI CAFT NI 200 HZBASEREZIFUH. AANOTHHNS
RRERFCEEBENHFERRELCVDS, UM —SXE, TEEESEE. XYtfT
EMRAEREREZE, 2016 . BT 60 AFZIA .

The Philharmonic Chorus of Tokyo, founded in 1956, is a Japan’s foremost independent profes-
sional choir. As the basis of its activities, the chorus has regular concerts mainly in Tokyo and
Osaka and holds about 150 concerts a year at home and overseas with Japanese and visiting

orchestras. The chorus performs a wide range of choral works of different periods and genres.
The core repertoire is about 200 commissioned works written by composers around the world.

Yoshinao KIHARA

Chorus Master

FN\SRE
algisE

RREBMAZHEBEREZ/BEFD. O—L Za—JvDd TPYTF—IY3VEED
FEEE T SAITERSN. NEERICENSE. NVUVEMRERZRET, CNETIIN
WUV RAVE IR—SY REIUREE. XITTILIRBIBE., BE, D—ERHR
GEHREZEE. FESOABLTINEEARTHAEBRE, BUSERZIEYHE
Bl. 201947, REEFGERREEEE(CHE.

Yoshinao Kihara studied at Music High School attached to Faculty of Music, Tokyo University
of the Arts and obtained a master’s degree at Universitat der Kunste Berlin. He is Principal
Conductor of The Philharmonic Chorus of Tokyo. He teaches at Kunitachi College of Music
as an adjunct lecturer. Kihara has performed with orchestras including Deutsche Symphonie-
Orchester Berlin, Polish National Radio Symphony, Magdeburgische Philharmonie, and TMSO.
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Musashino Academla Musicae Chorus

Chorus

HBHERAFSIEH

08
Ots

HEFEEAZEEHGFSERED—DELT. BEZRERDICHEMINTND,
HEFSERFEXREHAEOLEICKY. BEORKHAZERBEERCTRRUTCEREN
FTELED 0 MEFICOIZBR— =TTV [EN] OREZFOH. OV ATV AF—,
RA7. RE—=Ib. o /—=RU. AN, Prag =3I, ILBEFBSDIEEICKY. FE.
#HE, HEATA). RELREDA—T AT EDOHEEDITLV. BLDRZEBEZEZELTWVS,

Musashino Academia Musicae Chorus has been organized by a vocal music department of
the college as one of the chorus classes. The chorus has performed large choral works at reg-
ular concerts with Musashino Academia Musicae Orchestra. Musashino Academia Musicae
Chorus has performed with orchestras including Yomiuri Nippon Symphony, Tokyo Metropoli-
tan Symphony, Japan Philharmonic, and Tokyo Symphony under batons of Rozhdestvensky,
Masur, Maazel, Sinopoli, Inbal, Ashkenazy and K. Yamada.

Fumiaki KURIYAMA

Chorus Master

I
BIEEE

BRELFN. BRAFABZHRHREXPDEE. FEEZEHBIES. GIBEEZH
hEEICENSE. RE12OGEAZETS [Rhz] OBXEEBEREBEELVCERI DN
fehs, BGIBAER [EEE] O=EE—ELUT [Tokyo Cantat] REDTEBEICHED D,
HEFSEAZHE. BREZMULEYI— [TS5VND] WO MBS EIiES.

Fumiaki Kuriyama was born in Shimane. He graduated from Shimane University. Kuriyama
is Music Director and Conductor of Ritsuyu-kai, Artistic Advisor of Ongaku-ju, Professor of
Musashino Academia Musicae, and Artistic Director of Shimane Arts Center “Grand Toit”
Iwami Art Theater.
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Miyuki KATAYAMA

Chorus Master

FU#pE

GlEHEE

=EREG. BUSEER - BAZEEMEE, T Uy - 235 - J0TU7—F

AFUR) . VUAMEER (T5VR) BRETTUVIUAEHR - HILSEEZMR. &l &
EisEZHPER. EEZk4TE. LB REeREODSKICES, OABREER -
BHAGRBEESHR BA7LVIVFERFRRE, GBAER [BX6] 8IKKRHS.
HEHERAFHE,
Miyuki Katayama was born in Mie. She graduated from Kunitachi College of Music. Katayama
studied Gregorian chant and liturgical music at Schola Gregoriana of Cambridge and Abbey
of Solesmes. She is a member of Japan Federation of Musicians, Japan Choral Directors As-

sociation, and Japanese Section of Associazione Internazionale Studi di Canto Gregoriano.
Katayama is an instructor of Musashino Academia Musicae.

Takuya YOKOYAMA

Chorus Master

LIRS

BIEEE

EEEEFEN, E7/ Zh LY F. EEZSREE. KREE—DEKI(CHE. 2007
F.AIUTPTIONESELAOTIIL - TV N UVERSIEEEEI Y I —ILTE 21"
RE, FRNPERE. EARLREEHOGERTEEEZHD D, RREESEEE. G

EAKER [E%4E] #E. REFERKXZHN. OAGEEEEHRRE,

Takuya Yokoyama was born in Hokkaido. In 2007, he won the 2nd prize at Concorso Inter-
nazionale per Direttori di Coro “Mariele Ventre”. He has served as a choral director for choral
societies in Tokyo, Miyagi, and Aichi. Yokoyama is Deputy Music Director of Ritsuyu-kai, Sec-

retary of Ongaku-ju, and an instructor of Musashino Academia Musicae. He is a member of
Japan Choral Directors Association.
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== D [ =ZRE]

FWHEF

=ER (1933~2013) HEOEEMEBEEMELIZZMIEOE —1F (LA
I LY R1972FEMREEN ., ZICELERH 2B ->THL,

BEFHoMBIERE W, NUEE,SRE (19574F). THIE-E, B0
HRICRZE [FPAEBPELLLZOIICHSIE>TVT, ZNEIEVED
TEZOVOERZET, $EUNATESIILES,] EOBVWHSBEW: (ZER,
FELFEFE [BODbWIT—RAZVLD2HSHNEE] BHHE 20064E) .
A SURD, EHEDLSI ANOBEICEEN, X [HSEACAD ] sz,

(ERLIRIC)

WHTEIIIHMNI-DIZ. SFEHROEREAIBME (RS|IZY (19625 F:
BHET) THE3HM (MLWoHH) © [$HT! 2HT! #HRFOETEHT
BEFIRIMUDDH: BIFSVWEICFESLONT] 2. FEICELE
#Z, BSROWEBHET. BWEEPDOTEOWLESDIEDAETL TN
Bo B 1974FIIE [FA-BbORETHEEEKEDS. COMOBERICNT <
DHEITEZEZ TV, EAZDEFIC, SHOEFEDOLEDPTENDTRVED
NBZLEFO>TVS] LB (ZEREF [EAXVEAN] BKH 19794),

E6I22004FE 0 (BRIZ) HERICE [J2IXOTEIIEPHS] &
FEFOZAN—HTE-HOFERBERLT . COMICEDIHE. 29O =F X
BESEREE R TICHMDBEH AT 57, [BITCIRERo7z] LRBERITRI %
WBHERRICTEY. RRE. (EHICHZD (IFSBIC) © [SHET. “S&k5”
ERROBELI-HE. BED “Z0IFIELAZ EHORBDPELATETC, EY
LFESGo7z]. 7T0BEBETCOZIOERIT [HITEE. MMFRLEZ] TKDb-
Wb,

=%# 5% Akira MIYOSHI (1933 ~2013)

WREFN, SHHSEMEE [FHET /- T—TF] TR, 4R STHEHIC(E
EIFAFUV RS, 19515, RALIBAAZ, EFPRIC (VF9) THASKIVI—
VUL, (E7/ EBERROLHDOBEXEH) TREHEIH,
19556, NUBERABZE, 7VU-IvISVEUAEY - AOD=
EVTSUICHIB. TV P17 1-ORELEI B, 195758
B, WAICESL1960F %%, Uk, BEDKSICAFERR. £—
TRNSPRREER. R, SEHEEEOBERELE, RE
SEE (LOATL) (3R (BHD FRMOREMETHY. 1995
£ 5FAEBHTEEMLE (EOME) (HoUR) (BORE)
(B - miEd) ERE. 1997 ~ Q9FICARS [EVK] Z{EM.
Flo. FUEPZX [KREOTV] (19796) OXBRBEELFH
TWB, BRZEASSE (1974 ~ 95), BR{LARER (1996
~2004) ZHODR. ZMERE. ULHHE.

5/8 A Series
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TALLY D51984F (&R FT) OBEORHEZIITLINICIEST,
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NERNAL DT,

(LIAIL)

(LZATLY OBFBICTZIO0EREIIPSI0OEICBERAXRNF LS,
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SENIHTz,

1972F3A15HDO R HEEZBE V- X EFFE R . HEEB (1903 ~79) &7
DEBXIOHTVOERIC [EHD. ThRENH. WOBDZEBLEIEHFS] &
BHREZ IS, ZEOFMRIICALZKBLHBLELZEL. BLTOEZERR
TEBRERELRDISINE. D T [T ZEL DD, BEINLN
TWDIEINESTzDh] E5%TE [BEHOIBIC, hiKLIEFEOEE
—REICHWIRO TW] ([FEFIEM] 1972FF %),

YT - BRE - MR A A EFBICIIFND @S/, EBICRWBTEL, 72
PXPE (GEREY (19794F) 2HENREILE R, ZBRIFOFE hgLi-#
£ [BEBHEVEAN] 2ROBHNCET VS, BBEEFhOMRIC [SESHE
CAW] EOFEZFZEIL [HIARLELDN»PBIETE] EIECP E-o
TLEZIIHFARFADERBLEMOHMB ST BIC, COBZOHAT R
EFDEFEAIADDDITEATIIH A,
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IZBRSE T %,

() (BR) ¥ [hboRdiz] Zofkir. ZEBEZNEBOHIE -
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Akira Miyoshi: Anti-War Trilogy
Mariko Okayama
(translated by Tadashi Mikajiri)

Akira Miyoshi (1933-2013)’s trilogy is based on his own experience during
the war. He completed Requiem, the first of the trilogy, in 1972. Let me follow his
earlier steps leading to the work.

The idea was conceived early. In 1957, when he returned to Japan after
studying in Paris, Haneda International Airport of Tokyo seemed totally black to
him, like ink-wash paintings. He imagined: “There are still white bones scattered
here and there. I will gather them, and make a grave myself, engrave an epitaph
and become the caretaker of the grave” (from Between the wavecrests - Dialogue
over the invisible by Akira Miyoshi and Mariko Okayama, 2006, Shunjusha).
However, Miyoshi, who was just back from Paris, was surrounded by compli-
ments on his refined talent, and his silent desire was “firmly sealed” in his mind.

Akira Miyoshi(1933~2013)

Born in Tokyo, Miyoshi joined “Children’s Piano
Group” of Jiyu Gakuen, when he was 3 years old. At the
age of 4, he started learning composition and violin with
Kozaburo Hirai. In 1951, he entered University of Tokyo,
where he majored in French literature. While at this school,
he won the 1st prize of composition with his Sonata in
the Music Competition of Japan, and his Sinfonia Concer-
tante for Piano and Orchestra was awarded Otaka Prize
by NHK Symphony Orchestra. Miyoshi moved to Conser-
vatoire de Paris in 1955 and studied with Henri Challan and Raymond Gallois-
Montbrun. He was also under the influence of Henri Dutilleux while in Paris. He
came back to University of Tokyo in 1957 and graduated in 1960. From then on,
he published large scale works almost every year, and left memorable ones in var-
ious genres, such as orchestral works, chamber works, songs, and choral works.

Anti-War Trilogy — Requiem, Psaume (Psalm) and Kyd-mon (Ripples of
sound) — represents his middle age creations. Since 1995, he wrote the tetralogy
of symphonic pieces in four consecutive years — Dispersion de L'Ete (Disper-
sion in the summer), Etoile a Echos (Echoing Star), Fruits de Brume (Fruit of the
mist) and Chanson Terminale - Effeuillage des Vagues (End song - Picking
of the waves). He also worked on other compositions such as the theme song
for the animated drama Anne of Green Gables (1979). From 1997 to 1999 he
worked on the opera Téi-Ho (Voile Lointaine). Miyoshi served as the President
of Toho Gakuen School of Music (1974-95), and then the President of Tokyo
Bunka Kaikan (1996-2004). He was chosen as a member of the Japan Art Acad-
emy, and was awarded the title of Person of Cultural Merit by Japanese govern-
ment, both of which are prestigious titles given to outstanding artists.
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Totsugu Musume ni (To my daughter leaving for marriage)

It was in Totsugu Musume ni (To my daughter leaving for marriage),
a choral suite composed five years later (1962, text by Toshiko Takada) that he
first touched on the subject. The third piece Tatakaino Hibi (Days of the War)
in the suite, has a passage: “Stop, please! - Mothers and their children kept cry-
ing in towns and villages all over the world, raising their hands to the sky which
smelled of scorching”. For the premiere of the suite, Miyoshi did not write any-
thing more than just referring to Toshiko Takada, who had a daughter leaving
for marriage, and to himself whose sister had married shortly before. However,
in 1974, he wrote “We share the war experience, and it gives dramatic depths to
the sentiments of this piece. I hope this work to be sung for generations in the re-
ality of life, whether in happiness or in unhappiness”. (From the distance to noth-
ingness by Akira Miyoshi, 1979, Hakusuisha).

In addition, when Totsugu Musume ni was revived, Miyoshi wrote: “There
is a story I put down for the first time”, and told his memory of his sister, who
was one year younger, and with whom he was brought up together in a pair. Just
before composing this work, Miyoshi (29 years old then) had a desire for suicide,
and traveled to Karuizawa. Without knowing his whereabouts, his sister sensed
where he was staying at, appeared there, and suggested to him to go to a hot
spring together. Coming back to Tokyo, he started working on Totsugu Musume
ni. “In the fifth piece, after repeating ‘Good bye’, a melody came up to my mind
for the words ‘her smile’ to be sung by men, and I could not hold my tears.”
When he was over 70 years old, this confession of his was concluded with an-
other note: “My sister passed away a few years ago”.

In the same year, he told about her on another occasion. While he evacu-
ated from bombarded Tokyo to rural Nagano, he was hungry and “stole an apple
but hid it from his sister and did not share it with her”. (Music Today, September
2004) The sister, whom he did not share the stolen apple, saved him from death.
His remorse, his “wound” (Miyoshi used this word) and his love started afflicting
him long before his narratives in the song: “My friend was killed by machine guns
while playing in the river. It was not me.” which appeared after his Requiem.

Ohson fuki (People did not come back) and
Odeko no koitsu (This thing on my forehead)

The next sprout of the idea was Ohson fuki (People did not come back)
(1970, text by Tatsuji Miyoshi) for men’s choir. The image of a person who did
not come back, reminded Miyoshi of a mother on the quay, waiting for her son
who was detained in Siberia by the Soviet Union. (The press frequently took up
such mothers.) He quietly started ringing the hand-bells for his pilgrimage of the
trilogy which was to last twelve years from Requiem (1972) to Ky6-mon (1984).
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The subjects of the following work, Odeko no koitsu (This thing on my
forehead) (1971, text by Taizo Horal), a choral suite for children, are starving
children in war-afflicted Biafra (mid-west Africa). Already in this work, the figure
of Requiem is clearly visible. “Why — It was I who killed them. I did it!” — this
cry in Odeko no koitsu gushes into Juro Miyoshi’s groan “But, I am killing.” (Re-
quiem, Chapter I)

Requiem

In the background of Requiem lies the darkness that was overcasting the
world, such as Vietnam War, which lasted over 10 years from mid-1960s, and
the African famine of 1970s. Memory of the War revives. I, who was a child then;
the ink-wash world I saw at Haneda... He vomited all that had been firmly sealed
in him like clogged blood. After 27 years (from the end of World War II in 1945
to Requiem in 1972), he started expressly asking “Why?” - questions of unrea-
sonable deaths. The gravestone he placed rent the skies with choral agony and
shouts, alongside the beatings of strings, brass, winds and percussion.

When the literary critic Kenzo Nakajima (1903-79) heard the premiere
on March 15, 1972, he was shocked by the extreme change in the composer’s
sound, and wrote “It’s different, so different, different from Miyoshi I have
known” , because the world of Miyoshi’s sound had always possessed serene
beauty, and had never violated the ears even at the climax. However, Nakajima
nodded before long, understanding that “This was the real Miyoshi, and it was
this that has been concealed deep underneath” , and then he “silently started
singing to the music.” (Arts Quartery, 1972 summer edition.).

Nakajima, who lived through pre-war, war itself and post-war periods, was
able to understand Miyoshi and was able to sing together, but he was not to live
till the next work Psaume (Psalm) (1979), and Miyoshi dedicated his book From
the distance to nothingness which he published in the same year to Nakajima’s
tomb. The generation born after the war criticized the work: “We cannot hear the
words” , and Miyoshi replied: “You should be able to understand it even if you
don’t hear the words.” In a sense, it is natural for us, who do not know machine-
gun firing, nor incendiary bombs, evacuation in the country side or the starving
there, to be unable to swallow up the chaos as it is presented.

Psaume (Psalm)

The last verse of the Requiem, “The life, the mortal, is dying in the dusk”
(Responsory in the Dusk by Sakon Soh (1919-2006)), then leads in turn to Psau-
me (Psalm) seven years later in 1979, with texts from Soh’s collection of poems
Jomon (1978, Shichosha). The friendship with Soh lasted more than 30 years and
brought out Rainbow and Apples for female choir and piano in 2003 (apples re-
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mind us of Miyoshi’s sister). Soh became Miyoshi’s indispensable accompanists of
life.

In the night of the Bombing of Tokyo in 1945, while Soh was running
around to escape from the savage fires, he let off his mother’s hand, who died
right in front of himself. His words thus rubs against Miyoshi’s wounds, and the
resulting sound is fierce. Miyoshi, who heard the voices of the dead in Requiem,
calls out now to the living as the one who survived the war in Psaume, but his
voice is his pain gushing out — the pain which was piercing the one who was
made to survive. Momentarily, however, there appears a gentle flow of the

strings, followed by “Hana Ichi-monme (A flower — a girl worth five grams of
silver)” (a children’s rhyme, where two rows of kids call to each other). The wave
then leads to “Rocking and being rocked together” — the contrast between the

living and the dead. The refrain in the final chapter “Ichi-monme (five grams)”
transforms into the light, and vapors into the atmosphere.

Kyé-mon (Ripples of sound)

The echoing phrase “Five grams of moon, in search of Sho” at the end of
Psaume directly flows into the sound of Kyé-mon (Ripples of sound) (1984).
The quiet singing of “Kagome, kagome ( “Those who are caught in the cage” ,
a children’s rhyme)” is crushed by a striking noise. When the previous work re-
ciprocated between the earth and the world of the dead, it was natural that the
following work starts with “Kagome, kagome” , a song-play where children form
a circle — a linkage, to link this world to the other. We hear Miyoshi’s prayer.
He wrote: “I want children to live on, at least the children who play in a circle,
guessing who is sitting right behind you. Can’t I somehow capture the ears in the
circle? — the ears listening to the questioning song? Can'’t the living and the dead
step into the circle hand-in-hand?” After asking: “In the evening after the dawn,
what does the bone in the wind look at?”, the voice returns to the original rhyme:
“Who is sitting right behind you?” It then quietly melts into darkness.

Why did Miyoshi use children’s rhymes for Psaume and Kyé-mon? He said
they represent what his mother’s hometown, Narai (now a district in Shiojiri, Na-
gano) was like. Within these works, we hear refrains of the song in the village’s
summer dance, calling out to the mountain “Kiso-no nah” . “They resonate with
children’s rhymes, of the children coming home to their mothers” (Between the
wavecrests).

The day — August 6
Miyoshi revealed later in his life, that he conceived the idea of climbing the

ascent of the trilogy when he wrote Requiem.
However, his pilgrimage did not end there. The next journey starts from
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Dispersion de L'Ete (Dispersion in the summer) (1995) based on day of the
atomic bomb, to the tetralogy of symphonic pieces in four consecutive years —
Dispersion de L'Ete, Etoile a Echos (Echoing Star), Fruits de Brume (Fruit of the
mist) and Chanson Terminale - Effeuillage des Vagues (End song - Picking of the
waves) — and then continues till his last work The day — August 6 for mixed
choir and piano (2007, text by Shuntaro Tanigawa). It was closed by the serene
chorale of “My only choice is to believe that joy can sprout even in the soils of
wrath, pain and sorrow.”

Miyoshi said with a smile: “I asked myself: “Will all the living people come
to the epitaph of Requiem?’ Their response was: ‘Who cares!” ” This was as late
as 2005. It makes you feel how long and gravely his feelings stayed with him, and
what he felt after recognizing how little they were understood. “When will Miyoshi
stop circling around the epitaph?” We continued to hear such criticism even till
his last work The day — August 6. Around the time of the Requiem, the works
depicting the wartime were limited to Hikaru Hayashi (1931-2012)’s The Finished
Scenes From Hiroshima (1971-2001, text by Tamiki Hara) and Tkuma Dan (1924-
2001)’s Hikarigoke (Luminous Moss) (1972, words arranged from a novel by Tai-
jun Takeda). Wartime works are rare in the following decades, too.

By the way, this trilogy was also a part of the journey of From distance to
nothingness. He described it as a return from “Ko” — meaning “arc” — to “Mu”
— meaning “nothingness” , but I would rather say it was a passage from another
“Ko” — isolation, individual or ego, representing Western Europe — to “Mu” —
nothingness, representing Japan. What Miyoshi resounds in his opera T6i-Ho
(Voile Lointaine) (1999, libretto by Mutsuro Takahashi) is a numbering song
“Hitotsu toya (count one)” and “Anmenzensu Santa Maria (Amen, Deus, Santa
Maria)” . Miyoshi pursued the halos shining out of these songs.

I know there is criticism against relating the artist’s personal experience to
his works, but here is Miyoshi, with his sounds, who could not create them with-
out such experience. It is 75 years after the World War II ended. While technol-
ogy and economy were always given priority during this period, the world is still
torn by segregation and intolerance under unilateral nationalism. People’ s hearts
are devoured by the loud cries of “War” and “Emergency”, which are easily in-
duced by the novel coronavirus. Under such circumstances in the world, how do
we hear these three works?
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Miyoshi:
Requiem for Mixed Chorus and Orchestra (1972)

The text contains excerpts from Anthology of Japanese Anti-War Poetry
(1969, Taihei Shuppansha) (#1-5, 7-9; Numbers are those put on the song text),
and from Wills of the members of Kamikaze Special Attack Unit (1971, Best-
sellers) (#6), and Antiwar Responsories by Sakon Soh (#10). The work consists
of three chapters, and is played through without a break. It starts with “Who
wants to hide like rats in gutters?”, and the words were tossed around by the yell-
ing orchestra, raising fragmentary flames.

“Various colors mix together, and it can only be seen as one color. Neither
the title nor the text will explain it. — Therefore, please forget the title and words,
so that the colors can resume their hues in your mind on their own.” (Miyoshi’s
own words from the program note for the premiere.)

Even if the words are indiscernible, it is fine so far as the resonance, touch
and texture are felt by the audience. “Please eat this” (Chapter III, #8) is some-
thing you should be able to hear by the words themselves, but “I planted it in
that soil” (in the same song) is something which the listener should find its place
by imagination. Miyoshi had a clear distinction between these phrases. The
flerceness of this Chapter III is so overwhelming, that you may want to close your
ears. Even the Responsory in the dusk at the end expires in the reverberation of it.

Chapter II, #6 comes from the wills of five Kamikaze members. When they
call out “Father, Mother, Toki, Kei, sister Fusa”, the names, the faces, and the
figures are individual beings that cannot be replaced by others. It is a prelude to
“Hana Ichi-monme” of the next work Psaume, where the voice calls to individual
names, starting from “Kei-chan”.

Deaths in war are not accumulations of faceless dying people. Each one of
them had his own family, his own love, and his own life. It was the violation and
elimination of such individuality that are expressed in the fierce resonance of the
Chapter.

Composed: 1971-72

Premiere: March 15, 1972, at Tokyo Bunka Kaikan
NHK Symphony Orchestra, Japan Chorus Union
Conductor: Hiroyuki Iwaki
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Miyoshi:
Psaume for Mixed Chorus and Orchestra (1979)

I At the beginning of the beginning — Clouds

I Beginning without beginning — Celestial bodies

Il Beginning with beginning — Twilight at sunset

IV Beginning without end — Human figure

V Middle of middle — Dance in the waterfall basin

VI End with beginning — Red sky at sunset

VI Of the beginning and the end — Clouds in the mirror
VI End without end — Graves of waves
(VI Of the beginning and the end — Clouds in the mirror)

Psaume (Psalm) consists of eight chapters above. (At the end of the work,
Chapter VII is repeated as the refrain, while getting transformed as it progresses.)
The texts were adopted from Sakon Soh’s collection of poems Jomon, and ar-
ranged by the composer.

At the beginning, with the words “If you had not been killed, my clouds,
there would not have been such civilization as Jomon”, an ominous utterance
bursts out with the orchestra. At times it becomes a shout or a narration without
pitch. The words are frequently chopped down by the percussion. When the
strings play melodies in Chapter III, the words of the chorus: “waves of flower
petals” bring a momentary calm, but you will then be shattered to pieces by the
fierce sound-world, from the time of the percussion’s invasion till the words: “You
died, we lived” in Chapter V: Dance in the waterfall basin.

Miyoshi calls “Hana Ichi-monme (A flower — a girl worth 5 grams of sil-
ver)” in Chapter VII a ritual drawing to choose whom to sacrifice, because this
rhyme originates from child trafficking. The music does not loosen the conflict un-
til serene harmony shines in at Chapter VIII. With the long-lasting crescendo, the
words are repeated in contrast: “Rocking and being rocked together”, “Crushing
and being crushed together”, “Melting and being melted together”, “Illuminating
and being illuminated together”. From there emerges the original tune of “Hana
Ichi-monme” quietly. It points out at the song “Kagome, kagome” in the third of
the trilogy Ky6-mon.

In the notes of the collection Jomon, Soh wrote “I don’t want to call them
the dead. Because they were killed, they have come to be living beings in me.
And I am one of those who killed them. How can I be allowed to pray their spir-
its to rest?” Soh and Miyoshi have this as a common starting point.

Let me add. In Chapter IV of Soh’s collection, there is a poem Sacrifice
which Miyoshi did not set to music. It ends: “A brother and his younger sister are
pinched at both ends of a rope; the boy beneath the water, and the girl at the
peak of the mountain.”
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Composed: 1978-79

Premiere: October 16, 1979 at Tokyo Bunka Kaikan
Tokyo Metropolitan Symphony Orchestra, Japan Chorus Union
Conductor: Ken’ichiro Kobayashi

Miyoshi:
Ky&-mon for Children’s Chorus and Orchestra (1984)

In early summer of 1982, Akira Miyoshi told Sakon Soh in a car “What
come into my ear nowadays are only children’s rthymes like ‘Kagome, kagome’ ”.
Soh introduced him later to another Kagome — Oni Asobi song (a song play in
a circle, to guess who is right behind you) from Bunsei period (1818-30). Miyo-
shi then finds the voice of Kyé-mon (Ripples of sound) in the song “Tsuppe-eru
Kagome (Kagome falling into the mud)”. Ky6-mon is shorter than the two previ-
ous works in the trilogy, and the general tone was that which exchanges between
children’s voices and orchestra.

At the beginning, when you are attentively listening to children’s chorus,
the orchestra sharply charges in, but there is no violent threat. Children’s voices
gradually form layers and then ripples, finally waves to splash out. The swinging
movement we heard in “Rocking and being rocked together” in Psaume repeats
here in the singing, forms a loose ring, and then rises upwards in helical circles.
Although it is interrupted again and again by the striking noises, the singing voice
of “Kagome, kagome”, stands up again and again from the bottom of silence.

“Bones in the wind”, “Bones in the wave”, “Bones in the cloud”, “Bones in
the rainbow”. Miyoshi and Soh keep gathering the bones scattered in the ink-
wash world, keep praying, and then look up to the light — the fragment of the
beautiful moon that showers on them from the back “right behind them”.

Composed: 1982-84

Premiere: June 23, 1984 at Tokyo Bunka Kaikan
Tokyo Philharmoic Orchestra
Tokyo Broadcasting Children’s Chorus Group
Conductor: Tadaaki Otaka
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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kinste Ber-
lin. After winning the 1st prize at Karajan International Conducting Competition in 1973, he
has appeared with Berliner Philharmoniker, Wiener Philharmoniker, Symphonieorchester des
Bayerischen Rundfunks, Orchestre philharmonique de Radio France, Chicago Symphony, Bos-
ton Symphony, and Orchestre symphonique de Montréal, among others. Currently, he serves
as Honorary Conductor for Life of TMSO, Music Director of Kyushu Symphony, Music Director
of Nagoya Philharmonic, and Special Guest Conductor of Kanagawa Philharmonic.
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Beethoven: Symphony No.1 in C major, op.21

I Adagio molto - Allegro con brio
I Andante cantabile con moto

I Menuetto: Allegro molto e vivace
V. Adagio - Allegro molto e vivace

{R&8 / Intermission (20 %)
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Dvoréak: Symphony No.9 in E minor, 0p.95, "From the New World"

[ Adagio - Allegro molto
I Largo

I Scherzo: Molto vivace
IV Allegro con fuoco
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Program notes by Robert Markow

Beethoven:
Symphony No.1 in C major, op.21

I Adagio molto - Allegro con brio
I Andante cantabile con moto

I Menuetto: Allegro molto e vivace
IV Adagio - Allegro molto e vivace

Ludwig van Beethoven: Born in Bonn, December 16, 1770; died in Vienna, March
26, 1827

The year 1800 was a significant one in many ways. Aside from opening a
new century, it was the year Beethoven brought out his First Symphony, a land-
mark event that not only initiated the great canon of nine from this composer,
but was to have repercussions on the genre that reverberated across the span
of the entire century: larger formal dimensions, an expanded time frame, bolder
and more sophisticated harmonic adventures, increased emotional intensity, and
an emphatic sense of force and aggressiveness. Not every one of these qualities
evinced themselves in Beethoven’s first effort, but, as Basil Lam notes, as a col-
lective entity, these works “achieve a supremacy in the genre as beyond question
as that of Shakespeare’s plays in drama.”

The first great symphony of the nineteenth century did not arrive without
a difficult birth. “Confused explosions,” “barbarous dissonances,” “
the musical art” and “a caricature of Haydn pushed to absurdity” were some of
the criticisms hurled at it. Nevertheless, they did nothing to diminish Beethoven’
s reputation. By this time he had already been living in Vienna for eight years,
was lionized as a keyboard virtuoso and improviser, and was much in demand
as a teacher. Furthermore, he had amassed by now a considerable catalogue of
works that included two piano concertos, six string quartets, ten piano sonatas,
two cello sonatas, three violin sonatas and five string trios. Commissions for more
works were pouring in. It was time to tackle the symphony.

Beethoven was twenty nine when his First Symphony was given its pre-
miere, but ideas had been brewing for a long time before that, possibly as far
back as 1785 when he was still in his teens. More definite evidence is found in
the sketchbooks from the winter of 1794-95, but we do not know exactly when
work actually commenced on the work posterity knows. In view of the date of
the premiere (early 1800), 1799 is the probable year when most of the symphony
was written.

If Beethoven’s First Symphony sounds tame compared to some of his later
creations, we must remember to place it in the context of its time. The ambigu-
ous, “off-key” opening was surely an affront to eighteenth-century sensibilities.

a danger to
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For a work ostensibly in C major to begin with a chord twice removed from the
home key (the dominant seventh of the sub-dominant, for the technical- minded),
this opening sounded like a composer in open revolt. In fact, there is not a single
C major chord in the entire slow introduction! The finale too begins with a slow
introduction; it delivers a different kind of surprise. Here the harmony is “only”
once removed from the home key. Following a stentorian unison G for full or-
chestra, violins tentatively creep up the G major scale, adding a note at a time,
trying to get off the ground before the Allegro suddenly takes off in high spirits.
The joke is so absurd that some early conductors omitted the introduction alto-
gether, lest the audience laugh.

Another element that surely startled, amused, or just plain annoyed
early audiences was the title of third movement, which Beethoven called a min-
uet, but which sounded like anything but. The dynamic, pounding, rapid triplet
rhythm was eminently undanceable, at least as a “minuet” — that courtly, el-
egant dance of aristocratic rococo ballrooms. We recognize it today as the first of
the scherzos that were to find their way into every Beethoven symphony (either
in name or in spirit) except the Eighth, and into those by so many other compos-
ers throughout the century.

Dvorak:
Symphony No.9 in E minor, op.95,
"From the New World"

I Adagio - Allegro molto
I Largo

Il Scherzo: Molto vivace
IV Allegro con fuoco

Antonin Dvofdk: Born in Mihlhausen, Bohemia (today Nelahozeves, Czech
Republic), September 8, 1841; died in Prague, May 1, 1904

Dvorék’s Symphony No. 9, the “New World Symphony” to most listeners,
received its world premiere in New York’s Carnegie Hall on December 16, 1893.
Although the “New World” Symphony was written in the New World, it is not
specifically about the New World. True, there are themes that could be con-
strued as being “authentic” songs of the American Indians or African-Americans,
but in fact, as in Dvordk’s Slavonic works, he did not actually quote directly from
folksong but rather composed his own based on study of the source material.

One “New World” aspect of this symphony is the role played by Longfel-
low’s epic poem The Song of Hiawatha, which Dvotfak had read in Czech trans-
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lation some thirty years earlier. He re-read the poem in America and claimed that
the scene of Minnehaha’s funeral in the forest inspired the Largo movement of
his symphony, while the Indians’ Dance was responsible for the Scherzo. Dvorak
actually visited Hiawatha’s land (Iowa and southern Minnesota), but the sympho-
ny was essentially complete by this time, so whatever influence Hiawatha had on
him was purely literary, not geographical. Finally, it is worth noting that America
was celebrating in 1892 (the year Dvotfék arrived in America) the four hundredth
anniversary of Columbus’ discovery of the New World.

From the New World alone of Dvofak’s nine symphonies opens with a
slow introduction. Within the space of just 23 measures, the composer incorpo-
rates moods of melancholic dreaming and tense foreboding, startling eruptions
and a surging melodic line. The main Allegro section is launched by horns in an
arpeggiated fanfare motif in E minor, a motif that will reappear in all remaining
movements as well. Several additional themes follow.

The Largo contains one of the most famous themes in all classical music.
Many listeners know it as the song “Goin’ home,” but Dvotdk did not borrow the
theme from a spiritual; it is his own, and the words were superimposed after the
symphony was written by one of his students, William Arms Fisher. Although
Dvordk himself claimed the movement was inspired by a passage from Longfel-
low’s poem, Otakar Sourek (himself a Czech), believes the listener is equally en-
titled to imagine instead Dvordk longing for his homeland: “the melancholy, wide
expanses of the South Bohemian countryside, of his garden at Vysoka, of the
deep solemn sighing of the pine forests, and the broad, fragrant fields.”

The Scherzo is one of the most energetic and exhilarating movements
Dvordk ever wrote, and borders on the virtuosic as well for the dazzling orches-
tral display it entails. The contrasting Trio section is a charming rustic dance
introduced by the woodwind choir and set to the lilting long-short-long rhythm of
which Schubert was so fond.

The finale too contains its share of melodic fecundity and inventiveness.
The development section develops not only material from this movement but
from the three previous ones as well, especially the main theme of the Largo,
which is fragmented and tossed about with almost reckless abandon. The grand
climax of the long coda brings back the chordal sequence that opened the Largo,
but now painted in broad, majestic strokes in the full brass and woodwind sec-
tions. The final chord is a surprise — not a predictably stentorian chord played
fortissimo by the full orchestra, but a lovely, warm sonority of winds alone, a
sound that lingers gently on the ears.

Robert Markow’s musical career began as a horn player in the Montreal Symphony
Orchestra. He now writes program notes for orchestras and concert organizations in
the USA, Canada, and several countries in Asia. As a journalist he covers the music
scenes across North America, Europe, and Asian countries, especially Japan. At
Montreal's McGill University he lectured on music for over 25 years.
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