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It is well known that Kimi ga yo F»3X, although recognized as the Japanese
national anthem by law only in 1999, was chosen in the summer of 1880 as a
ceremonial piece for the navy. Its melody was composed by reijin' i, ie.
members of the gagaku department of the court ministry N A A EHESEER, and
harmonized by Franz Eckert. It replaced an earlier piece by John William Fenton
with the same text.”

Summer 1880 was precisely when the newly founded Institute of Music (7 ZHGH
) began the compilation of song books for elementary school (Shogaku shoka shi,
/IR ) under the musical direction of Luther Whiting Mason, and many of the
reijin took part in this new adventure. At about the same time, the reijin were engaged
in the composition of hoiku shoka TREWEK, a collection of educational songs
composed between 1877 and 1883 for the Tokyd Women's Normal School H T
(&R and its affiliated kindergarten. While the songs of the Shogaku shoka shit
mainly use Western melodies and are notated in Western staff system, the hoiku shoka
are based on the music theory of gagaku and written in hakase HEE the traditional
notation for vocal pieces.

Up to the present, the hoiku shoka have mainly been seen as an experiment in
music education, which was abandoned when Mason’s songs appeared. Indeed,
historical sources show that the compilation of hoiku shoka stopped immediately
after the reijin began to work with Mason. But in my habilitation thesis® I showed
that it resumed in 1882, when Mason returned to America and Franz Eckert was
engaged as his successor. In 1882 and 1883, the hoiku shoka were supplemented,
fundamentally revised and arranged in a pedagogical order, and the gagaku
department applied for permission to publish a printed edition.* Also in 1883, the
reijin began to teach new songs in hoiku shoka style at the Koten Kokyii Sho G
727 a Shinto school in Tokyo.® It can therefore be said that at least at that time the
hoiku shoka do not seem to have been considered obsolete by the court musicians.

Some sources of hoiku shoka include Kimi ga yo°, which is the first appearance of
this song in the educational world. (The first volume of Shogaku shoka shii, published
in 1881, also contains a Kimi ga yo, but it is a different song with a Western melody.
See note 30 below.) Since the majority of hoiku shoka were composed before 1880,
some writers have concluded that the present melody of Kimi ga yo was originally
composed for the hoiku shoka collection. But source evidence makes it very unlikely
that it was part of the collection before Eckert arranged it for the navy’: Of extant
manuscripts, only those written in 1883 and later contain the song. Earlier sources, in
contrast, include a different song with the same text, which disappears when “Eckert’s”
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Kimi ga yo arrives.® It is thus most likely that it was incorporated into the collection
only in 1882 or 1883, when the collection was revised.’

An additional argument against the opinion that Kimi ga yo was composed as a
hoiku shoka is the style of the song. As I will show in the first of the following
analyses, Kimi ga yo has some elements in common with other hoiku shoka, but it is
not composed in the hoiku shoka style. In the second analysis I will argue that an
influence from Western “hymn-style™ songs may be responsible for this discrepancy
of styles. In the third analysis I will investigate the role that Fenton's Kimi ga vo
played in the birth of the new composition. In the conclusion I will ask what the
introduction of this alien piece into the hoiku shoka collection means.

1. The style of hoiku shoka and Kimi ga yo

The style of hoiku shoka is a controversially disputed question. TOGI Sueharu # %7
i (Tetteki §#ifi) , who was well acquainted with both gagaku and hoiku shoka in his
youth (he studied at the gagaku department from 1884, when hoiku shoka were part of
the curriculum", while his father Sueyoshi Z=75 was one of the leading composers of
hoiku shoka) , wrote in his “Small Music History™" that in the early Meiji era “gagaku
displayed an epoch of composition of new pieces”, namely hoiku shoka, that had, “of
course, gagaku melodies as their musical body”. So he named these songs, including
Kimi ga yo, “gagaku-style shoka™ HESEER.

In contrast, SHIBA Sukehiro, no less an authority on gagaku but knowing hoiku
shoka only from written sources and personal communication'’, observed a
fundamental difference between both styles, namely that gagaku used different
scales for instrumental and vocal melodies, while hoiku shoka did not. Even though
they use gagaku scales, he concluded, hoiku shoka were more closely related to
Western school songs than to gagaku songs."”

As a possible explanation for this disagreement one might suspect that there is a
discrepancy between the oral and written traditions; evidence in support of this
suspicion is provided by a transcription of a hoiku shoka by TANABE Hisao",
which deviates in terms of scale and many small details from a literal transnotation
of the hakase notation of that piece and thus comes closer to the gagaku singing
style. It may or may not be that Tanabe’s transcription reflects the actual singing of
informants who had learned hoiku shoka in the early Meiji era. But independent of
this question IBUKIYAMA Mahoko" has demonstrated that the melodic progression
of hoiku shoka is more similar to gagaku songs than to Western-style shoka.

Be that as it may, it is important to note that the hoiku shoka style developed not
only in an area of tension between actual gagaku practice and newly introduced
Western music, but also as an attempt to restore (and re-invent) an authentic ancient
Japanese music, as I have pointed out elsewhere." In many cases it is impossible to
decide which differences between gagaku singing and hoiku shoka style stem from
the (actual or supposed) re-invention of old traditions, which from the reception of
Western music or music theory, and which from real innovations. So here I will
refrain from attempting to answer this question definitively, and will only consider
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s Kimi oa vo as it appears in the hoiku shoka collection. o
the ;E)rllﬁyot clf)';];lergr?iﬁg the scgli, there is no .obvio'us diffe.:renc,g betwe.erqlwé(um f: :1;:
and the majority of the other hoiku shoka leltten in the ritsu i m((j)ie. , ?r? an{n
notes in the scale (re mi so la si d()(;‘e) . V\;ilth do always followed by an asc g
i i always followed by a descending one. ; ‘
lntegzicll()ig(lj);iljcl)nce:yrning the rhythm, there is a.rema‘rkable predommanc;ahot /s(l)(i)’:/‘
notes of equal duration in Kimi ga vo. The question of whether there age (I)dAer zon ;
shoka with a similar rhythmic structure can only be answered by efczj mgth .
criterion by which the rhythmic values is one song can be compared wi

ic vz in another.

rhyt/:lénclgrc\i/idr:;lii)lgoitemporary sources'” the rhythm of hoiku. shoka is based on tgrge
kinds of time units, big rime Kifi symbolized by Fi. small time /N symbolblze : };
@ and yin rime F&§i symbolized by O. Big and small times are marked‘ by e.at‘s 0f
the shakubydshi %iff1{-, while the yin time is not. There are three categories o

musical meter:

Step beat 131 1 consists of a simple succession of small times and is used 1;11
play songs Wi#k% without the accompaniment of stringed instruments. Eac
small time represents one step, which is also the unit used to calculate the

length of the play-songs:
00000 .

- Quick beat"™ FUP T uses small and big times: if‘l a song Written in quick beat%
a pattern (called “bar” in this paper) made up of one big time anq a numbfar 0‘
small times is repeated throughout the piece. The ntlmbelr of §mall tlmles
depends on the type of meter. In quick four-beat meter EtiV_LHH ? t(l))r example,
one bar comprises four time units, the third of which is the big time™:

00 000 O ..

- Slow beat I uses all three kinds of time units. Between the small and[;)}g
times there is one yin time each. as for example in a slow five-beat meter PR T

e
0000000000000 00U ..

Songs in quick beat and slow beat are accompanied by. thf? six—ftringed wagon
FIZE and (ad libitum) the 13-stringed 56 “F. At the beginning of §ach song, Flje
length in bars is indicated (for example M7+ —1 for Kimi ga yo. which
is 11 bars long).
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Op the basis of evidence provided by songs which were renotated from step beat
to quick beat or from quick beat to slow beat and vice versa, it can be as%ume% that
in all meters the time interval between two successive times is almoet‘ the sa .
re.g?rdless of the kind of time unit. Thus in comparing the rhythmic rﬁovemén?f%
q:tteren.t songs, it is appropriate to consider all three kinds of time units to be equal
;)n duration. I wi.ll call them “metric times” or simply “units”. One bar i;] quickfgur-
[eengur:;z.er consists, for example, of four units, and one bar in slow five-beat meter of

'Klml ga yo, as notated in hakase in the hoiku shoka sources, consists of 11 bars in
qmckﬁ)z.u'—b.ear meter, giving it a total of 44 metric times. Each of the slow notes at
‘t‘he beginning has the duration of one metric time (“one-unit notes™) "i"h

remarkgb]e predominance of slow notes of equal duration” in this 90;1 is. th 6?
reflected in a high frequency of one-unit notes: The piece contains 28 <‘)n‘e-ur%it }10t .
or 63.6% of the metric times are filled with one-unit notes. The followin talf]S.
shows the values for all hoiku shoka from the collection in its last revision.? . :

share of jeces /. jec
kel pieces / share of total 97 pieces
10.00-13.33%: 4 (1.0%)

13.34-16.66%: COOGGSSS® (7.2%)
16.67-19.99%: GO GS OGS ® 32%)
20.00-23.33%: COOGOSS® (6.2%)

23.34-26.66%: CGOCOGGGS GO ® (103%)
26.67-29.99%: GO® (3.1%)
30.00-33.33%: COOG® (52%)
33.34-36.66%: GOOGSS® (6.2%)
36.67-39.99%: OGS ® (52%)
40.00-4333%: G OG00S0 006® (113%)
43.34-46.66%: GOOGGSGGS® (103%)
gg.gg-gz.%%: ::000 (5.2%)

.00-53.33%: 1 2222
53.34-56.66%: GOO® (4.1 LZ)”“” s
56.67-59.99%: 4 (1.0%)
60.00-63.33%: 4 (1.0%)

63.34-66.66%:

Table 1: Frequency of one-unit notes in hoiku shoka (@ = 1 piece)

¢ (1.0%) (Kimi ga Y0)
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The table displays a bimodal distribution: 32% of the pieces range between 13.34
and 26.66%, and 40% between 40 and 53.33%. These groups represent two
rhythmical types of songs: songs with less than 30% one-unit notes are mostly
syllabic songs in quick meter, where half-unit notes prevail, and songs with more
than 40% one-unit notes are mostly melismatic songs with a greater variety of longer
and shorter notes. Kimi ga yo is at the very bottom of the table, and so it can be
concluded that it is not a typical hoiku shoka in the rhythmical sense.

Thirdly. concerning musical form, all hoiku shoka composed in quick beat or
slow beat (72 out of 83 songs, that is all pieces except the play songs) are
accompanied by the wagon. The wagon plays a pattern called sugagaki &4, which
is at least one bar long and is repeated throughout the piece. There are a few cases
where the same pattern is used for different pieces, but as a rule each piece has its
own pattern. A short pattern is easy to comprehend and makes the piece more
characteristic, but in a long piece it will be boring for the player as well as for the
listener. A longer pattern, on the other hand, helps to make the musical form more
distinct because it restricts the possibilities for piece length to multiples of its
duration. The length of sugagaki in hoiku shoka ranges from 4 to 30 metric times,
and the number of repetitions ranges from 2 to 24 times.”

Evidently there are several possible ways to compose a hoiku shoka. You can
compose the wagon pattern first and then the melody: or you can fix only the length
of the pattern in the first step, compose the melody second, and the pattern last; or
you can calculate the length of the whole piece so that wagon patterns of different
length are possible, next compose the melody, and finally decide on the length of the
pattern and compose it; or you can begin by composing the melody, work out
thereafter what kind of pattern fits, and compose it accordingly. Obviously the last
method is not the best: If you compose a long piece and it happens that its length in
bars is a prime number, you have to repeat the shortest pattern as many times as

there are bars.

In most cases we do not know which method was used by the composers of hoiku
shoka, but it seems that at least in quick four-beat meter, where the bar is very short,
prime number totals of bars were avoided, except for very short pieces™:
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length pieces / share of total 48 pieces

(bars)

6 L 22 2 2 2 2 2 2 XX FERIA
7 Q0@ 63%)

8 €000 33%)

9 QO® 63%)

10 0000606 (125%)

1 ®(2.1%) < Kimi ga yo
12 V00000090 (16.7%)

13 0

14 L 2 2 2 2 2 2 JOURIA)

15 0

16 O (12%)

17 0

18 ® (2.1%)

19 0

20 ® (2.1%)

30 ® 2.1%)

Table 2: The length of all hoiku shoka in quick four-beat meter (4 = 1 piece)*

Except for Kimi ga yo, the length of none of the pieces is divisible by a prime
number greater than 7. On the other hand, in the play songs, which have no wagon
accompaniment, irregular lengths such as 52, 54 or 76 steps (corresponding to 13,
13.5, and 19 bars in quick four-beat meter) occur. Significantly, in the earliest
hakase manuscripts® of Kimi ga yo, written when the song was not yet incorporated
into the hoiku shoka collection, the song is not notated in quick four-bear meter but
only with small times, like a play song, which may be a further indication that a
wagon accompaniment was not planned at that time.

It may be concluded that Kimi ga yo, although compatible with the fundamentals
of the music theory of hoiku shoka, has an untypical rhythmic structure and was,
unlike the other songs of the collection, presumably not composed with a wagon
accompaniment in mind. The accompaniment may have been added afterwards,
when the piece was incorporated into the hoiku shioka collection, i.e. probably in
1882 or 1883. Thus the hoiku shéka version of Kimi ga yo seems to be an
arrangement rather than the original.

2. Sources for the style of Kimi ga yo

It is clear that, when Kimi ga yo (among other melodies) was presented to Franz
Eckert, it was proposed as a melody to be harmonized and arranged for military band
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to serve as a ceremonial piece for the navy. It is probable that the melody was
composed with this proposal in mind. At that time, the reijin already hfid some idea
of the kind of pieces used in such ceremonies. They had played Fenton’s Kimi ga yo
themselves several times since 1876, and they had also played The star-spangled
panner and Hail Columbia in July 1879.% Perhaps they had also Played other hymns
in their daily practice. Thus it is likely that they would have tried to compose the
piece “somewhat like” these other pieces. S

Since the scale of Kimi ga yo is derived from the theory of gagaku™, 1nﬂuences
from Western music styles, if any, have to be looked for mainly ip its thythmic form.
Indeed, the predominance of slow notes of equal duration, which is not'to be found in
other hoiku shoka, is also a characteristic of songs like Fenton’s. Kimr'ga yo. ]nvthe
following investigation I will try to clarify the extept tg which this rhythmical
uniformity is characteristic of a specific style of ceremonial pieces. %

The approach of counting “one-unit notes” is not applicable here becagse“lt is f}ot
always clear which rhythmic value in a certain song should pe taken as its “unit”. I
have thus calculated the share of the most dominant rhythmic value for each song,
relative to its metric time. For example, the first part of God save the Queen contains
2 quavers, 11 crotchets, 2 dotted crotchets and one dotted minim; the whole le':ngth
of this part (metric time) is 18 crotchets. So the crotchet is the most dorr}:nam
rhythmic value with a share of 11/18 or 61% of the metric tlm.e of the song.” The
resulting value is a measurement of the uniformity of the rhythmlc structure, because
a high value means that most of the metric time of a piece is filled out by one and the
same rhythmic value.

I have calculated the values for the first parts of each piece and the whqle pieces
separately, because some songs have a different rhythmic structure in their second
halves:

God save the Queen 55% first part: 61%
Gott erhalte Franz, den Kaiser® 44% first part: 63%
The star-spangled banner 55% first part: 46%
Hail Columbia® 58% first part: 63%
Land of Our Fathers™ 44% first part: 50%
Kimi ga yo (Fenton) 84% first part: 88%
Kimi ga yo 64% first part': 81%

Table 3: Rhythmic uniformity in some national songs

Only Fenton’s Kimi ga yo is more uniform than the current melody, but a gertain
uniformity, especially in the first parts of the songs, is a characteristic of most
national anthems. There are also other structural similarities between some of these
songs and Kimi ga yo: Four of them™® are in duple meter, five* without an upbeat. .

These characteristics are, in fact, common features of a style in Western music
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that may be called “hymn-style”. Here the word hymn is to be understood in the
older sense of “song for glorifying gods or heroes™ (£5:k in Japanese) and not in the
nowadays more common sense of “church song” (i £k in Japanese). In the 1890
hymnal Shinsen Sanbika (English title Hymns and Songs of Praise) ., edited by a
Joint committee of the United and Congregational Churches™, for example, there are
seven melodies explicitly called hymn, namely “Easter Hymn”, “Vesper Hymn”,
“Missionary Hymn”, “Italian Hymn”, “Portuguese Hymn”, “Spanish Hymn”, and
“Pleyel’s Hymn”. The values for these songs are as follows:

Easter Hymn 71% first part: 1%
Vesper Hymn 77% first part: 88%
Missionary Hymn 67% first part: 69%
Italian Hymn 60% first part: 58%
Portuguese Hymn 51% first part: 45%
Spanish Hymn 56% first part: 63%
Pleyel’s Hymn 50% first part: 50%
average 61.8% (standard deviation 10.3%)

Table 4: Rhythmic uniformity in melodies called “hymn” from Shinsen Sanbika

Only one of these songs (Portuguese Hymn) has an up-beat®, and only one
(Italian Hymn) is not in duple meter. The rhythmical uniformity of this group is
significantly greater than that of the whole corpus of Shinsen Sanbika: The average
for the 185 melodies is 52.6 % (standard deviation 15.6%).

Being men with an interest in music, the reijin may have had some knowledge of
Japanese church songs, virtually the only Western vocal music known in Japan
before 1880.% But this knowledge would have hardly been enough to rely on for
composing new pieces. Thus it seems more reasonable to assume that they derived
their image of hymn-style songs from the few ceremonial pieces that they had
learned to play at the court. Looking at the figures in table 3, it may be argued that it
was especially Fenton’s Kimi ga yo that exerted an influence on the new
composition.

3. Fenton’s Kimi ga yo and the “new arrangement”

There is additional evidence for the strong dependence of the new melody on that
composed by Fenton in an anecdote passed down by SHIBA Sukehiro.” According
to Shiba, the new melody of Kimi ga yo was understood as a SAE (new
arrangement) of Fenton’s Kimi ga vyo rather than a new composition; and it was
written down in minims rather than crotchets in the first sketch. just like Fenton’s
Kimi ga yo.

Apart from the tonality, the most striking difference between the two melodies is
that the new one is more elaborated and fits much better to the words.
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Ex. 2: Kimi ga yo (current version)

Fenton’s Kimi ga vo is phrased in groups of four notes as revealed in its mptmc
structure. It seems that the new melody was phrased the same ‘way when it was
composed. Later a division into two-bar phrases became usual®, but the hakase
manuscripts® divide the piece into eleven phrases, each one bar lf)ng. . .

The only place in Fenton’s melody where the melodic phrasm'g. fits the words is
bars 5-8 (marked with a rectangle in ex. 1) . It i§ really surprising that the new
melody is almost the same at that place (rectangle in ex. 2) . There was no need to
change the melody, so it remained unchanged. - '

To discover other influences from Fenton’s melody on the current Kimi ga yo, it
is useful to concentrate on melodic movements that cannot be found in other hoiku
shoka. Since most of the rhythmically differentiated passages.inb ex. 2 are standard‘
phrases in hoiku shoka, 1 will investigate only the phrases consisting of four notes of
equal duration (circled phrases in ex. | and 2). I . -

Table 5 shows a complete survey of all phrases containing four one-unit notes in
succession which occur in hoiku shoka in the ritsu mode.” Pieces and passages that
were later changed or discarded are also listed. In a few cases Fhe pa'ssages_ are part

of a longer phrase. (Phrases longer than four units are rare in hoiku shoka.) All
examples are transposed to d-ritsu.
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@ 26 occurrences
v

@ 21 occurrences

@ 17 occurrences

@ 6 occurrences

@ 5 occurrences

@ 3 occurrences (2 of them in discarded pieces)
?{é@ I case (discarded piece)

@ I case (part of a longer phrase)

0]

FE===_JNIM

0]

@ I case (discarded piece, not composed by a reijin)
@ 1 case (Kimi ga yo)

Table 5: Phrases with four one-unit notes in succession in hoiku shoka

The table shows that only eleven different four-note patterns occur in hoiku shoka.
Only three of them occur frequently and two others occasionally. The other six
patterns are isolated cases and mostly questionable in some way. If this table proves
anything, then it is the fact that composing hoiku shoka did not mean creating new
melodies but rather putting old ones together. Pieces with unusual melodic
progressions were in danger of being discarded.

Three of the four circled phrases in ex. 2 belong to the most frequent melody
patterns in hoiku shoka and thus need no further explanation. But the first phrase
falls totally out of the range of conventional patterns. It is not only an isolated case.
The shape of the phrase is totally different: In all other four-unit phrases the first
three notes form the shape of a mountain: ascending and descending in the 1st, 4th,
5th and 9th phrases of table 5; descending in the 2nd, 6th and 8th phrases; ascending
in the 3rd, 7th and 10th phrases. Only the 11th case, the first phrase from Kimi ga yo,
has the form of a valley.

In the context of the hoiku shoka, where every new invention was likely to be
dismissed, this beginning must have sounded truly exotic and thus have exerted a
very strong effect. I believe the piece was only able to survive because it was
considered a “new arrangement” of Fenton’s Kimi ga yo. Four of the five four-note
patterns occurring in Fenton’s Kimi ga yo have the valley-shaped form that was

unknown in hoiku shoka. To the ears of the reijin of the early Meiji era, the new
Kimi ga yo certainly retained an unmistakable characteristic of the old melody,
while, at the same time, the unbearable offences against Japanese declamation were
removed. Although it was only a new arrangement, it was a definite improvement.
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4. Conclusion ' .
Kimi ga yo is a hybrid song, partly belonging to the @oiku shoka §[yle;’l_)ll<1t 1r; cer;a:)r;
aspects composed more like a piece of Western music than a /’l()lku. s ola.f om chin
its most characteristic musical features seem to be taken over’ c‘hr'ect y‘ rom he
earlier melody composed by John V\l’{illiam Fenton. At the very least it was an exo
iece i ext of the hoiku shoka. :

plec\:/;;tgfdct%?re[jin make it a part of thF: 'collection? Was it not eno.u.gh tﬁat ];t v\[/lzlx::
played as a ceremonial piece by the musicians of tk.1e navy, and addll)tlona illt i; e
reijin themselves at the court? Of course, the. text szz ga yo had t_o e tz;ugh i .
schools. but there was already a song with this text in the hoiku sh()ka;] and there was
another song in the Shogaku shoka shii that cquld serve the same end. i

The easiest answer to this question is the fact that Franz Eckert succeeie aso‘n
in his post at the Institute of Music. It was a matter of cpurtesy toxvar_d Ec ert t(;cugz
“his” song, the song that he had zzilreelii{y published as “Die japani

i ne” in an international periodical.” -
Nat}l’(;lr;alfzzylhat the hoiku shoka were not a project gf the Ir}stitute of M}131c 13 not an
argument against this consideration. The various institutions of music ar;1 mu51(ci
education were closely tied together in terms of the people who Worked in t em, ar‘1
Eckert had already shown interest in hoiku shoka: One year ea:lxler than _Kzrzz gzll :\Ii),
he had published one of the hoiku shoka in the same peI‘IOdl'Céll. "l_’he Shoga Iz: sho Li
shii could not be “unprinted”, so to speak, but tt}e .hOlku shokg were t edr@t(
pedagogical project of the reijin, and so “Eckert’s” Kimi ga yo was incorporated into

n. ‘
tl'lat'l"choilsleifltclzgrporation meant no more and no les§ than that the currf:nt rlpelogy oft
Kimi ga yo was introduced to public school education — several years earlier than 1
s in printed school books.

app\e’:’tlr:etll?e}r)zlr}ts step was an anticipation of the official use of the song as “the Japanese
national anthem” is a more difficult question. At a time whf:n even many Weste.rn
nations, including the U.S., did not possess “officiavl”‘ qanopal anthems .(tlflat 1si
anthems recognized by law), there was no clear-cut dividing line be.tween in ;)rmad
ceremonial pieces and formal hymns. At the very least, thf: fong was given a p'rgderrej
position within the hoiku shoka collection: While “Masqn s Kimi ga yo was hidden in
the middle part of the Shogaku shoka shi, “Eckert’s” Klm'z ga yo was placed at the top
of the heptatonic shoka section.* And there are indications that it was tagght e\_/e'n
earlier.” There is no doubt that the introduction of Kimi ga yo to the hoiku shoka
collection was an important step in the history of the Japanese national anthem.

For the transcription of Japanese words the modified Hepburn-method is used.

[ thank Prof. Steven G. Nelson for revising my English.
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Notes:

Apparently by OKU Yoshiisa B4 2 in cooperation with HAY ASHI Hirosue FJ# 7.

A rather dubious anecdote handed down by SHIBA Sukehiro /2 #{i%% dates the composition of the

melody back to 1878, but at any rate it replaced the Fenton melody only in 1880, when it was

harmonized by Franz Eckert. See for example Z#iZ8# [# » U0 E] [v—41) —D

K] . January 1966, pp. 16-19; WWATEE-& [VERSEA GO d0a7 0 JIKEFE, 1993, pp.

255-259.

Eine Musikkultur auf dem Scheidewege. Die Hoiku Shoka (“Erziehungslieder”, 1877-1883) als

restaurativer Gegenentwurf zur Einfiihrung der westlichen Musik in Japan, Habilitationsschrift

Humboldt-Universitit zu Berlin, 1999, unpublished. A copy is available at the music library of the

Tokyo National University of Fine Arts and Music % 5% 2£1f K77,

This attempt seems to have failed, because no official print is known.

See my habilitation thesis, p. 226.

Sources of hoiku shoka containing Kimi ga yo are as follows:

I Source containing text, melody and accompaniment: (1) [FWEHK] (manuscript, written in
1890 by a member of the HIGASHI % family; at least the first part of the manuscript, which
contains the texts and melodies of the hoiku shoka, is a copy of a manuscript of HAYASHI
Hirotsugu FAIEEHE, written in 1885; the second part contains sé parts, but no wagon parts;
published on CD-ROM: [Ri#IARERR  HUAKGAK CH ] |, 2001, source no. 57).

I Sources containing text and melody (hakase): (1) no title (manuscript of hoiku shoka,
obviously written by SHIBA Sukenatsu £ {{i 5, owned by SHIBA Sukeyasu £ {{i; no date,
but presumably written progressively during the genesis of the hoiku shoka. Kimi ga yo is one
of the last pieces in the ichikotsu section, so it may be one of the last entries in the manuscript);
(2) no title (manuscript of hoiku shoka, & [TREIEIGE] B RARIE D No. 36,
written presumably by BUNNO Yoshiaki ' #fk, owned by BUNNO Michiaki #3&Fk; the
first 36 songs of the source were presumably written at the beginning of 1879, the remaining
part progressively during the genesis of the collection. Kimi ga yo is the fifth last song,
appearing after two songs that are known to have been composed in March 1882. So Kimi ga
yo cannot have been written earlier than March 1882.); (3) [P+ 54 fRE MR
(manuscript of the kindergarten teacher SHIMIZU Tazu {#§7K7= D, dated 1883, held by the
library of Ochanomizu University; the hakase of Kimi ga yo is without phrasing indication);
(4) TEREMENGEE]  (manuscript of INABA Yohachi i 428\, written in 1935, copy of a
manuscript of TSUNEKAWA Shigemitsu 51§, written in 1885, held by the Research
Archives for Japanese Music of Ueno Gakuen University).

Il Sources containing accompaniment: (1) [ZHiE% {REEMKEE - MZE2HE] (56 and
wagon parts, written by SHIBA Sukenatsu, 1883, owned by SHIBA Sukeyasu); (2) [fRTIH
SRFIZRRE %G ] (manuscript of INABA Yohachi, written in 1935; wagon parts are copied
from a manuscript of TSUNEKAWA Shigemitsu, written in 1885, s parts are copied from an
undated manuscript of MITA Komatsuko —HI/M2A 15 held by the Research Archives for

Japanese Music of Ueno Gakuen University); (3) [Mi&ka%] (manuscript of INABA
Yohachi, written in 1936; parts for several gagaku instruments, copied from an undated
manuscript of TSUNEKAWA Shigetoshi f1iJI1| §i#; held by the Research Archives for
Japanese Music of Ueno Gakuen University); (4) [{RTEHK]  (undated manuscript, perhaps

(12)

written after 1890 by a member of the HIGASHI family; contlains only trkle le;t and sho
notation of Kimi ga yo: published on CD-ROM: [Hi#BIARERK %Zi‘ﬂ\ii_aj ;230;,
source no. 56; concerning this source see IR [TERAEWH] ﬁia%}@ﬁ%ﬁ ﬁ/‘? e
KB TR BT gt ER L, 2002, pp. 14-17); (5) two manuscripts without
title and date, containing wagon and sé6 accompaniment respectively, 0wne§ by TOGI
Kanchiko HU{7%. The structure of the manuscripts is similar to I (1), and so it may have
i t about the same time.
\} ‘;Zir:'cwer;z:?a?ning only the text: (1) [ fE[EINESR ] (printed edition of the hoiku shoka texts,
ed. by ICHIKAWA Yasokichi il I\, HoL i?%%&ijst, 1886). - , o
V Sources containing only the title: (1) T s #d? 4] (curriculum torithe singing
lessons at the Tokyo Women's Normal School and teaching record for thiﬁlnlii sFason
1882/3. manuscript owned by TOGI Kanehiko); (2) Wﬁ‘h‘j:; +E+H3I Y ﬁtufT “FRHIE
%80 (Curriculum for the Gagaku School KR ok i 1887.’2anc~lw‘ntlen copy by
SHIBA Sukehiro 22 #{i#, reproduced in: TOWE AT [ SRR STk EE] | vol. 15, H
B KZett, 1991, pp. 109-118). ’ ’ N
VI S?ourfeinnown topfhe author only through other publications: (1) ﬂ%ﬁ;ﬁ%}z%dﬂ
(manuscript by HAYASHI Hirosue BRI, cited in EfENI—ERE TH &lﬂ[ﬂﬁkﬂidﬁl\ ®
w10 A asak L, 1974, pp. 148-150, hakase of Kimi ga yo reprodu'ced in th;f\r?%
pages): (2) unspecified source (different from all other sources cited here), C}ted in H#E M
[ A S5a8aE ] Ha0 - HIGEIE, 1919, pp. 695-696. May have been written at about the
same time as I1I (1) and III (5), or later. - - -
Other early manuscripts not connected with hoiku shoka, but written in the traditional musica
i se are:
nv(l)lml(l;))n l\’/llt;:iscript from the collection of the military band leader NAKAMQRA Suketsu‘ne ok
#il# and (2) manuscript from the gagaku department of the c(?u'r} mlmftry, both cited and
reproduced in PERE(IlI—HB# [HAEERIES] d0at @E&%Eg'ﬁﬂfiﬁ, 1'97'4. pp- lb"O—
153. These manuscripts may be written near to the date of composition of Kfmz ga vo ifel
probably in 1880. So they are written earlier than all of the hoiku shoka manuscripts mentioned
above. . ;
The melody of Kimi ga yo was chosen in July 1880, and Eckej}’s arrang?m‘em vtlat f.1r51 pel;f\o:r;ne
in October of the same year. See for example i [ o0 MR rhgL A G,
1997, pp. 75-76, 114-119.
The title of the earlier song is Sazareishi ¥ # L 4 . but the text is the same. In f'act, the melody
of the earlier song does not disappear from the collection, but was thereafter used w-nh ar?other text.
Of the sources which do not contain Kimi ga yo. but Sazareishi, only those which give hints for the
dating of Kimi ga yo are mentioned here: : N -
(1) TUESRz B St s e Brp o/ 4EH L dist of hoiku shoka with their olff|c1a1‘ dalej ,Of
registration, written by SHIBA Fujitsune £ €4 as appendix to his manuscr‘lpt [t i
RS T . owned by SHIBA Sukeyasu. (A copy of this list, handwritten | b?/ SP;LBA
Sukehiro, is reproduced in 7L 231 #hi [ 35 % LR 22 SCikEE] | vol. 15, %,‘?\A- K2t
1991, pp. 185-192.) The last date in the list is May 20th, 1880, and there is an extra'llst of thll'ee.
songs composed for schools in Tokyo, registered in June 1880. So it appears certain that Kimi
ga yo was not officially accepted as a hoiku shoka before June 1880. - A e
(2) [MEHKa] | five volume manuscript held by the library of Tokyo National University of Fine

(13)
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Arts and Music, written at the Tokydo Women’s Normal School between May 25th and August
30th, 1880. for the Institute of Music ¥4, The manuscript contains all pieces
mentioned in (1) dated 1879 or earlier.

(3) [MKRE ] . six volume manuscript held by the British Library, London (call no. OR 4702)

without any indication of writer or date. (There is a note from the library that it originates from
a “Yamanoi Kiho™ - possibly a misreading of [11J}3% 5 - and was bought in 1893 from a “M.
Nijhoff™.) Volumes 1-5 are almost identical with (2) and seem not only to be copied from the
same source, but also by the same writer. Volumes 6 contains the remaining songs mentioned
in list (1) (except the three songs for schools in Tokyo) and, as the last piece. the song cycle
Tama to iro BRI ( [/ 7 Bk] Dhtal [H@] (] THt@a] [k T4e@] [HoE)d
[ ), which is not in the list. It may be concluded that the source was copied from the
official manuscript at the Tokyo Women's Normal School later than August 1880.

@) [ZhidE 2558 | wagon manuscript, written by SHIBA Sukenatsu, owned by SHIBA
Sukeyasu. This source contains all songs of (2) except the play songs (vigi JEEL: play songs
are without accompaniment and thus not found in wagon sources): the song cycle Tama to iro.
but not the other songs from the sixth volume of (3); and additionally the three songs
Nadeshiko ¥5. Wakamurasaki 758, and Kimi ga megumi 4% 71 %, which are not in (1), (2),

-and (3), but in all later sources. So this source may also have been written at least later than
June 1880.

[E#. 2 #]  Undated manuscript owned by TOGI Kanehiko, containing exactly the same
pieces as (3). except the play songs. In both (3) and (5). the order of pieces follows mainly the
date of composition according to (1), but in detail the pieces are arranged differently. Thus the
two sources are not directly related to each other. Tama to iro is also the last piece in this
manuscript.

=

Assuming that the list in (1) is correct, it seems that Tama to iro, Nadeshiko, Wakamurasaki, and
Kimi ga megumi were incorporated after June 1880, but earlier than Kimi ga yo. Thus Kimi ga yo
was not incorporated soon after June 1880. This confirms the observations mentioned in note 6. I
(1) and (2). - It may be added that only II (1), II (2) and IV (1), mentioned in note 6, contain both
Sazareishi and Kimi ga yo. The first and second of these sources were compiled during a long time
period. and the third is probably based on more than a single source (and is, by the way, a messy
compilation which contains some texts more than once. with others mutilated). So it is clear that
Sazareishi was abandoned when Kimi ga yo was incorporated.
Up to this date I have not been able to find any source of hoiku shoka written demonstrably in 1881
or 1882, but earlier sources definitively do not contain Kimi ga yo. Further hints for the dating of
the incorporation of Kimi ga yo into the hoiku shoka collection can be found in my habilitation
thesis, pp. 227-231.
The hoiku shoka were part of the curriculum of the gagaku school from at least 1880, and a
curriculum of 1887 is known which contains 34 hoiku shoka, including Kimi ga vo: see 2 i 4%
[ GG O 4530 | [ERE I B OB (LG22 78 T3 SRR REOF 2 Sk i
B0 %] dUat T KZetE. 1991, pp. 1-200) |, pp. 145-146 and 109-120.
PR R B N U T VAN e N 131 i B B K A B il 11 PR R B b2 S
1908, pp. 295-322, here p. 312.

(14)

12 He was also a son of a hoiku shoka composer and closely related to OKU Yoshiisa, the alleged

omposer of Kimi ga yo but when he was born in 1898, the practice of hoiku shoka had already
© : yo,

ceased. i
13 See ILIHIZHEY [HAUOHEL] SO C GOCHE, 1956, pp. 186-190.
l;1 [EUoE] | in: M HE S THAS S aah ] Ot arating, 1919, 44l 45 /.
15 GHEEL T[RRI 0T [V I ] S44 v (1979). pp. 1-25.
16 My habilitation thesis. pp. 14-16. = oAk A
17 Fo); example, Introduction to shoka 3k AL"] by BUNNO Yoshiaki & £k, written presum

ably

about 1884. The handwritten source is in possession of the Bunno family. A copy is available in the

Research Archives for Japanese Music, Ueno Gakuen College, Tokyd. A German translation of

source is to be found in the appendix of my habilitation thesis.

[ this

18 The translations quick beat and slow beat may be somewhat misleading in terms of their

o / it is the
relationship to “quick movement and “slow movement” in Western music, but it

only

translation that fits the Japanese word itself as well as explanations in theoretical writings of that

s

time. Bunno, for example, writes about slow pear: A0 g 2 [ = F26 7 m> ).L I 7
HLIREE 7 &FRET U | (“because in this beat there are yin times added between all times, the

tempo is naturally leisurely™): about quick beat:  [WLATIT7 V£ %1 7 b7 H =L

7

7 HfiE A 7 2T Y | (“because in this beat each time is beaten and yin times are not used,

the tempo is naturally fast™ loc. cit.. see note 17). It is probable that hoiku shoka were performed

quicker than gagaku is performed today. but certainly a quick four-beat meter in hoiku shoka i

as quick as an Allegro piece in Western music.

s not

i i i first small time after ig ti and so Bunno writes that
19 In theory, the counting begins with the first small time after the big time. and so @

in quick beat the bar begins with the second and closes with the first time (loc. cit.).

20 Since many songs exist in more than one version and the same melodies were used for different

texts and vice versa at different times, statistics cannot easily be made for all pieces that appear in

any source of hoiku shoka. So I have restricted the material to the 83 pieces listed in source VI (2)

(see note 6), which represent supposedly the final stage of the collection, and to the versions

contained in sources written in 1883 or later. The four melodies of Shiki U=, which are

only

transpositions of each other, are counted as one melody, but in the case of songs which are divided
into parts (F%) with independent melodies, the parts are counted separately. In the song Usagi e all

three verses use the same melody, but the different words bring about important rhythmical

differences. So they are counted separately.

21 The length of the wagon patiern is calculated in metric times and not in bars because the real

{ o atter -bar pattern in
complexity of the pattern depends on the former and not on the latter. A typical one-bar pa

3 . ins , five-be ioht.
quick four-beatr meter consists of three or four sounds, but in slow five-beat meter of seven or eigh

i for the est pieces sed in
For this reason one-bar patterns are common in slow beat even for the longest pieces, but used

quick beat only for short pieces.

22 In this table all different melodies in quick four-bear meter are counted, including pieces that are

found in earlier sources only. The song cycle Tama to iro is counted as one because all nine s
although composed by nine different composers. have the same length and use the same w
pattern.

23 The author believes that the easiest way to explain the musical structure of the hoiku shoka

ongs,

agon

is to

i i c i was
suppose that in most cases the length of the piece was calculated first, then the melody

i ) as fixed.
composed, and only in the last step the length and the structure of the wagon pattern was fixe

(15)
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28

29

30

31

32

38

34

35

There are cases where the length of the wagon pattern was changed afterwards. Thus the length of
the pieces may be regulated by the possibility of wagon patterns rather than by the actual patterns.
This is the reason why only the lengths of the pieces and not the real lengths of the wagon patterns
are shown in the table. For reference the real lengths of the wagon patterns are listed below:
- 6-bar pieces: 4 pieces 1 bar; 6 pieces 2 bars; 1 piece 3 bars
— 7-bar pieces: 3 pieces 1 bar
- 8-bar pieces: 3 pieces 2 bars, 1 piece 4 bars
- 9-bar pieces: 2 pieces | bar, 1 piece 3 bars
- 10-bar pieces: 3 pieces 2 bars, 3 pieces 5 bars
- 11-bar piece: 1 piece 1 bar
- 12-bar pieces: 1 piece 1 bar; 1 piece 2 bars; 2 pieces 3 bars; 4 pieces 4 bars
(The piece with a one bar pattern is Umi yukaba which was - like Kimi ga yo - not composed
originally for the hoiku shoka.)
- 14-bar pieces: 1 piece 1 bar; 4 pieces 2 bars: 2 pieces 7 bars
(The piece with a one bar pattern is the third and last part of Sakura and thus a special case.)
- 16-bar pieces: 2 pieces 4 bars
- 18-bar piece: 1 piece 3 bars
- 20-bar piece: 1 piece 2 bars
- 30-bar piece: 1 piece 5 bars.
Sources VII (1) and VII (2), see note 6.
See FHHET-# [HLICD HAIZ I 5 T ROZAE] H0E 1 ZEMIR, 1993, pp. 396-
402. America had no official national anthem at that time. According to Tsukahara, in his diary
BUNNO Yoshiaki calls both songs KIE|[E[#{ (“American national song”).
That the song is not written in dorian mode, as some older authors suggest, is clear on the grounds
of the presence of certain melodic progressions and the absence of others. By the way, it is unlikely
that the reijin had any knowledge of church modes at that time.
Since the share of the metric time, and not the number of values, is measured, the most dominant
value is not necessarily the most frequent one.
Austrian hymn, nowadays the melody of the German national anthem.
There are many versions of The star spangled banner and Hail Columbia. I used an old American
song book in which the melodies are given in a plain form: The American National Song Book. By
Uncle Sam, Boston: Benjamin B. Mussey; Lewis & Sampson, 1842.
An American national song (from the same collection), using the melody of Glorious Apollo by
Samuel Webbe. It is not known whether the reijin knew this song, but it was used (in a slightly
altered form) in 1881 in the Shogaku shoka shi with the text of Kimi ga yo.
From “kimi ga ...” to ... yachiyo ni”.
All except God save the Queen and The star-spangled banner.
The only exception is The star-spangled banner. Gott erhalte begins, in the score, with a two-note
upbeat, but metrically it is not an upbeat because the stress accent of the verse falls on the first
syllable.
WERER RHIEA, WEFEM, #iLEd, G Allichin, fh) Mf [ErtasRk] doat/
KB ¢ kLA B L 1890
Missionary hymn begins with a “prolonged upbeat”, which is essentially an upbeat but almost has
the effect of a downbeat.

(16)

36 In the first stage of the composition of hoiku shoka in 1877, however, the reijin had studied some

English kindergarten songs.
37 Shiba 1966, see note 2. | -
38 The official print oF: C i e L9ER $% (August 12th, 1893) has breathing marks only after
bars 2,4, 6,8,9and 11.
39 The sources [ (1), I, I
40 There are only a few hoiku shoka in the ryo

changed from ryo to ritsu would make the survey unnecessarily complicated.
: an Fenton's, because it is full of offences -

2). T (4). L (1), VI (1) and VI (2) mentioned in note 6.
5 mode, and including cases of songs that were

41 This song (see note 30), however, is not much better th

not against Japanese declamation, but against musically acceptable phrasing and expression.

42 See Nakamura 1993 (note 2), p- 257. - ) .
43 See Nakamura, p. 255. The title of the song is Fuyu no madoi. and itis unc. of lh'e_lwu_hrsl /l(’ll\lll
shoka, composed for the official opening ceremony of the kindergarten of the Tokyo Women A.x
Normal School in 1877. However, Nakamura failed to recognize it as a hoiku shoka, and cul?cd it
“a Japanese popular song” (H A, in note 25). This label fits only the other song published

in the same number. N » , -
44 During the last revision of the collection, the hoiku shoka were divided into the four categories

play-songs WEY, pentatonic songs FL A RSK, heptatonic songs L AIEK and higher grade ‘.\'ung.\
Fﬁﬁg"gﬁfk according to musical and pedagogical criteria. The songs are not grouped uct‘o.rdmg to
these categories in all manuscripts, but if they are erouped this way. Kimi ga yo is dchnlfcly the
first piece of the heptatonic section. (In the sources M (1), T (5). VI (2). and the s6 partof T (1),
see note 6.)

45 Source Il (3) (see note 6) reflects the process of learning at the Tokyo Women's Normal School
and is written in 1883. In this manuscript Kimi ga yo is included in the first section of play songs,

long before other heptatonic or even pentatonic shoka are taught.

(Lecturer, Humboldt-University. Berlin, Germany)
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