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Abstract 

The focus of this dissertation is the investigation of the earliest Western influences on Kōjō no 

Tsuki (Moon over the Castle) the composition of Japanese composer Rentaro Taki. Kōjō no 

Tsuki is an example of an early Japanese Art Song known as Kakyoku composed during Meiji 

Era Japan (1868 - 1912). 

The dissertation is divided into four chapters with an introduction. Chapter One explores the 

historical background of the Meiji Era Japan, highlighting the major impact of the signing of the 

treaty between the United States of America and Japan in 1853. This treaty effectively opened 

Japan to the West, not only for trade, but for exchange of social, political and cultural ideas. The 

resulting evolution that occurred in Japan from feudal society to one of early twentieth century is 

illustrated by reference to articles and writings of the Meiji Era. 

The second chapter examines the Japanese Art Song form Kakyoku using the example of Rentarō 

Taki’s song, Kōjō no Tsuki. This chapter presents an argument to illustrate, from an 

anthropological viewpoint, why this new form of Japanese Art Song could have its own identity 

based on Western ideas and not be categorised as a Japanese Folk Song known as Minʹyō or Shin 

Minyō. Chapter Three outlines the impact of the personal history of the composers, Rentarō Taki 

and Yamada Kōsaku on the Song Kōjō no Tsuki. Included in this investigation is an examination 

of similarities in the two Japanese composers’ upbringing and their studies of Western music, 

highlighting Western influences that may have affected their composing styles. On the basis of 

this research it can be concluded that two of the three main Western influences of the Meiji Era 

Japan: School and Military, were present to a degree in the early lives of both composers. These 

influences, coupled with their study in Europe, consequently influenced this early Art Song 

composition Kōjō no Tsuki. 

Chapter Four assesses the song from an analytical perspective. A detailed analysis of Rentarō 

Taki’s song is compared with the arrangement of the same song by Yamada Kōsaku, a prolific 

composer of Japanese Art Song during and following Meiji Era Japan. The specific study and 

analysis of this chapter demonstrates how Rentarō Taki’s Song Kōjō no Tsuki set a precedent for 

future Western style Japanese Art Song compositions in post Meiji Era Japan. 
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Glossary 

This Glossary is a compendium of facts and historical figures derived from sources listed in the 

Bibliography. 

Term Definition 

biwa Japanese pear shaped lute with 4 strings, used in narrative storytelling. 

Bunraku 

 

 

 

Traditional Japanese puppet theatre. Began as a form of popular 

entertainment for the commoners during Edo period (1603 - 1868), in 

Osaka, and evolved into artistic theatre in the late seventeenth century. 

Accompanied by the Shamisen. 

Doi, Bansui Bansui Doi’s name was originally Tsuchii Rinkichi. He was born in Sendai, 

Miyagi Prefecture Japan in 1871 and died in 1952. He studied English 

Literature at the Imperial University of Tokyo. He was the editorial staff of 

the college magazine Teikoku Bungaku, or Imperial Literature where he 

published some of his own poems. Whilst at the Imperial University of 

Tokyo, he learned from Lafcadio Hearn. After he graduated from the 

University, he taught English as a Professor of the Second Higher Middle 

School in Sendai. He translated many literary works into Japanese, 

including Homer's The Iliad and The Odyssey (translated directly from 

Greek), which are regarded as his greatest translations. He also wrote many 

poems and made an epoch to Japanese modern poetry with Shimazaki 

Tōson including Kōjō no Tsuki (Moon Over the Ruined Castle). In 1934, he 

changed his surname to Doi because his name written in Chinese characters 

was often mis-pronounced. 

Dōyō Children’s songs containing appropriate material with a moral message, a 

focus on animals or insects or other children’s pleasures. 

Eckert, Franz Appointed instructor to the Japanese Navy Band in 1879. From 1883 - 1886, 

he was music consultant to the Japanese Ministry of Education and in 1888, 

he became full-time instructor of the Musical Department of the Imperial 

Household. He arranged the final arrangement of Kimi ga Yo, Japan’s 

National Anthem and he also wrote various articles on Japanese music. 
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gakabue Type of Japanese traditional flute. 

gunka Japanese military band music. 

hichiriki A double reed Japanese oboe.  

Isawa, Shuji 

 

 

 

Born in 1851, died in 1917. He was educated in America at Bridgewater 

Normal School and at Harvard University. He worked for the Ministry of 

Education, Japan and collaborated with American composer Luther Whiting 

Mason to establish the first public school song textbooks used in Japanese 

schools. 

Kabuki 

 

Traditional Japanese theatre with roots tracing back to Edo period. One of 

Japan’s three major classical theatres along with the Nōh and Bunraku. 

Kakyoku Vocal work. Ka means song or to sing; Kyoku means a piece of music. 

Kanazawa, Masakata Professor Emeritus, theorist and composer. 

Koizumi, Fumio Ethnomusicologist and Professor born 1927, died 1983. 

komabue A transverse flute with six finger holes, constructed of bamboo and used in 

traditional Japanese court music. 

kotsuzumi A small Japanese drum. Related to the larger tszumi drum. Wooden body 

shaped like an hourglass. It has two drum heads that can be squeezed or 

released to raise or lower the pitch. Usually the traditional instrument played 

in Kabuki and Nōh theatre. Played on the shoulder. It is also used to 

accompany Min’yō. 

koto A traditional Japanese stringed musical instrument with Asian cousins from 

China, Mongolia, Korea, and Vietnam. It is the national instrument of Japan. 

Made from Kiri wood, it consists of 13 strings that are strung over 13 

movable bridges to adjust the pitch. Players use three finger picks to pluck 

the strings. 

Mason, Luther W. Born 1828, died 1896. He was a developer of the methodology for American 

public school music. He influenced the course of children’s music in the 

Meiji Era Japan and assisted the plan of Shuji Isawa for the Westernisation 

of music education. He gave Western harmonisations to Japanese pieces. 

Minʹyō Japanese form of Folk Song. 

Nōh Classic Japanese dance-drama having a heroic theme, a chorus and highly 
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stylised action, costuming and scenery. Originated in fourteenth century. It 

was made the official ceremonial art form by Shogunate during the 

Tokugawa period (1603 - 1867). Accompanied by Hayashi players which 

consist of four instrumentalists playing the flute (fue), Shoulder drum 

(Kotsuzumi), Hip drum (Otsuzumi), and, Stick drum (Taiko). 

nōh kan Traditional transverse bamboo flute used for Nōh theatre. 

Occidental Term used in the Meiji Era referring to non-Asian or Caucasian people. 

Oriental Term used in the Meiji Era referring to what is now known as Asian people. 

otsuzumi Known as the ōkawa, it is an hourglass-shaped drum related to the larger 

tsuzumi. Played on the side of the musician (hip) and is struck with the 

players bare hands. 

Rōkyoku Also known as naniwa bushi. A traditional Japanese narrative art 

accompanied by the Shamisen and perfected at the beginning of the Meiji 

era. Very popular in the first half of the twentieth century. 

Romantic Era Artistic, literary and intellectual movement originating in Europe from 

approximately 1815 - 1910. Most obvious in visual arts, music and 

literature. 

ryuteki A type of Japanese flute held vertically with the range of a piccolo. 

shakuhachi flute A Japanese bamboo flute held vertically. 

shamisen A banjo like lute with three strings. Brought to Japan from China in the 

sixteenth century. The strings are of different thickness and plucked or 

struck with a tortoise shell pick. 

shinobue A bamboo transverse flute. The flute is held to the side and the player blows 

into the side of the instrument. 

Shin Minʹyō Type of Japanese Folk Song composed after 1912. 

Shogaku  

Shokashu Shohen 

A collection of elementary school songs, published by the Ministry of 

Education in 1881. Songs taught were mostly popular tunes and Folk Songs 

of Western countries combined with Japanese poems. Also referred to in the 

abbreviated form of shoka. 
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taiko drum Taiko means fat drum although a vast array of shapes and sizes may be 

found. Its origin has been dated from the sixth or seventh century. As the 

first instruments in Japan were percussion it possibly could have been used 

more than 2000 years ago. 

Taishō Era Period in Japanese history dating from 1912 - 1926. Reign of Crown Prince 

Yoshihito (Emperor Taishō). 

Taki, Rentarō Japanese composer of the Meiji Era Japan, born Tokyo 1879, died Oita 

1903. Most famous composition is the Japanese song Kōjō no Tsuki set to 

the lyrics of Japanese composer Bansui Doi. 

Yamada, Kōsaku Japanese composer born 1886, died 1965. Composed some 1,600 works. 

Most famous for his Art Songs. 
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INTRODUCTION 

For thousands of years, the island country of Japan developed its traditions, customs, and culture 

in relative isolation from the influence of the massive continents on the other side of the Pacific 

Ocean. 

The Meiji Era (1868 - 1912) brought unprecedented contact with Western cultures,
1
 in particular 

that of the United States of America. This research examines the differences between Western 

European and Japanese music styles, in order to understand how the enmeshing of two vastly 

different musical cultures created a new form of Art Song based on Western musical styles and 

Japanese indigenous music. The song, Kōjō no Tsuki (Moon over the Castle) by Rentarō Taki 

and the later arrangement of it by Yamada Kōsaku form the basis of this study. The key 

questions this thesis will address are: 

1. What factors historically have contributed to the development of Western Influenced 

Japanese Art Song (Kakyoku)? 

2. What aspects clearly define the song Kōjo no Tsuki as a Japanese Art Song (Kakyoku) 

and not Folk Song or other type of song? 

3. What were the specific Western Influences on the Japanese composers Rentarō Taki and 

Yamada Kōsaku and how were these influences reflected in the song Kōjo no Tsuki? 

Need for the Research 

The literature search yielded little evidence of prior research into the differences between pre-

Meiji Japanese Min΄yō (Folk Songs) and the Meiji Era Japanese Art Songs. Other researchers 

have provided information about the backgrounds of the composers Rentarō Taki and Yamada 

Kōsaku and have analysed their musical compositions, but have not conducted research into the 

earliest influences of Western music on these compositions.  

No research has clearly defined Rentarō Taki’s composition Kōjō no Tsuki as an example of 

early Western influenced Japanese Art Song. In addition, there has been no study on why this 

song can be viewed as a unique form and as a shoka (school song) or Minʹyō (Folk Song). There 

has been no reference to, analysis of, or comparison between the original Rentarō Taki 

                                                 
1
 The terms “Western,” “Western cultures” and “West” in this thesis refer firstly to the United States of 

America, and then the European nations of Germany, Holland, Russia, England and France. 
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composition and the Yamada Kōsaku arrangement of the same song.  

Methodology 

Research has been undertaken from three perspectives. The first is historical, the second 

analytical and the third examines the interplay between the two. 

The historical approach identifies factors that indicate the earliest presence of the West in Japan, 

and how these influenced Japan culturally, economically, socially and structurally during the 

Meiji Era (1868 - 1912). The opinions and impressions held by Occidentals in regard to Oriental
2
 

culture are considered. An examination of major Western influences: school and military, 

including an important musical collaboration between two men – Japanese, Shuji Isawa,
3
 and 

American, Luther Whiting Mason
4
 yield important data. Information is drawn from articles, 

narratives, journal entries, books and musical literature, as well from a cross-section of 

disciplines, including anthropology, psychology, education, religion, politics, and sociology.  

The analytical perspective refers to scores and manuscripts to collect evidence of acculturation 

with specific reference to Rentarō Taki’s Art Song Kōjō no Tsuki. The analysis identifies 

elements of tone, style, melody, harmony, and rhythm from the musical traditions of the West 

and of Japan and demonstrates the earliest influence of the Western tradition upon that of Japan. 

The historical and analytical perspectives compare the Art Song Kōjō no Tsuki (Moon over the 

Castle) for solo voice by Rentarō Taki (1868 - 1912) with the arrangement for voice and piano 

accompaniment of the same song by Yamada Kōsaku (1886 - 1965). The song in both forms is 

used to illustrate the probable impact of the West on the compositions of these men. This 

comparison includes an examination of similarities in the upbringing of these two composers and 

the nature of their exposure to the impact of the West through their musical studies outside of 

Japan.  

  

                                                 
2
 Refer to the Glossary for definition of the terms “Occidental” and “Oriental” in Meiji Era Japan. 

3
 Refer to the Glossary for information regarding Shuji Isawa. 

4
 Refer to the Glossary for information regarding Luther Whiting Mason. 
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Musical Background  

During the nationalistic Tokugawa Shogunate Era (c. 1600 - 1868) that immediately preceded 

the Meiji Era, Japan remained relatively isolated from the rest of the world (with the exception of 

the nearby Asian countries of China and Korea). This nationalistic theme was echoed in Japanese 

indigenous ideas and ethics and reflected in their musical compositions.  

The song forms familiar to the Japanese prior to the Meiji Era Japan included the songs of the 

Nōh and Rōkyoku theatre and the Minʹyō. These song forms used traditional Japanese notation, 

rhythms and instruments for accompaniment such as the stringed shamisen, koto, and biwa; the 

shinobue, gakabue, komabue, ryuteki, nōh kan, hichiriki and shakuhachi flutes; and, kotsuzumi, 

otsuzumi and taiko drums.
5
 The lyrics of these well-known songs portrayed indigenous 

storylines.  

Westernisation introduced new concepts in melody, harmony, notation, rhythm and structure. A 

new instrument, the piano, was introduced as the chief instrument to accompany the Westernised 

songs. The new form of Japanese Art Song, the Kakyoku, could be considered the Japanese 

“cousin” of the German Lieder or the French Art Song. However, while the emerging Japanese 

Art Songs were based on music that was influenced by the West, the poetry and the emotion 

continued to remain indigenous Japanese.  

Early Western Influence on Japanese Song 

A large proportion of the Western influence from this era can be attributed to three distinct 

genres of songs: 

1. Hymns brought by the missionaries of the church, both Protestant and Catholic; 

2. Military marches, including music with chiefly French and German influence;
6
  

3. Education.  

                                                 
5
 These instruments are some of the main ones used for accompanying narrative theatre in pre-Meiji Era 

Japan. Others are not mentioned because they did not specifically accompany voice. As well as 

accompanying the narrative theatre, the types of drums mentioned accompanied the Minʹyō (Japanese 

Folk Song). Refer to the Glossary for detailed definitions of the individual instruments. 
6
 The main influence during the Meiji Era Japan on Military music was the German musician and 

educator living in Japan at the time, Franz Eckert. Refer to the Glossary for further information on Franz 

Eckert. 
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The emphasis for this thesis will be specifically two of the three main Western influences: 

military and education. These appear to be the earliest influences on Rentarō Taki’s song Kōjō 

no Tsuki. 

In relation to the songs for education, music was compulsorily included in the curricula of the 

Meiji Government’s Order of Education of 1872 that dictated two different schooling systems. 

One system was based on a Dutch and the other on a French educational model. Both systems 

had flaws. According to Ury Eppstein, singing was emphasised despite the lack of available 

instructors and suitable teaching materials. Neither system had been examined in depth before it 

was accepted into the curriculum (Eppstein 1925a, 19). 

The collaboration of two men, Shuji Isawa
7
 and Luther Whiting Mason,

8
 played an important 

role in moulding and changing the music education system in the Meiji Era. The partnership of 

these two men resulted in an exchange of knowledge and culture as well as in the introduction of 

Western music notation to Japanese school children through the teaching of Western style songs, 

compiled into school songbooks. These school songbooks were based on European and 

American tunes and adapted to fit the Japanese words. They became an integral part of the 

Japanese education system and filtered into the wider community.  

The education songs, according to Shuji Isawa once they were finished, were harmonised to 

retain the natural beauty of Japanese music according to modern music
9
 and making it equal with 

European music. They were tested in schools to which Luther Whiting Mason was attached. In 

1881, when the first publication of the collaboration, Shogaku Shokashu Shohen (first collection 

of songs for elementary schools) was launched, of the thirty three songs, half were Western 

melodies
10

 and half were composed by Luther Whiting Mason and “various” Japanese.
11

 The 

                                                 
7
 Shuji Isawa (1851 - 1917). Refer to the Glossary for further information. 

8
 Luther Whiting Mason (1828 - 1896). Refer to the Glossary for further information. 

9
 The term “modern music” in this instance refers to that of the mid-nineteenth century.  

10
 These Shogaku Shokashu Shohen had melodies based on well-known Western style songs like “Lightly 

Row,” “Auld Lang Syne” and “Annie Laurie.” Luther Whiting Mason, Shuji Isawa and associates had 

found Japanese words to fit these melodies. 
11

 The term “various” Japanese refers to Japanese musicians who were present and living in Japan at that 

time. They were possibly students, musicians or music teachers who were familiar with Western theory 

and pedagogy. The author could not find an exact list of names for these particular musicians but surmises 

that they were in some way working close to or learning from either Shuji Isawa or Luther Whiting 

Mason. 
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texts were solely Japanese poems (May 1963a, 56-58). 

Donald Berger in his article for Music Educators Journal states that the collaboration between 

Shuji Isawa and Mason produced a body of official school songs that influenced not only the 

growth of interest in Western music but also the growing numbers of future Japanese composers 

(Berger 1987, 36). Rentarō Taki and Yamada Kōsaku were both products of this education 

system and were exposed to the changes in the music curriculum that they would have studied at 

school. 

Further developments during the Meiji Era included the commissioning of the building of new 

music schools by the Emperor. The prestigious and esteemed Tokyo Music School, now known 

as Tokyo University of the Arts, was opened by Senzaburó Kozú in 1887. This music school 

educated some world famous Japanese artists of this era, including Rentarō Taki who became a 

professor at the school. He composed the first Japanese Art Song, Kōjō no Tsuki in 1901 whilst 

on staff there. His life was cut short at just 23 years of age. He died of tuberculosis on his return 

to Japan following a period of music study in Germany. 

Kōjō no Tsuki was originally conceived as a melody with no accompaniment and later arranged 

to include piano accompaniment by Yamada Kōsaku in 1917. Yamada Kōsaku, himself a pupil 

of the Tokyo Music School, lived to see the end of the Meiji Era. His travels and study in 

Germany influenced many of his Japanese songs and other compositions. 

Ury Eppstein
 
explains the adoption of Western music by Japan: 

The first stage of introducing Western music to Japan began, it will be seen, with the 

indiscriminate adoption of Western musical principles, regardless of whether they 

fitted the Japanese environment or not, often to such an extent that many of the latter 

were rejected in favour of Western ones. (Eppstein 1925b, 5) 

The Japanese accepted the fact that their culture and traditions would be blended with Western 

ideas or potentially obliterated in favour of Western thoughts and standards. This theme 

prevailed during the Meiji Era Japan. The Emperor decided to acknowledge the West, and in so 

doing, conceded to new Western influenced ideas. This acceptance instigated the breakdown of 

Japan’s indigenous past and the ultimate and irrevocable transformation of its ancient culture.  
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CHAPTER ONE 

HISTORICAL BACKGROUND 

East Meets West: A Change in the Wind 

The Japanese phrase henko wo yogi naku sareta means to make a deliberate or forced change. 

This phrase best describes the event that gave birth to the Japanese Era known as the Meiji. The 

change began with the peaceful but forceful treaty signed in 1854 between the Japanese Emperor 

Mutsuhito, known as Meiji the Great, and Commodore Matthew Galbraith Perry on behalf of 

Millard Fillmore, President of the United States of America.
12

 This signing of the peace treaty 

between America and Japan signified the beginning of a great change that came to affect all 

areas of Japanese lifestyle and culture. It opened the doors of Japan to foreigners who were not 

Asian, allowing for expansion and growth influenced by Western ideals.  

Evidence of Western settlement in Japan prior to the Meiji Era exists. The foreigners, mainly 

Dutch, were restricted to one part of Japan (now known as Nagasaki) and limited to trade. An 

industrial change also occurred, instigating Japan’s metamorphosis from feudal to a modern 

society specifically in the areas of industrialisation, militarism and technology. This encouraged 

a continual flow and exchange of knowledge with the West that subsequently led to cultural 

exchange in the area of music.  

Hilary Conroy writes: 

By 1912 Japan had changed from the slumbering feudal bureaucracy of the late 

Tokugawa era, often described in contradictory terminology as “centralised 

feudalism,” into a modern nation state, well organized and functioning with aplomb 

in the highly competitive international system of the time. (Conroy 1984a, 13) 

Ury Eppstein proposed a possible reason for the change in Japanese policies during this period. 

He surmised that this new policy was motivated mainly by the recognition that the acquisition of 

                                                 
12

 The treaty signed on 31st March 1854 by the Emperor of Japan and Commodore Perry on behalf of 

Millard Fillmore, President of the United States, became known as the Treaty of Kanagawa. The treaty 

provided for 1) Peace and friendship between the United States and Japan, 2) Opening of two ports to 

American ships at Shimoda and Hakodate, 3) Help for any American ships wrecked on the Japanese coast 

and protection for shipwrecked persons, and 4) Permission for American ships to buy supplies, coal, 

water, and other necessary provisions in Japanese ports.“Commodore Matthew C. Perry and the Opening 

of Japan,” The Navy Department Library, accessed May 2013, http://www.history.navy.mil/index.html; 

http://www.history.navy.mil/library/special/perry_openjapan1.html. 

http://www.history.navy.mil/index.html
http://www.history.navy.mil/library/special/perry_openjapan1.htm
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Western methods and achievements in technology and science was an indispensable necessity in 

a world of power competition (Eppstein 1925c, 3). 

The New Grove Dictionary of Music and Musicians
13

 affirms: 

The Meiji period (1868 - 1912) saw Japan open its doors to the outside world after 

more than two centuries of isolation. The Government adopted a policy of thorough 

and rapid modernization and Westernisation. Although the primary aim was to catch 

up militarily and economically with its rivals, the Confucian world view suggested 

that all spheres of culture were interlinked. Thus the education system and even the 

performing arts also had to be modernized. (Sadie 2001, 884) 

Arguably, the long-term goal and intention of the Emperor in signing these treaties with the 

United States of America and the European nations of the United Kingdom, Russia, France and 

Holland, was not to become clones of Western nations but to learn from them. Hilary Conroy 

states:  

Japan had become the first non-Western nation to modernise both internally and in 

its foreign relations. . . . The result was a “revolution in thought and action.” (Conroy 

1984b, 13) 

Conroy contends that the collaboration and signing of peace treaties between Japan and the West 

resulted in great cost and turmoil in the areas of ideas and action. In this article, Conroy also 

argues that Meiji Japan was a “crucible”
14

 for the rest of the world in the early twentieth century. 

This reference to Japan as a crucible describes the intensity and immense magnitude of the 

changes that beset Japan during this era. These changes inevitably affected every future 

generation. 

Growth in Japan Prior to Meiji Era 

Prior to the Meiji Era, the rate of industrialisation in Japan lagged behind that occurring in the 

West. However, the country’s profound cultural and artistic heritage dating back thousands of 

years was a rich and unique phenomenon. The Japanese willingness to embrace new ideas risked 

the contamination if not utter obliteration of this culture. Many writers have noted the opinions 

of travellers to the east prior to and during the Meiji Era Japan. A major observation was that 

                                                 
13

 Masakata Kanazawa, “Japan 1X. Music in the Period of Westernization,” The New Grove Dictionary of 

Music and Musicians Vol.12, ed. Stanley Sadie and John Tyrell (London: Macmillan Publishers Limited, 

2001), 884. 
14

 The term “crucible” used in this context refers to its meaning as a trial time for Japan and the West. 
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Japanese people are able to imitate freely and easily.  

Robert A. Rosenstone suggests that the idea of the Japanese as a nation of imitators runs deep 

within the psyche of North Americans:  

The idea of Japan as a nation of people who imitate the ways of other lands is 

deeply rooted in American thought. (Rosenstone 1980, 572) 

R.B. Peery elaborates on the theme of imitation in the following observation: 

Japanese character is largely wanting in originality. The people have originated 

almost nothing, having accepted nearly everything at the hands of others. In ancient 

times Japan had Korea as a teacher; afterward she studied under China; now she is at 

school to Europe and America. Her medieval civilisation was accepted bodily from 

Asia, just as her modern is from Europe. (Peery 1897a, 63) 

And further: 

But while the Japanese are not originators, they are excellent imitators. The ability to 

imitate well is a power not to be despised. This when coupled with assimilation, is a 

very fruitful source of progress, as the Japan of to-day witnesses. The ease and 

facility with which Japan has imitated the West and assimilated her institutions, 

applying them to new and changed conditions is marvellous. Given a model, the 

people can make anything, no matter how diminutive or complicated. (Peery 1897b, 

64) 

The ability to imitate proved a valuable tool that enabled the Japanese to learn quickly and with 

ease the foreign customs of their Western visitors; they were highly adaptable. This ability also 

included music and song, including the memorisation of melody, structure and words.  

Commodore Matthew Galbraith Perry in his book Narrative of the Expedition of an American 

Squadron to the China Seas and Japan (written between 1852 - 1854), comments that before 

travelling to Japan he had studied reports and various papers on all aspects of Japanese life. 

Following his exposure to Japanese music for the first time, he offered these comments:  

The Japanese music, of which, by the way, the natives are passionately fond, has 

nothing in it to recommend it to the ears of Europeans or Americans. The principal 

instrument is the samsic
15

 or guitar, and every young female of the upper classes is 

taught to play upon it. It is the invariable accompaniment of ladies when they go to 

                                                 
15

 Samsic could be an abbreviation for or likeness of a shamisen which is a type of Japanese lute. Refer to 

the Glossary for definition of Shamisen. Perhaps Commodore Perry misinterpreted the word for shamisen. 

The author could not find a true definition for samsic in any Japanese dictionary. 
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parties, and on these occasions, the female guests sing and play by turns. They have 

besides, various other instruments, but little can be said in the commendation of their 

music. (Perry 1856, 59) 

From Commodore Perry’s observations, Westerners would have thought the Japanese were 

a primitive race. They considered Western music to be superior to that of the Japanese. 

This opinion may have resulted from the first meetings between West and East and was 

certainly the opinion of Commodore Perry. 

Differences between the two Musical Cultures 

Another reason for the differences between the two musical cultures is given by Heinrich 

Werkmeister, an early teacher of the composer Yamada Kōsaku. He states in his article 

Impressions of Japanese Music: 

Nearly all foreigners when they first hear Japanese music find it terrible, horrible, 

wearisome and primitive. . . . and besides, in this case two worlds impinge which 

have followed different trends in the development of their most intimate sentiment 

and emotional being. This being the case, it is not fair to speak of “primitive” art, 

since the word primitive applies only to the listener. (Werkmeister 1927a, 103) 

Understanding, appreciating and listening to foreign music involves many years of exposure to 

develop discernment. Werkmeister’s observation of Japanese music at first presents an opinion 

similar to Commodore Perry’s that Japanese music is not pleasant sounding for Westerners. 

However, Werkmeister also concludes that the “primitive” party here is in fact the foreign 

listener to Japanese music. By replacing the word “foreign” with “Western” in this particular 

argument, Westerners are seen to be the arrogant ones who show no understanding or 

compassion and who refuse to embrace differences between the two cultures. Historically 

speaking, Japanese culture had evolved from its “primitive” roots for many centuries before the 

West tried to make changes and modernise. 

It appears that the major differences between the music of Asian and Western countries was the 

sound of the music which grew out of the intonation of their respective mother tongues and, the 

fact that most Japanese songs and music were notated differently to Western style. Japanese 

songs were not as complex in harmonies as that of Western songs (for example, the German Lied 

of Schubert or Schumann or the French Melodie of Fauré or Debussy). 
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Rentarō Taki's early work,
16

 one of the most famous songs of this era, was a precedent for future 

Japanese composers of Art Song in its use of Japanese poetry and intonation blended with 

Western melodic style. Many of Yamada Kōsaku’s works were created and arranged in Western 

notation which paved a way for future Western style Japanese Art Song composition into the 

later Meiji Era and future Japanese eras until his death in 1965. 

 

                                                 
16

 Rentarō Taki’s version of Kōjō no Tsuki was made world famous by Japanese tenor singer Yoshie 

Fujiwara in 1925. A jazz arrangement of Kōjō no Tsuki, recorded by Thelonious Monk in 1967 on his 

album Straight, No Chaser, brought the song into the Twentieth Century. The song was sung and 

recorded live in the form of a power ballad by the German heavy metal band Scorpions, during a concert 

at the Nakano Sun Plaza in Tokyo. It was released on their 1978 live album Tokyo Tapes. This Song was 

also performed by Yngwie Malmsteen during the 1984 Alcatrazz Japan Tour. A live recording of his 

performance at the Sun Plaza Tokyo was released on the “Metallic Live” DVD of Alcatrazz. Takeshi 

Terauchi & Blue Jeans, a Japanese band, did an instrumental rock cover of Kōjō no Tsuki on their album 

“Let's Go Blue Jeans.” “Kōjō no Tsuki,” Wikipedia, accessed May 2014, 

http://en.wikipedia.org/wiki/K%C5%8Dj%C5%8D_no_Tsuki. 
 

http://en.wikipedia.org/wiki/Tenor
http://en.wikipedia.org/wiki/Yoshie_Fujiwara
http://en.wikipedia.org/wiki/Yoshie_Fujiwara
http://en.wikipedia.org/wiki/Thelonious_Monk
http://en.wikipedia.org/wiki/Straight,_No_Chaser_(Thelonious_Monk_album)
http://en.wikipedia.org/wiki/Ballad#Power_ballads
http://en.wikipedia.org/wiki/Heavy_metal_music
http://en.wikipedia.org/wiki/Scorpions_(band)
http://en.wikipedia.org/wiki/Nakano_Sun_Plaza
http://en.wikipedia.org/wiki/Tokyo
http://en.wikipedia.org/wiki/Tokyo_Tapes_(album)
http://en.wikipedia.org/wiki/Takeshi_Terauchi
http://en.wikipedia.org/wiki/Takeshi_Terauchi
http://en.wikipedia.org/wiki/Instrumental_rock
http://en.wikipedia.org/wiki/K%C5%8Dj%C5%8D_no_Tsuki
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CHAPTER TWO 

THE BATTLE OF SONGS: FOLK VERSUS ART SONG IN MEIJI JAPAN 

Japanese Song before Meiji Era Japan 

Prior to Meiji Era Japan, in general most songs were known as kokuyo. Songs were also part of 

indigenous Japanese music such as songs of the Nōh and Rōkyoku theatre and the Minʹyō.
17

 The 

songs of the Nōh and Rōkyoku theatre and the Minʹyō were either sung unaccompanied or 

accompanied by indigenous instruments. The kokuyo songs were mostly sung unaccompanied 

with indigenous Japanese themes. These songs were not influenced by the West and were 

categorised according to the various regions of Japan. The most popular were the hauta (small 

songs), lyobusi (song of the Lyo region) and otsu-e bushi (songs on a picture of Otsu). Also 

included in this group were Ondo which is a Japanese generic term used for Folk Songs often 

used to accompany the dances of the Obon festival in the middle of July. These songs had no 

instrumental accompaniment, using only a chorus of singers. A popular type of Ondo, known as 

the Kawachi, was from the region of Kawachi South East of Osaka. The island of Okinawa had 

its own unique songs called shima uta (island songs).
18

 Another indigenous song was the shigin 

originating in the late Tokugawa period and was the singing of Chinese poems. These shigin 

were sung at first unaccompanied and later accompanied by the Shakuhachi.
19

 

Western Folk Song and Japanese Minʹyō 

The term “folk music” may evoke images of country folk happily working, playing, dancing or 

singing in their national costumes and language, however, Folk Song is more specific. When 

applied to the Meiji Era Japan, the term can be classified under a number of headings ranging 

from Waratabe Uta (children's Folk Song) to Minʹyō (Folk Song). 

Rentarō Taki's song Kōjō no Tsuki has been referred to as a folk tune, rather than an early 

Japanese Art Song. This chapter will elaborate on theories and explore possibilities within the 

                                                 
17

 The songs for Nōh and Rōkyoku theatre and the Min’yō and the instruments used for accompanying 

these songs have been discussed in Chapter One of this thesis. 
18

 “The History of Japanese Music, Japanese Music before Meiji 1862,” Farsidemusic.com, accessed 3
rd

 

November 2013, http://farsidemusic.com/historyJa.html#JAPANESEMUSICBEFOREMEIJI1862. 
19

 William P. Malm, “Biwa, vocal and folk music,” Encyclopaedia Britannica Online, accessed 3
rd

 

November 2013, http://Britannica.com/EBchecked/topic/301221/Japanesemusic/283268/Biwa-vocal-and-

folk-music. 
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style which defines Western influenced Japanese Art Song, as opposed to Folk Song. 

To illustrate and differentiate between Western style Folk Song and Japanese Folk Song Minʹyō, 

Felicia Bock, in her article “Elements in the Development of Japanese Folk Song,” presents the 

following definition of Folk Song: 

In Japanese, the generic term, Minʹyō, which is an old Chinese compound, has been 

selected to cover all types of Folk Song to distinguish them from formal literary 

styles and traditional musical forms performed in salon or stage entertainment. The 

term is a literal translation of das Volkslied and is roughly equivalent to Folk Song, 

a looser term in English. (Bock 1948a, 356) 

Japanese Folk Song Minʹyō and the predecessor of the Minʹyō the Waratabe Uta childrens’ 

songs, are like the German and English Folk Songs passed down through generations orally. 

They are not notated and seem to originate from the peasant class. This definition of the Folk 

Song appears to be a common one across both Western and Asian cultures. 

Bock progresses in her article to argue that there is one more use for the term Minʹyō which is 

referred to as the Shin Minʹyō: 

These [Shin Minʹyō] are not traditional but are songs by modern writers and 

composers and are much like our Art Songs in form because of their intrinsic 

charm, or because of their resemblance to old Folk Songs, on which they attempt 

improvement at least in respect to refinement of language. (Bock 1948b, 359) 

Bock believes that a Shin Minʹyō has the same “form” as a Western style Art Song. Directly 

following this statement she gives as an example of Shin Minʹyō the very popular song by 

Rentarō Taki titled Kōjō no Tsuki with poetry by the poet Bansui Doi
20

. However, Bock’s 

opinion that Kōjō no Tsuki is a Shin Minʹyō is challenged by the definition of Shin Minʹyō in the 

Japanese dictionary Digital Diajisen,
21

 which states that Shin Minʹyō did not exist until after the 

Taisho period of 1912 - 1926. These dates place the original Rentarō Taki song (composed in 

1901) outside the period for the song to be calculated as a Shin Minʹyō. 

Bock classifies Kōjō no Tsuki as a Minʹyō on the following grounds: 

                                                 
20

 Refer to the Glossary for information on Bansui Doi. 
21

 Digital Daijisen defines a Shin Minʹyō as a created Minʹyō, which was not orally passed down like its 

predecessors. It is also described as a Minʹyō styled popular song newly composed after the Taishō Period 

1912-1926. “Shin Minʹyō,” Kotobank Daijisen Digital, accessed December 2012, 

http://kotobank.jp/word/謡民新?dic=daijisen&oid=09688200.  

 

http://kotobank.jp/word/
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These peasant songs are simple in structure, primitive in content and in their tunes 

represent the stage of music not progressed as far as polyphony. The musical interest 

therefore lies in the unadorned melody and in a simple though often syncopated 

rhythm. (Bock 1948c, 360) 

The author would argue that Kōjō no Tsuki has some, not all, of these qualities discussed in the 

above quote. It is simple in melody, however not primitive in content given the lyrics were 

composed by a very significant Japanese poet and academic, Bansui Doi. 

Case against Kōjō no Tsuki as a Shin Minʹyō 

When arguing that Rentarō Taki's Kōjō no Tsuki is not a form of Minʹyō or Shin Minʹyō, the 

following should be considered. It was composed for a competition for the Education 

Department of Japan. This Department did not require any accompaniment or piano parts to be 

composed for the song. It was to be a simple tune for children to sing. The requirement by the 

Department was that the melody of the song be set to the lyrics of a Japanese poem. 

Kōjō no Tsuki was the first Western influenced song to be composed using the words of a 

Japanese poet. Formerly, Japanese words and topics were made to fit existing Western style 

melodies and these songs were not Minʹyō or Shin Minʹyō, they were classified as songs for 

education or Shoka. The song therefore cannot be classified as a Minʹyō because it was the first 

Japanese song composed in Western style using Japanese poetry and specifically composed for 

school children not to be sung by the peasants. 

Kōjō no Tsuki: Folk or Art Song? 

Art Song is commonly associated with either England or America when English is the poetic 

language or, it is associated closely with the German Lied or French Melodie. The latter two 

countries produced the most famous nineteenth and early twentieth century Romantic Era
22

 

composers of the Art Song form. 

Prior to Kōjō no Tsuki, songs that were influenced by the West and sung in the schools used 

Japanese lyrics set to existing Western melodies. For example, the tune Auld Lang Syne had 

Japanese words and was given the Japanese title Hotaruno Hikari. The Japanese words were not 

rhythmically correct for the melody line and it was difficult to fit the music to the new Japanese 

                                                 
22

 Refer to the Glossary for definition of Romantic Era as it pertains to this thesis. 
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words.  

Rentarō Taki's song was extremely important historically for Japanese song development 

because he chose to use the words of a famous Japanese poet, Bansui Doi (1871 - 1952), thus 

preserving the indigenous storyline of the Japanese culture and language. The intonation was in 

keeping with the musical setting. The poetry marries beautifully with the music.  

Heinrich Werkmeister in his article “Impressions of Japanese Music” comments on the 

influences on Japanese music: 

Japan, musically speaking is a most interesting country, when we observe how three 

different types of music, old Korean, neo-Japanese and Occidental (or better said, 

European) music are cultivated side by side. . . . Yet music is one of the so-called 

“fine arts,” of beauty. It is a matter of taste, this admiring of Japanese or Occidental 

music. What is truth? What is beauty? The true mirror which reflects the soul of a 

nation always is the Folk Song. (Werkmeister 1927b, 100,104) 

Werkmeister refers to the Folk Song as being the soul of a nation, however Rentarō Taki’s Kōjō 

no Tsuki illustrates the change in attitude of Japanese composers during Meiji Era Japan. Rentarō 

Taki, using his national heritage, was able to combine indigenous storyline with Western 

harmony to deliver a unique song that symbolised a symbiosis of two cultures. 

The marriage of Music and Lyrics in Art Song 

The austerity of the melody of Kōjō no Tsuki also demonstrates a new musical style that blended 

two cultures. This song was particularly important as it was the first composed to marry Japanese 

poetry and melody, setting the future path for composers of Japanese Art Song. This marriage of 

music and lyrics is important when identifying Western style Art Song. 

Barbara Meister in her book, An Introduction to the Art Song, states:  

There is a close kinship between one type of Art Song and Folk Song, the only clear-

cut distinction being that one specific person composes the Art Song while the Folk 

Song is usually the result of traditions and accretions. (Meister 1980, 14) 

Based on this comment by Meister, it could be concluded that Kōjō no Tsuki is definitely an Art 

Song as Rentarō Taki was the sole composer. 
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Minʹyō, Shin Minʹyō, Shoka or Art Song? 

An alternate view could be that Rentarō Taki's song is neither a Minʹyō, Shin Minʹyō or an Art 

Song. Kōjō no Tsuki was composed for a competition for school curriculum and without 

accompaniment, therefore, it was closer to the songs of the Shogaku Shokashu (elementary 

school songs). 

Rentarō Taki's composition Kōjō no Tsuki, although originally composed as a Shoka (school 

song), created a skeleton structure upon which was built the future unique style of Japanese Art 

Songs. This was due to the following two points that are specific to Western Style Art Song: 1) 

the sophistication of the poetry; and 2) the words (singer’s part) and music (accompaniment) are 

equally important. 

A key to discerning where this composition lay in relation to the various kinds of Japanese Song 

is summed up by Elizabeth May: 

The texts of the Meiji Shoka are not western influenced so far as I can ascertain. 

They have however, two stern purposes: the inculcation of the young with the tenets 

of Confucian morality and the spirit of intense nationalism. There are, to be sure, 

songs about the beauties of nature, animals and flowers, but even these are likely to 

have a pious twist. (May 1963b, 64) 

The subjects of school songs were usually, as Elizabeth May points out in the previous quotation, 

simple and direct, and based around nature, animals and flowers for example, the song Hotaruno 

Hikari (“Lights of Fireflies”). 

Based on May’s hypothesis, Kōjō no Tsuki is an Art Song not a school song because it lacks the 

“pious twist.” Furthermore, Kōjō no Tsuki has a maturity beyond that of primary school as 

Rentarō Taki employed the poetry of Bansui Doi,
23

 a well-known and sophisticated Japanese 

poet. The subject matter was slightly Confucian in its content, centred on the historic Aoba castle 

built in an area where Bansui Doi had grown up, reflecting the times of the Samurai. It was very 

advanced and sophisticated for children of school age to appreciate especially the lines from the 

first verse describing a Samurai’s festival inside the castle: 

                                                 
23

 Bansui Doi’s main works include the following: Collected Poems “Emotion in the Universe” and 

“Morning Bell.” The Essays “Weather is Bad on Rainy Days” and “Bansui Says.” Also, the lyrics for 

Rentaro Taki’s song “Moon Over the Ruined Castle.” “Doi Bansui 1871 - 1952,” Doi Bansui-Lafcadio 

Hearn, accessed May 2014, http://lafcadiohearn.jp/tokyo/bansui.html.  
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In spring, at the tall tower, the blossom carousel 

The rounds of drinking-cups, the shadows cast 

Parting the millennial pine-bough [the moon] arising, 

But where is gone the light of the past?
24

 

However, it is important to voice the irony of the situation: the song was composed for the 

Education Department, thus the Japanese children must have understood its meaning. Even if 

they were innocent and did not possess the sophistication or knowledge of adults, the song 

nevertheless was, and continues to this day, to be one of Japan’s best-known melodies. 

Short History of the European Art Song 

The genre that came to be known as Art Song originated in Europe some fifty years before Meiji 

Era period in Japan. In European-based music history, the era is referred to as the Romantic 

period of approximately 1800 - 1900 although musicologists argue about the exact dates for the 

beginning and end of that era. 

European Art Song of the Romantic period was comprised of the following elements: 1) the 

vocal melody is tied to the words whilst the piano accompaniment reflect changes in the 

character of the poetry, 2) the melody consists of shape, vocal articulation and phrasing which 

enriches the poetry, 3) the harmony expresses the quality of the poetry, creating mood and 

reinforcing the storyline, and 4) the form can be either strophic, modified strophic, through 

composed or binary/ternary (Kimball 2006, 1-21). 

During the Romantic period, in the salons in Europe, European Art Songs developed a high level 

of music and text relationship. The singer and pianist were to be in complete partnership with 

each other in performance, portrayal of storyline and emotion of the music. The collaboration 

between singer and pianist is the most important facet in the performance of the Art Song.  

                                                 
24

 Bansui Doi, was an English professor and interpreter of literary works. He studied under the Irish 

writer Lafcadio Hearn, and would have been familiar with the works of Fifteenth Century French Poet 

Franҫois Villon (1431 - 1463) particularly his poem “Ballade des dames du temps jadis” (The Ballad of 

Yesterday's Belles). This poem by Villon, has the words “Mais ou sont les neiges d'antan” (Oh where are 

the snows of yesteryear?) as the last line of the first stanza. A parallel could be made with the last line of 

Bansui Doi’s first verse of Kōjō no Tsuki, “But where is gone the light of the past?” The poetry/lyrics of 

an Art Song bear significant weight on the interpretation of the piece, and the probable Western influence 

dating from the fifteenth century France on the lyricist of Kōjō no Tsuki is significant. “François Villon,” 

Poem Hunter, accessed May 2014, http://www.poemhunter.com/fran-ois-villon. “François Villon,” 

Answers, accessed May 2014, http://www.answers.com/topic/fran-ois-villon. 
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http://www.poemhunter.com/fran-ois-villon
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The emotions expressed in text and music must be conveyed to the audience. Most composers of 

Art Songs during this era composed virtuosic accompaniments for the piano as well as those of 

stillness and simplicity. The music became a mimic of nature, a person or a working object such 

as the spinning wheel in Schubert's lied, Gretchen am Spinnrade. 

James Parsons, in The Cambridge Companion to the Lied claims that the Lied (German Art 

Song) was popular in private homes in Germany, especially when sponsored by the artistic, 

intellectual and economic elite. The poetry was important and usually it would be read out before 

the performance to set the scene, narrative and/or emotional content. 

The fact that the scene was set by the reading of the words before the performance underlines the 

importance of the relationship between singer and pianist working together to amplify the scene 

already created by the orator. The words are important, but the interpretation of the piece as a 

whole is what makes the Art Song unique. 

Rentarō Taki, Yamada Kōsaku and Béla Bartók's views on Folk Music. 

Do the Folk and Art Songs of this era have anything in common? The answer is explored in the 

article written by Mineo Ota entitled “Why is the spirit of folk music so important?” This article 

discusses Béla Bartók's views on folk music. Bartók, collector and researcher of Eastern 

European folk music, held the view that anyone who composes music should acquire the spirit of 

folk music and the real spirit of the people. Béla Bartók's views were not solely to be applied to 

composers of folk music (Ota 2006, 33-46). 

Rentarō Taki, in Kōjō no Tsuki captured beautifully the essence of the serenity and humility of 

the Japanese culture. The scene and storyline of Bansui Doi's nationalistic poetry and the 

simplicity of the melody line reflect the spirit of the people and countryside. Kōjō no Tsuki was a 

composition for schools, and Rentarō Taki's music coupled with Doi’s poetry are a perfect 

marriage of simplicity and sophistication. Yamada Kōsaku’s arrangement of Rentarō Taki’s song 

also is illustrative of the unique and simplistic beginning for what became known as Japanese 

Art Song, marrying Western music style with Japanese indigenous frames. These two 

arrangements of the same song illustrate Béla Bartók’s belief that composers need to acquire the 

spirit of folk music and the real spirit of the people. 

  



 18 

CHAPTER THREE 

BIOGRAPHIES: RENTARŌ TAKI AND YAMADA KŌSAKU 

Reflections on a life cut short: Rentarō Taki and his composition Kōjō no Tsuki 

Rentarō Taki was born in Tokyo on August 24
th

 1879 and died in Oita on 29
th

 June 1903. He was 

a gifted pianist and was admitted in 1894 to study at the Tokyo Music School with Aya Koda. 

He became a teacher at this school and made his debut as a concert pianist. In 1901, he won a 

competition with his song Kōjō no Tsuki (Moon over the Castle). As explained in the previous 

chapter, this competition was sponsored by the Department of Education in Japan and the money 

Rentarō Taki won from the competition enabled him to study at Leipzig Conservatory. Sadly, 

Rentarō Taki had to return to Japan after a year because he contracted tuberculosis.  

Mariko Asada in the dissertation titled Background of Japanese Songs discusses Rentarō Taki's 

response to the difficulties of studying in Germany: 

Rentarō Taki found there was a huge cultural and linguistic gap. He had 

witnessed severity in the lessons and found the teaching unbearable. He 

returned to Japan in frustration. (Asada 2012, 1) 

His study time in Germany appears to have influenced him to attempt to combine Japanese 

melodies with German Classicism. His final piece, published posthumously, was for piano solo 

and titled Urami (Regrets). 

Prior to composing Kōjō no Tsuki, Rentarō Taki had begun to explore Western style Art Song 

with Japanese text. His song cycle (vocal suite) titled Four Seasons appears to have been 

influenced by German Lieder and French Melodie. 

Rentarō Taki seems to have developed a phenomenal ear, as he composed these songs before he 

travelled outside of Japan possibly from exposure to LP recordings of European Western style 

music, yet the songs of this suite seem to be Schubertian in style and harmony. They precede the 

famous Kōjō no Tsuki, but mimic Western style songs. Rentarō Taki used Western music 

notation and Japanese words, attempting to marry the two cultures. 

  



 19 

Alan Lomax comments: 

The primary effect of music is to give the listener a feeling of security, for it 

symbolizes the place where he was born, his earliest childhood satisfactions, his 

religious experience, his pleasure in community doings, his courtship and his 

work-any or all of these personality shaping experiences. (Lomax 1959, 929) 

Most of Rentarō Taki’s major works reflected his childhood. Four Seasons is an example 

of the changes in life, Kōjō no Tsuki reflects his father’s life as a Samurai warrior and his 

last work, Urami (Regrets), although not vocal, reflects his feelings on his approaching 

death from tuberculosis. 

Rentarō Taki was a composer who, had circumstances not cut his life short, may have 

revolutionised Japanese thought and composition, borrowing from a Western style and almost 

removing Japanese pentatonic harmony. 

Yamada Kōsaku: A Pioneer of Western Influenced Japanese Art Song 

Theodore Hoffman, in his article, Western influence on Japanese Art Song describes Yamada 

Kōsaku and his songs: 

Yamada Kōsaku is generally regarded as the finest Japanese composer of the first half of 

the twentieth century. Only in Yamada’s songs is there consistently displayed the 

instinctive musicality which makes a composer of genuine attainment. Yamada, having 

captured the spirit that lies behind the rules and procedures of Western music, generally 

goes to the heart of a musical idea. They certainly suggest admirable mastery of foreign 

compositional techniques. (Hoffman 1967, 174) 

Yamada Kōsaku’s legacy, according to The New Grove Dictionary of Music and Musicians, 

equals 1,600 works including Art Songs, songs for schools, municipalities and companies and 

operas of which Kurofune (The Black Ships) is regarded as one of the most famous Japanese 

operas (Sadie 1980a, 567). 
25

 

Yamada Kōsaku could be described as a pioneering composer for Western influenced Japanese 

music. Composer, conductor and educator he laid the foundations for modern Japanese music in 

the European tradition. 

Yamada Kōsaku studied voice at the Tokyo Music School with a world famous Japanese 

                                                 
25

 Masakata Kanazawa, “Yamada, Kōsaku [Kôsçak]” The New Grove Dictionary of Music and Musicians 

Vol. 20, ed. Stanley Sadie (London: Macmillan Publishers Limited, 1980), 567. 
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soprano, Tamaki Miura, who sang 2001 performances of Puccini’s Madama Butterfly. He also 

studied cello and theory with Heinrich Werkmeister.  

He travelled to Germany in 1910 to study composition at the Berlin Hochschule für Music with 

Leopold Carl Wolff, where he established himself as a composer of symphonic and chamber 

music. In 1917 he travelled to the USA and premiered in Carnegie Hall, conducting his own 

compositions that were later published by Fischer and Schirmer. 

As Yamada Kōsaku travelled and matured away from Japan, so too did his works. His 

arrangement of Rentarō Taki’s piece, Kōjō no Tsuki, showed his knowledge of Western harmony 

and style, yet he still kept the indigenous sound of Japan. Such was his understanding of the 

German and French styles of song that he could successfully apply the rules of composition to 

his native Japanese language to produce some very beautiful and humble Japanese songs which 

became known as Japanese Art Songs (Kakyoku). 
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CHAPTER FOUR 

ANALYSES OF RENTARŌ TAKI'S ORIGINAL VERSION OF THE SONG KŌJŌ NO 

TSUKI (1901) AND YAMADA KŌSAKU’S ARRANGEMENT OF THE SONG (1917) 

This chapter presents a specific approach to the analyses of Rentarō Taki’s song Kōjō no Tsuki 

and the arrangement of that song for voice and piano by Yamada Kōsaku. The purpose of these 

analyses is to uncover the earliest musical connections and influences between two cultures 

West
26

 and Japanese that are reflected in both versions of the song. Emphasis is placed on 

observation of indigenous Japanese elements and Western influences, or the fusion of both.  

Rentarō Taki’s Original Kōjō no Tsuki (Moon over the Castle) 1901. 

The original Rentarō Taki composition of 1901 was composed for a competition held by the 

Japanese Education Department. Rentarō Taki composed Kōjō no Tsuki with the knowledge that 

there were limitations restricting him owing to the rules set by the Education Department for 

song compositions. There were, during the Meiji Era, three types of children’s songs in the 

Japanese education system. These songs were: shoka (school songs); doyo (songs composed for 

children by professional musicians) and, warabe-uta (traditional game songs)
27

 (Sadie 1980b, 

542). 

Kōjō no Tsuki is a narrative, which tells the story of the history of the castle, and the calm 

atmosphere where the moon shone.
28

 The poetry is classical in its form and quite sophisticated 

for a school song. 

  

                                                 
26

 For the purpose of this analysis, the “West” referred to is the United States of America and Europe. 
27

 Fumio Koizumi, “Japan VI, Folk Music ii) Warabe-uta,” The New Grove Dictionary of Music and 

Musicians Vol. 12, ed. Stanley Sadie (London: MacMillan Publishers Limited, 1980), 542. 
28

 Refer to Appendix #3 for chart depicting the English translation of the song Kōjō no Tsuki. 
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Figure 1: Rentarō Taki’s original version of the song Kōjō no Tsuki (Moon over the Castle) in B 

Minor
29

 

 

Form 

Kōjō no Tsuki is a strophic
30

 form of four verses. Each verse is composed in a symmetrical eight 

bar design which is divided into four two bar phrases. The first phrase (A) ends on a weak 

cadence. The phrase is then repeated ending in a strong cadence (A1). The third phrase (B) is 

contrasting and ends on a weak cadence. The second and fourth (A1) phrases are musically 

identical. 

The design of each verse, A A1 B A1, mimics a typical Western European Folk Song form for 

example, the German Folk Song, “Hänschen Klein” (Little Hans).
31

 This is identical to the 

                                                 
29

 The first line of the printed song music in Figure 1 for Rentarō Taki’s original version of the song Kōjō 

no Tsuki (Moon over the Castle) in B minor reads “Haru koro no hana hana no E n.” This is incorrect 

Japanese and should read as “Haru ko o ro o no hana no E n.” 
30

 Bruno Nettl refers to “strophic” as the most characteristic trait of European Folk Song. Bruno Nettl, 

Folk and Traditional Music if the Western Continents (Englewood Cliffs NJ: Prentice-Hall, Inc, 1973), 

39. 
31

 “Hänschen Klein” is a traditional German Folk Song and children’s song that originated in the 

Biedermeier period (1815 - 1848) of the nineteenth century. “Hänschen Klein,” Wikipedia, accessed 

30thAugust 2013, http://en.wikipedia.org/wiki/ Hänschen Klein. 
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melody of the American
32

 children’s song “Lightly Row” which in turn became the melody for 

the popular Japanese school song Chōchō (Butterfly), one of the songs published in the Japanese 

school song collection titled Shōgaku Shōka-shū Shohen.
33

 

Figure 2: The German Children’s song “Hänschen Klein” which formed the basis for the 

American song “Lightly Row” and origin or the melody for the Japanese school song Chōchō: 

 

Rhythmic structure 

Kōjō no Tsuki is in 4/4 metre. The rhythm of the song is basically syllabic in character with 

simple rhythm based on repeating quavers. The first half of each 2 bar phrase ends on a crotchet 

note for example, the first bar of the song begins with six quavers and ends on a single crotchet 

whilst the second bar begins on four quavers ending with a crotchet (see Figure 1). This pattern 

is basically repeated for each phrase and in the second and fourth phrases, embellished by a 

dotted crotchet followed by a semiquaver, concluding with crotchet and crotchet rest. This dotted 

figure appears three times and is a typical Western folk music gesture. 

The regular quavers relate to the rhythm and timing of the Japanese spoken language referred to 

as Mora timing. This Mora timing with its regular pacing and use of double vowels is vastly 

different from the stress timing of English language that reduces the lengths of vowel sounds and 

adds diphthongs resulting in varying lengths and stresses of syllables called “Isochrony.”
34

 In 

                                                 
32

 The author was unable to find an academic reference that directly referred to the song “Hänschen 

Klein” as an absolute original melody for the American song “Lightly Row,” although both appear to 

have the identical melody. 
33

 Given that the Japanese song Chōchō was part of the series of Western style songs that formed the new 

Japanese syllabus singing books in Meiji Era Japan known as Shōgaku Shōka-shū Shohen, Chōchō could 

have been influenced by the American song “Lightly Row.” This is because of the association with the 

American Luther Whiting who was engaged to work with Shuji Isawa to create this new Japanese 

children’s singing book. 
34

 The difference in the rhythmic division of time into equal portions by the language was first expressed 

in 1945 by Dr. Kenneth L Pike, American linguist and anthropologist who categorised and named this 
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applying this theory to the rhythm of the Japanese text of Kōjō no Tsuki and, relating it to the 

structure of the song, it can be seen that there is equal weight on each syllable whereas English 

language is based on short/long and, strong/weak syllables.  

The chart
35

 below illustrates this theory, that is, the difference in rhythmic structure of Japanese 

words made to fit English based melodies. The lower section shows the first four bars of one of 

the shoka children’s songs (Hotaruno Hikari – Auld Lang Syne), which has Japanese words fitted 

to Western melody. This contrasts to Rentarō Taki’s Kōjō no Tsuki, which demonstrates the 

regularity of the Japanese words and rhythm spread evenly across the bars. Important features to 

observe are the anacrusis at the beginning of Hotaruno Hikari and the lack of rhythmic 

regularity, that is, the varying lengths of gaps in time that correspond to dotted rhythms natural to 

the English language.  

Figure 3: Chart showing comparison of syllabic rhythm between the melodies of Rentarō Taki’s 

Kōjō no Tsuki and Hotaruno Hikari (Auld Lang Syne):

 
The rhythmic structure of each phrase in Kōjō no Tsuki, follows the poetic structure of 7+5, 

                                                                                                                                                             
division as Isochrony in his book “The Intonation of American English.” 
35

 This chart showing comparison of syllabic rhythm between the melodies of Rentarō Taki’s Kōjō no 

Tsuki and Hotaruno Hikari – Auld Lang Syne, is the creation of the author. The layout of this chart was 

adapted from a chart using a similar method viewed on p. 182 in Tadashi Motsomoto’s Lecture entitled 

“The Study on Taki Rentarō as Teaching Material Construction of Teaching Process about ‘Shiki’” 

illustrating Rentarō Taki’s song “Hana,” accessed 2
nd

 January 2013, 

http://www.ed.oitau.ac.jp/kykenkyu/bulletin/kiyou/matsumoto29-2.pdf.  

http://www.ed.oitau.ac.jp/kykenkyu/bulletin/kiyou/matsumoto29-2.pdf
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common to European poetry and closest to the poetry method referred to as the 7/5 Trochee 

metre.
36

 This metre is not unlike that of the Japanese folk music songs hinaburi (rural matter), 

shokahoga-no-uta (songs of the drinking rite), and, wazauta (divination songs and songs of 

political events) which had the metrical form of 5+7+5+7+7 syllables
37

 most typical of Japanese 

poems (Sadie 1980c Vol.9, 540). 

The rhythm of Kōjō no Tsuki with its use of repeated quavers is also not unlike the rhythm of the 

well-known Meiji Era Western influenced Japanese military song Miya San which could also be 

considered to have influenced Rentarō Taki’s composition. 

Figure 4: Example of the first four bars of the Meiji Era Japanese Military tune Miya San:
38

 

 

Harmony and melody 

Rentarō Taki composed the song in the key of B minor with the absence of the seventh note: B 

C# D E F# G resulting in a six-note mode. Therefore, the song can be viewed as being mid-way 

between B pentatonic and B minor. However, a startling E sharp in bar two adds a chromatic 

inflection, foreign to Japanese harmony at this time. Its main use is to emphasise the dominant 

F# at the imperfect cadence in bar 2. There are two semitones in succession revolving around the 

dominant at this cadence, not uncommon in nineteenth century Western European Folk Songs. 

The interval structure is mainly stepwise however occasional leaps of 4ths, 5ths and 6ths appear. 

This melodic structure is also typical of Western European Folk Song and simple Art Songs. 

While leaps of 4ths are common in Japanese song, intervals of 5ths and 6ths are not.
39

  

                                                 
36

 The Trochee metre for poetry is 7/5/7/5 and signifies alternating stressed and unstressed beats in each 

line, with each line beginning and ending in a stressed syllable. “The 7/5 Trochee,” Shadow Poetry, A 

Poet’s Writing Resource, accessed 30
th
 August 2013, 

http://www.shadowpoetry.com/resources/wip/75trochee.html. 
37

 Fumio Koizumi, “V1 Folk Music, i) Japanese Folk Music,” The New Grove Dictionary of Music and 

Musicians Vol.9, ed. Stanley Sadie (London: Macmillan Publishers Limited, 1980), 540. 
38

 Elizabeth May, The Influence of the Meiji Period on Japanese Children's Music, (Berkley: University 

of California Press, 1963), 41. 
39

 Fumio Koizumi, “V1 Folk Music, ii) Warabe-uta,” The New Grove Dictionary of Music and Musicians 

Vol.9, ed. Stanley Sadie (London: Macmillan Publishers Limited, 1980), 542. 
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The melody outlines B minor harmony by beginning phrases on F# or D and ending them on F# 

or B. The melodic contour of the song emphasises the 5-3-5 in the first, second and fourth 

phrases with the peak contour arriving at D a sixth above the opening pitch. 

Figure 5: First phrase of original Rentarō Taki Song Kōjō no Tsuki: 

 

The second phrase has the same rise to the 3rd and then drops to the tonic pitch, B. 

Figure 6: Second phrase of original Rentarō Taki song Kōjō no Tsuki: 

 

In contrast to the first two phrases, the third phrase begins on the mediant (D), descends to the 

tonic (B), rises to the submediant (G) and settles on the dominant (F).  

Figure 7: Third phrase of original Rentarō Taki song Kōjō no Tsuki: 

 

The last phrase then repeats phrase two with the full cadence at the conclusion. 

Figure 8: Final phrase of original Rentarō Taki song Kōjō no Tsuki: 
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This song, as befits its simple style, has very basic dynamics which follow the melodic phrase as 

the melody rises.
40

 The markings of crescendo and diminuendo are the only expression marks 

indicated in the score. Character and the tempo remain the same for each verse.  

  

                                                 
40

 The author believes the dynamics are incorrectly marked in this publication and that they should follow 

the contours of the phrase.  
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Yamada Kōsaku’s 1917 arrangement of Rentarō Taki’s Kōjō no Tsuki  
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Yamada Kōsaku’s 1917 arrangement of Rentarō Taki’s Kōjō no Tsuki  

A very different setting of Kōjō no Tsuki is found in Yamada Kōsaku’s 1917 arrangement of the 

piece to which he adds a piano part in Romantic style with an introduction and postlude. The 

simplicity of Rentarō Taki’s original melody is retained in the vocal part however Yamada 

Kōsaku subtly varies dynamics and tempo to give greater flexibility to the piano part. 

The chromatic E-sharp of the Rentarō Taki version has been removed. Set in a different key, D 

minor, to provide a higher register for mature voices, Yamada Kōsaku had no need of chromatic 

notes to make the harmony sound more Western as the piano part embodies the nineteenth 

century European orchestral texture. It is now slower in tempo and contains much more 

expressive detail including the Italian directions Lento doloroso e cantabile (slow and sad 

singing). 

The first two bars of the four bar piano introduction are extremely dramatic and operatic in tone 

beginning with a striking anacrusis and dotted rhythm motif played in octaves by the right hand. 

This creates the atmosphere and introduces the first phrase of the original melody. 

Figure 9: Opening bar of piano part of Yamada Kōsaku’s arrangement of Kōjō no Tsuki: 

 

The dotted figure is immediately echoed two octaves lower in bars 1 and 2.  

Figure 10: Opening bar of left hand piano part of Yamada Kōsaku’s arrangement of Kōjō no 

Tsuki: 

 

These opening bars paint the picture and mood for what is to follow in the song and reflect the 

title “Moon over the Castle.” The octaves in the right hand are orchestral in sound and suggest 

the grandeur and the height of the tower of the castle, while the dotted rhythm played in the left 
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hand suggests the solemn mood almost funereal in sound and rhythm. The strong open 5th in the  

bass is suggestive of the castle whilst the dotted A’s in the bass are a typical military rhythm and 

are also found in funeral marches. In bars 3 and 4, the scene changes (see p. 28). The melody line 

is almost three octaves higher and the dynamics are pianissimo suggesting the sereneness of the 

moon and the silence in its rising. The pianissimo trill played in the 4th bar is also suggestive of 

the serene moon rising over the castle as expressed in the opening line of the text. The register 

then drops to the three repeating thirds (A/F) in bar 4 along with a diminuendo to create a smooth 

transition from introduction to vocal entry as in Western European Opera. 

 

Figure 11: Bars 4 and 5 of Yamada Kōsaku’s arrangement of Kōjō no Tsuki: 

 

This symbiosis of parts illustrates the very essence of Art Song. The ethereal vocal line grows 

out of the piano sound creating synergy between the parts. 

The repeating A occurs frequently throughout the song either as a single note or with the 3
rd

 

below suggesting the tolling of a church bell and mourning. The mood of this piece is sombre 

and heavy, the words of Bansui Doi’s poetry especially in the second verse of the song, 

conveying to the listener the sadness of loss which in this case could be the loss of the era of the 

Samurai Warrior. 

Figure 12: English Translation of Bansui Doi’s poetry for Verse 1 of Kōjō no Tsuki: 

 

Autumn, at the soldiers camp the frosty hue, 

The gander gaggling by, they show up in numbers. 

On the planted swords it used to shine, 

But where is gone the light of the past? 
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The operatic quality of Yamada Kōsaku’s arrangement is suggestive of the influence of Wagner. 

Im Treibhaus,
41

 one of Wagner’s Art Songs and a study for his opera Tristan and Isolde, is 

composed in the same key, D minor. The rising scale passages in 3rds in the piano interlude of 

bar 12 in Yamada Kōsaku’s arrangement are very similar to the introduction in bar 4 of 

Wagner’s Im Treibhaus. 

Figure 13: Yamada’s Kōsaku’s bar 12 piano interlude in his arrangement of Kōjō no Tsuki: 

 

Figure 14: Wagner’s introduction bar 4 of Im Treibhaus: 

 

The second part of this song includes a curious repeated motif in the left hand of the piano. This 

motif sounds distinctly Japanese and Yamada Kōsaku uses a particular “frame” of a minor 2nd 

with a major 3rd that is in this instance: A, B flat, D (see figure 13). This frame was found in the 

classical art music of the Edo period.
42

 Yamada Kōsaku uses this frame in different registers, 

firstly in the bass clef of bar 13 immediately followed by an arpeggiated left hand reminiscent of 

koto playing. It is then varied to sound more Western in the treble in bar 20, the bass in bar 21 

and, in bar 24, the interlude between verses (see figures 13, 15-18). Thus he develops the 

Japanese frame to transform it into a Western style motif which resolves into tonic harmony.  

                                                 
41

 Im Treibhaus is the third song of five in the Wagnerian song cycle Wesendonck Lieder, WWV91. Refer 

to Appendix # 5 for arrangement of the song for voice and piano. 
42

 In Japanese traditional music, 4
th
 frames consist of only 3 notes (over a range of a 4

th
). According to the 

position of the middle note, there are four types of such three-note 4
th
 frames. Two such frames can be 

applied for this thesis: with a minor 3
rd

 (e.g. D-F-G), most frequently used in warabe-uta and minʹyō, and 

with a minor 2
nd

 (e.g. E-F-A) also used in warabe -uta but found mainly in the classical art music of the 

Edo period. Fumio Koizumi, “Japan V1 i) Folk Music ii) Warabe-uta,” The New Grove Dictionary of 

Music and Musicians Vol 9. ed. Stanley Sadie (London: Macmillan Publishers Limited, 1980), 542. 
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Figure 15: Example of Edo period frame used by Yamada Kōsaku in bar 13.  

 

Figure 16: Example of varied frame used by Yamada Kōsaku in bar 20. 

 

Figure 17: Example of Edo period frame used by Yamada Kōsaku in bar 21. 

 

Figure 18: bar 24 example of varied frame resolving to tonic used by Yamada Kōsaku in bar 24. 

 

It has been suggested by Michael J. Holderer in his lecture notes that Yamada Kōsaku’s 

compositions hinted at Debussy (Holderer 2004, 10). In this particular arrangement, which seems 

to echo Wagnerian tones, Holderer’s observation could be seen to be true, since Debussy was 

also influenced by Wagner’s music.
43

 

                                                 
43

 Roger Nichols, “Debussy, (Achille-) Claude,” The New Grove Dictionary of Music and Musicians 

Vol.5, ed. Stanley Sadie (London: Macmillan Publishers Limited, 1980), 293, 295, 301, 302. 

 



 34 

Rentarō Taki, in his original Kōjō no Tsuki, appears to have been limited by the rules set by the 

Japanese education system. In doing so, he has used those rules as a guideline to create, albeit 

very simply and elegantly, a largely Western style of composition. It appears that Rentarō Taki’s 

choice for the lyrics of the song kept the song true to its Japanese indigenous roots and rhythmic 

style while experimenting with Western harmonies. This produced a song with wide appeal 

which would later become one of the best known Art songs of Meiji Era Japan. Whilst Rentarō 

Taki was influenced by children’s songs of Germany and America, Yamada Kōsaku in his 

arrangement built upon Rentarō Taki’s melody to produce a highly developed Japanese Art 

Song. Not only was he able to create a symbiosis of two cultures but, given his study in 

Germany, he appeared to be influenced by Richard Wagner especially in this case, by his Art 

Song Im Treibhaus. The symbiosis of piano accompaniment and voice marks the beginnings of 

the fully developed Western style Japanese Art Song. 
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CONCLUSION 

The pages of this thesis have explored the impact of the West on Japan during the Meiji Era 

1868-1912. Particular emphasis has been placed on discovering the earliest influences of the 

West on the composition of Japanese Art Song that emerged during this era.  

Through the study of the song Kōjō no Tsuki by Rentarō Taki (1901) and its later arrangement by 

Yamada Kōsaku (1917), it has been revealed that the earliest Western influence on these two 

composers was from German Lied and Folk Song. It has also become evident in the course of 

this study that Kōjō no Tsuki provided the stepping-stone for the distinctive form of Japanese Art 

Song known as Kakyoku. It was shown that the importance of the mother tongue and the 

authenticity of the storyline to the country of Japan were vital in establishing the unique form of 

Art Song, and that Japanese Art Songs provided an historic point to expand the lifestyle and 

culture of a nation during the pivotal period of change when two cultures merged.  

Investigation into the background of the song Kōjō no Tsuki clarified why the song is termed a 

Japanese Art Song and not a Minʹyō or Shin Minʹyō. Opinions were presented to illustrate the  

difference between Art Song, Minʹyō and Shin Minʹyō. It was ascertained that whilst Rentarō 

Taki’s original Kōjō no Tsuki possessed some qualities of the Shin Min’yō, it was in fact, 

originally a school song. The Yamada Kōsaku arrangement could definitely be termed a Western 

influenced Art Song (Kakyoku). 

The choice of studying the song Kōjō no Tsuki for this thesis was a deliberate one in order to 

illustrate differences in early and late Meiji Era composers. An important discovery was that the 

original song, composed by Rentarō Taki in 1901, based on the Japanese Education system’s 

rules for Children’s songs, was further developed by Yamada Kōsaku in 1917, after his study in 

Germany. The sixteen years that had passed between the original composition and the 

arrangement of the song, was valuable. Yamada Kōsaku’s arrangement of Rentarō Taki’s 

composition advanced the song from being a school song (shoka) influenced by Western style 

military music, specifically the tune Miya San, and German Folk Song, Hänchnen Klein, to a 

sophisticated Art Song influenced by Richard Wagner’s Lied Im Treibhaus incorporating 

Japanese musical frame into the largely Westernised musical style.  
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There is scope for further study in the field of early Western influences on Art Songs (Kakyoku) 

of Meiji Era Japan in particular documenting changes and development of styles between the 

early and late Meiji era composers as well as analysis of the various songs. Whilst the composer 

Rentarō Taki is one of the most prolific composers of the Meiji Era with easy access available to 

his music, the challenge may be in locating the works of some of the lesser-known Art Song 

composers of this era and ascertaining the extent of Western influences on their individual 

composing styles. 
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APPENDICES 

Number Title 

 

1 Rentarō Taki’s Kōjō no Tsuki, composed 1901 in key of B minor 

 

2 Yamada Kōsaku’s 1917 arrangement of Rentarō Taki’s Kōjō no Tsuki  

 

3 English translation for Kōjō no Tsuki  

 

4 Military song Miyasan 

 

5 Im Treibhaus from the Wagnerian Song Cycle, Wesendonck Lieder WWV91 
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Appendix 1 

Rentarō Taki’s Kōjō no Tsuki composed 1901 in key of B minor
44

 

 

 

  

                                                 
44

 Ikeda Sayuri, “Music composition-Taki Rentaro,” last modified 13
th
 August 2011, accessed June 2013, 

http://www.ne.jp/asahi/sayuri/home/doyobook/doyo00taki.htm#authorpermission. 

http://www.ne.jp/asahi/sayuri/home/doyobook/doyo00taki.htm#authorpermission
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Appendix 2 

Yamada Kōsaku’s 1917 arrangement of Rentarō Taki’s Kōjō no Tsuki 
45

 

 

                                                 
45

 Ikeda Sayuri, “Music Compositions-Taki Rentaro,” last modified 13
th
 August 2011, accessed June 

2013, http://www.ne.jp/asahi/sayuri/home/doyobook/doyo00taki.htm#authorpermission.  

 

http://www.ne.jp/asahi/sayuri/home/doyobook/doyo00taki.htm#authorpermission
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Appendix 3 

English translation for Kōjō no Tsuki
46

 

Phrase Meaning 

城荒の月  

1.  

Haru Kōrō no Hana no En 

楼高春の 花の宴  

meguru Sakazuki, Kage sashite; 

るぐめ盃 てしさげか  

chiyo no Matsu-ga-E, wake ideshi, 

代千の松が枝 しでいけげ  

Mukashi no hikari, ima izuko? 

昔の光 いずいまい  

The Moon over a Ruined Castle 

1. 

In spring, at the tall tower, the blossom[-watching] 

carousel,  

The rounds of drinking-cups, the shadows cast 

Parting the millennial pine-bough, [the moon is] 

arising,  

But where is gone the light of the past? 

2. 

Aki Jin'ei no, Shimo no iro, 

営陣秋の 霜の色  

nakiyuku Kari no, Kazu misete; 

鳴き行く雁の 見数てせ  

u'uru Tsurugi ni, terisoishi, 

植るう剣に 照しいそり  

mukashi no Hikari, ima izu ko? 

昔の光 そずそまい  

2. 

Autumn, at the [soldiers’] camp the frosty hue,  

The gander gaggling by, they show up in numbers 

On the planted swords it used to shine,  

But where is gone the light of the past? 

  

                                                 
46

 Chart devised by Author. Interpretation and Japanese Kanji prepared by and used with permission for 

this thesis by Mr. Yoshi Omata, Richmond, (VIC), Australia, (February 2013). 
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Phrase Meaning 

城荒の月  

3.  

ima Kōjō no Yowa no Tsuki 

城城荒の 半夜の月  

kawaranu Hikari ta-ga-tame zo 

ぬらわか光 誰ぞめたが  

Kaki ni nokoru wa tada Katsura 

垣に残うる めつぬだわ  

Matsu ni utau wa tada Arashi 

松に歌るる めつ嵐  

The Moon over a Ruined Castle 

3. 

Now the castle ruins night fallen moon 

Unchanging light, for whom might it be? 

Remaining on the hedge are only vines, 

Singing on the pine only the winds 

4. 

Tenjō Kage wa kawaranedo 

影井天る ぬらわわか  

Eiko wa utsuru Yo no Sugata 

枯栄る移う 世の姿  

Utsusan tote ka ima mo nao 

写かてとせぬ 城おなも  

Aa kōjō no Yowa no Tsuki 

ああ城荒の 半夜の月  

4. 

The ceiling shadow may be unchanged, but 

The rise and fall transpire, the guise of this world 

Do you persist in showing this, even onto now? 

Oh, the castle ruin's night fallen moon 
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Appendix 4 

Military song Miyasan
47

 

 

 

  

                                                 
47

 Elizabeth May, The Influence of the Meiji Period on Japanese Chilldren's Music. (Berkley: University 

of California Press, 1963), Example 17, p.41. 
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Appendix 5 

Im Treibhaus from the Wagnerian song cycle Wesendonck Lieder WWV91
48

 

 

  

                                                 
48

 Richard Wagner, Im Treibhaus, Public Domain Petrucci music, accessed September 2013, 

http://imslp.org/wiki/5_Gedichte_für_eine_Frauenstimme,_WWV_91_(Wagner,_Richard). 

 

http://imslp.org/wiki/5_Gedichte_für_eine_Frauenstimme,_WWV_91_(Wagner,_Richard)
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