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Abstract 

While the music of Japanese composer Akira Miyoshi (1933-2013) has become well-

known within Japanese musical circles in the past 20 years, it has yet to achieve 

international recognition. The aim of this research is to bring the piano works of 

Miyoshi to international attention through live performance and recording, and, in the 

complementary exegesis, to guide performers through the interpretative process of 

Miyoshi's piano works with a focus on one particularly challenging aspect, that of 

musical drama. In order to explore Miyoshi's expression of musical drama in the 

greatest depth, this research focuses on his late piano works as follows: En Vers, 

Phénomène sonore I pour deux pianos, Phénomène sonore II pour deux pianos, Pour 

le piano I – mouvement circulaire et croisé and Pour le piano II – mouvement circulaire 

et croisé.  

 

With musical drama at its core, this research documents the pianist’s interpretative 

process for performing Miyoshi’s late piano works. The primary outcomes of this 

doctoral investigation are the candidate’s own performances of piano works by 

Miyoshi and other composers who influenced him. These are documented in the set 

of four CD sound recordings. By carefully combining works of Miyoshi with 

representative works by other composers, a meaningful context in which to 

experience each work is created.  

 

The exegesis consists of three parts. First, it introduces important aspects of Miyoshi's 

music that must be grasped in order to perform his late piano works. This includes an 

understanding of the musical ideas in Miyoshi's significant early works Sonate pour 

piano and Suite In Such Time and other late works Berceuse and Cahier sonore pour 

piano à 4 mains that help to place his later development in context. The influence of 

Japanese and non-Japanese composers (such as Dutilleux, Ravel, Debussy, Prokofiev, 

Ikenouchi, Yashiro, Takemitsu, Otaka and Ikebe) is also identified to illuminate other 

musical elements relevant to understanding Miyoshi’s compositional aesthetic. 

Second, it examines the compositional treatment of musical drama in the late piano 

works and describes the candidate's own working process of transferring this 

knowledge into an interpretation at the piano. Finally it presents performance 

suggestions that are developed from the preceding discussion.  
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Format of the Submission 

 

The submission consists of two parts: 

 

Part A (Sound Recordings) represents the primary performance focus of the project 

and is presented in the form of four CD recordings (240 minutes in duration). The CDs 

contain the works recorded as part of the project.  

 

Part B is an exegesis that investigates research questions that were raised during the 

project. It is a detailed critical commentary on the specific issues and challenges 

together with the strategies developed to solve them. 

 

Since the primary focus of the project is upon the recorded outcomes, the examiner 

may wish to commence an exploration of the submission by listening to the CDs which 

represent the overall artistic view of the repertoire. 
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Introduction 

 

The starting point for this project can be traced back to 2000 when I first 

heard a live performance of the piano sonata of Akira Miyoshi1(1933-2013) and was 

instantly drawn to this distinctive and powerful musical voice.2 I decided to add the 

sonata to my own solo repertoire and began learning more about this fascinating 

composer, whose music seemed to call for far greater recognition than it was given at 

the time. The more I heard and learned about this composer, the more convinced I 

became that his work was not receiving the international attention it deserved. As a 

pianist, it has therefore become my goal to generate greater awareness of Miyoshi’s 

piano works through performance in the hope that the works will find a prominent 

place in the piano literature. This doctoral project is conceived in terms of 

performance-research, allowing me to present my own performances of the works 

alongside a complementary exegesis, which seeks to elucidate important performance 

aspects of the music presented. 

 

The technical challenges contained in Miyoshi’s piano works are considerable, 

and pianists could easily spend a great amount of time just getting the works “into 

their fingers” so to speak. It became clear as this project progressed, however, that 

there was a far more important challenge facing pianists and one that could even 

shed light on many of the technical ones - that of fully expressing the musical drama 

embedded within Miyoshi’s compositions.  

 

“Drama” as a general term often describes specific types of theatrical works 

such as comedy and tragedy. Drama involves various components. According to 

Gustav Freytag,3 the major components are as follows: an exposition that sets the 

story and introduces the main characters; a rising action in which a series of dramatic 

                                                   
1
 The order of Japanese names follows Western practice with given name followed by family 

name. 
2
 A live performance given by a University piano student was heard by the author at The Tokyo 

College of Music in 2000. 
3
 Gustav Freytag was a nineteenth century German novelist and playwright. He developed a 

graphic plot chart to analyse the common patterns in the plots of stories and novels.  
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and emotional events build toward the point of greatest interest; a climax that is the 

turning point in the story, having the greatest tension; a falling action that happens as 

a result of the climax and makes the final outcome suspenseful; and a denouement 

that is the end of the story and allows the tension to loosen.4 These components are 

obvious in opera, for instance, through the libretto and its presentation, but they are 

also present in a more abstract sense in non-programmatic instrumental music, 

through the interaction and development of the musical material.  

 

This doctoral research uses the term “musical drama” in a broad manner to 

describe the dramatic effect that is created by the interaction between and 

development of musical materials that occur within a composition. The fact that 

musical drama, if understood in this way, is an abstract concept explains the reason 

why its delivery in performance is so challenging. The concept of musical drama 

considered here should not be understood as limited to the Austro-Germanic musical 

tradition of opposing or contrasting dialectic forces (as in the music of Beethoven), 

because the music being considered in this study belongs, instead, to a Franco-

Russian tradition that has developed connections with Japanese music. As will be 

demonstrated, Miyoshi’s late piano works composed between 1980 and 19985 

contain a series of short and rapidly unfolding dramatic and emotional events that 

carry powerful, dramatic tension. The pianist needs to convey these short events 

meaningfully with a strong expressive thread to connect these apparently disparate 

sections in performance in a way that convincingly drives toward, arrives at and 

retreats from the points of climax. Moreover, it will be shown that an additional level 

of complexity is present because Miyoshi employs Japanese aesthetic practices in the 

treatment of time, to create what I call the “temporal architecture” of a work. It is 

argued here that by applying this knowledge, the performer is better placed to create 

the musical drama inherent within the late piano works.  

 

 

                                                   
4
 Gustav Freytag & MacEvan, in Elias J MacEvan (ed.), Freytag’s Technique of the Drama: An 

Exposition of Dramatic Composition and Art (Chicago: Griggs, 1895), 114-140. 
5
 Not including the pieces for children, which are excluded from this exegesis. 
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Any investigation of musical drama would be impossible without exploring 

the musical elements that lead to the creation of that drama, such as form, tempo, 

dynamic, phrasing and rhythm, and analysing how these elements are put together to 

create the overall structure or architecture of the composition. As performance is the 

end goal, this investigation was carried out in a way best suited to performers; that is, 

the analysis is not undertaken from a theoretical perspective. Rather, it takes a 

performance angle with musical drama as its focal point, so that performers are 

equipped with the necessary tools to form interpretations that take musical drama 

into consideration. During the course of my own preparation of the works for 

performance, I also considered practical ways of approaching tempo, phrase lengths, 

rhythm and dynamics, through which a successful portrayal of musical drama can be 

achieved in performance. The recordings of performances document the end results 

of this process and demonstrate my own execution of the ideas presented in this 

study. In conjunction with this exegesis, the recorded performances offer suggestions 

and shed light on the question of how to achieve convincing interpretations of 

Miyoshi's late piano works.  

 

General musical background of Miyoshi 

 

Japanese art music has been developing rapidly since Japan began actively to 

receive Western art music around 1880.6 Tomojirō Ikenouchi (1906-1991) was an 

influential pedagogue who fostered the development of many important Japanese 

composers including Miyoshi.7 He was the first Japanese composer to study at the 

Paris Conservatoire (between 1927 and 1937). His educational approach was to guide 

students according to the Paris Conservatoire’s compositional methods and ethos of 

the time, namely, to encourage students to compose with a high level of 

sophistication and stylistic refinement. The freedom that he allowed his students 

resulted in the creation of a wide variety of musical styles. In 1955, Shinshin-kai (the 

Group of Intense Innovation) was formed by Ikenouchi and his students, of which 

                                                   
6
 Galliano, Yōgaku: Japanese Music in the Twentieth Century (Lanham, Maryland: The Scarecrow 

Press, 2003), 29-32. 
7
 Galliano, 76-78. 
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Miyoshi was a member. According to the musicologist and scholar in musical 

aesthetics, Luciana Galliano, “their interest was in founding a new academy dedicated 

to a renewed interest in French music, to encourage a return to proper training in the 

traditional skills of harmony and counterpoint, and to counterbalance the various 

avant-garde movements, which they felt were receiving a disproportionate amount of 

attention”.8 Miyoshi became acquainted with Ikenouchi through a competition in 

Japan in 1954 and subsequently attended Ikenouchi’s harmony classes.9  

 

At the age of three, Miyoshi started learning piano, solfège and basic musical 

notation at Jiyūgakuen, a kindergarden with a focus on children’s creative abilities. He 

was a child prodigy on piano. After entering primary school, he began to study violin 

and composition with Kōzaburō Hirai (1910-2002), who was committed to composing 

new Japanese songs and choruses. After Miyoshi’s studies with Hirai, he began to 

learn composition from Raymond Gallois-Montbrun (1918-1994) who came to Japan 

from France to teach violin and composition in 1952. When Montbrun returned home 

two years later, Miyoshi suspended his study of French literature at the University of 

Tokyo and went to France to continue studying with Montbrun at the Paris 

Conservatoire in 1955. At the Paris Conservatoire, Miyoshi also learned harmony with 

Henri Challan. During his time in France, he met Henri Dutilleux (1916-2013), who was 

Montbrun’s senior and Miyoshi’s favourite composer;10 Miyoshi had heard much of 

Dutilleux’s music through radio broadcasts in Japan. Though he was never a student of 

Dutilleux, Miyoshi was heavily influenced by him.11 Miyoshi returned to Japan in 1957 

and continued studying French literature, graduating in 1960. After teaching at the 

Tokyo Music Academy (presently Tokyo University of the Arts), he became a professor 

at the Tōhō Gakuen University. In 1999, he also became a member of the Japan 

Academy of Arts. He was passionate about developing piano methods for children and 

established the “Miyoshi Net Piano Competition” in 2005. He won numerous prizes 

                                                   
8
 Galliano, 186. 

9
 Akira Miyoshi, Yamagara nikki (Tokyo: Kawai shuppan, 1992), 86-88. 

10
 Akira Miyoshi, Miyoshi Akira no Sekai, CD (Victor NCS-587~588) 2007. See the liner notes for 

Sonate pour flute and violon-celle et piano. 
11

 Galliano, 187. 
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for his compositions including six Otaka prizes, the Suntory Music Award12 and the 

Cultural Merits Award.13 In 2013 he died of heart failure at the age of eighty. 

 

Overview of Miyoshi’s works 

 

Miyoshi composed a great variety of music including vocal, choral, opera, 

instrumental, orchestral, brass band, chamber, electronic and traditional Japanese 

instrumental works. Within his wide-ranging output, vocal and choral music seem to 

hold an important position, as he constantly wrote in these genres throughout his 

creative life. He also continually composed orchestral works, a number of which were 

awarded prestigious Japanese prizes. His piano output is comparatively small, because 

he had a long period when he was reluctant to compose for piano. During an 

interview, Miyoshi talked about his reasons for not writing many piano works:  

 

The piano is like [my] childhood friend. [I] do not want to give it (the 

relationship between [my] childhood friend and [me]) to other people. Mr. 

Akio Yashiro [Miyoshi’s close composer friend] also always thinks so. We each 

have our own pianism and relationship with the piano. We do not let other 

people penetrate there.14  

 

Miyoshi also noted during another interview: “In composition, the piano is a very 

sensitive musical instrument, difficult to treat, compared to others, although reliable 

(however it should not be taken easily) and elegant”.15 Nevertheless, piano music was 

certainly an important part of Miyoshi's creative life, particularly in his later years 

when many piano works were composed. 

 

His connection with French music and literature is apparent in both his 

musical language and the titles of his works, yet at the same time he sought to create 

                                                   
12

 The award is presented annually to individuals or groups for the greatest achievement in the 

development of Western or contemporary music in Japan during the previous year. 
13

 The award is an official Japanese recognition-honour, which is presented annually to select 

people who have made outstanding cultural contributions. 
14

 Akira Miyoshi & Marioko Okayama, Nami no awai ni – Mienai mono wo meguru taiwa (Tokyo: 

Shunjyu sha, 2006), 9-11. 
15

 (http://www.piano.or.jp/report/pmj/itvw060727.html) Accessed on 17 July 2008. 
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his own musical language. Galliano describes Miyoshi’s approach to composition as 

being particularly Japanese in the way he mediates between a composed, French-

inspired style and honest but restrained use of more avant-garde techniques.16 In fact, 

at the Asahi Culture Centre’s project entitled ‘Composers who influenced Miyoshi’, 

Miyoshi talked about Stravinsky, Schoenberg, Bartók, Prokofiev and Dutilleux.17 

Miyoshi shifted his attention to music by non-French composers during the course of 

his own stylistic exploration. 

 

Miyoshi's works can be divided into three periods. His early works, written 

between around 1953 and 1971, are modelled upon the academic style of Western 

music and have clear melodic lines. A shift in musical language, signalling the onset of 

his middle period, began to be apparent in 1972, when the articulate melodic writing 

of Miyoshi's early years receded in favour of more experimental, avant-garde forms of 

writing. For example, Miyoshi began employing graphic musical notation, writing only 

pitch with indefinite note values and using frequent clusters and glissandi. His piano 

work, Chaines (1973), comprising 24 long and short preludes, was written in this new 

style of writing and includes performance instructions for the tempo of movements to 

be paced according to the performer’s breath. Interestingly, this is just one example of 

Miyoshi's increasing tendency during his middle period to entrust aspects of the 

music to the sensitivity of the performer. Miyoshi’s late period began with the pivotal 

work En Vers pour piano (1980). Although it marked a return to traditional musical 

notation, the musical expression is an extension of his much freer 1970s’ style, in 

which many of the musical decisions are left to the discretion of the performer. This 

remained an important feature of Miyoshi’s music throughout his late period. From 

the 1980s until his death, Miyoshi did not show any great change in his compositional 

style.  
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Works for Investigation 

 

This research focuses on selected late piano works of Miyoshi, which allow a 

deeper exploration of this composer’s expression of musical drama.  

 

En Vers  (1980)

Phénomène sonore I pour deux pianos (1984)

Phénomène sonore II  pour deux pianos (1994)

Pour le piano I – mouvement circulaire et croisé  (1995)

Pour le piano II – mouvement circulaire et croisé  (1998)  

Table 1: Main works for investigation 

 

The five works listed in Table 1 represent Miyoshi’s mature voice, and serve as focal 

points for the discussion of musical drama in this study. In these five works, Miyoshi’s 

distinctive and instantly recognisable voice is clearly apparent. The first on the list, En 

Vers is the work which Miyoshi reached compositional maturity by 1980. In an 

interview, Miyoshi indeed talked about En Vers, composed in 1980, as follows: 

 

[In the international piano competition,] non-Japanese pianists had a better 

understanding about this piece [than Japanese]. I thought at that time, “Yes, 

because of this I can now go to Europe on my own.” So, after coming back 

from my study in France in the 1950s, I could not find my own musical 

language easily and kept seeking for it through to 1980.18  

 

Miyoshi himself felt that he had finally discovered his own musical voice around the 

time En Vers was composed. It is therefore a suitable work to mark the beginning of 

his late works.  

 

In addition to the in-depth investigation devoted to these five works, a 

number of other works are presented on the accompanying CD recordings and 

referred to in this exegesis in order to strengthen the performer’s understanding of 

                                                   
18

 Yasuo Kōno, Gendai ongaku wo sagase (Tokyo: Geijyutsu gendai sha, 2005), 133. Quotation is 

the author’s translation from Japanese. 
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Miyoshi’s work in a number of important contexts. Musical drama essentially 

manifests itself as an aural phenomenon, therefore aural comparisons are the most 

effective way of illuminating musical ideas. These additional works fall under four 

categories, and are listed in Table 2. The relevance of these works to this investigation 

of Miyoshi's late piano works is explained below. 

 

Early piano works of Miyoshi Sonate pour piano (1958)

Suite In Such Time  (1960)
Other late piano works of Miyoshi Berceuse  (1977, revised 1987)

Cahier sonore pour piano à 4 mains (1985)
Important non-Japanese musical influences Henri Dutilleux: Sonate pour piano (1946-1947) 

Maurice Ravel (1875-1937): Le Gibet  from Gaspard de la nuit (1908)
Claude Debussy (1862-1918): Cloches à travers les feuilles , Et la lune
descend sur la temple qui fut  and Poissons d’or  from Images , Deuxiè
me Série  (1907)
Sergey Prokofiev (1891-1953): Piano Sonata No.7 Op.83 (1943)

Important Japanese musical influences Tomojirō Ikenouchi: Sonatine pour piano (1954)

Tomojirō Ikenouchi: En Bis pour piano à 4 mains (1958)
Akio Yashiro (1929-1976): Sonatine (1945)

Akio Yashiro: Nocturne (1947, revised 1948)

Akio Yashiro: Suite classique pour piano à 4 mains (1951, revised 1956)
Akio Yashiro: The Dream Boat (1960)
Akio Yashiro: Sonate pour piano (1960-1961)

Atsutada Otaka (b.1944): Rapsodie pour piano (1983)
Atsutada Otaka: Kyō-sō pour deux pianos (2006)
Shin-ichirō Ikebe (b.1943): Sonatine pour piano (1963)

Shin-ichirō Ikebe: A Couple of butterflies through… for two pianos (2009)
Tōru Takemitsu (1930-1996): Piano Distance  (1961)
Tōru Takemitsu: For Away  (1973)

Table 2: Additional works 

 

Miyoshi’s early works, Sonate pour piano (consisting of three movements) 

and Suite In Such Time (consisting of five little pieces) provide us with an insight into 

the trajectory of Miyoshi’s musical thinking, and how important features in his music 

came into being over the course of his stylistic development. Sonate pour piano 

(1958) is the first substantial work of Miyoshi that demands brilliant technique from 

the pianist.  The sonata consists of a traditional three-movement sonata form 

structure and the musical drama contained in this sonata is greatly influenced by 

French music, especially the Sonate pour piano by Dutilleux. The full range of the 

keyboard is used to express various aspects of musical drama such as a buoyant flow, 

suspense, gestural expansiveness, grand space, and strict rhythmic character among 

many others, and the voices are frequently intertwining. In contrast to Sonate, each 
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piece of In Such Time, composed in 1960, is very short in duration, includes no 

technical challenges for the pianist and the musical content is very simple to 

understand. In this work, Miyoshi frequently uses intervals of seconds and fourths as 

well as pentatonic scales to evoke a traditional Japanese sound-world. Studying other 

works of Miyoshi that display a great variety of musical influence and musical 

substance can give an understanding of Miyoshi's musical ideas from a wider 

perspective, which is of great benefit to the performer. 

 

Compared to the five late works of Miyoshi that are the focus of my 

investigation, his other late works, Berceuse (1977, revised 1987) and Cahier sonore 

pour piano à 4 mains (consisting of five little pieces composed in 1985) contain few 

technical challenges for the pianist and consist of simple, rather easily understandable 

musical content. Each piece is short in duration, cast in simple form, consists of 

pleasant, singable melodies (especially Cahier sonore), and proceeds with 

straightforward musical drama and uncomplicated harmonic language. The simplicity 

in which Miyoshi presented his musical ideas in these two works allows a performer 

to more readily grasp the musical thinking behind his five, rather more complex and 

abstract late works. Berceuse in particular includes several similar important features 

pertinent to the five late works, such as the use of octaves in melodies and a rhythmic 

pattern consisting of a short note followed by a long note to create a floating 

atmosphere in space.  

 

Turning now to important non-Japanese musical influences, works that are 

part of the core piano repertoire have been selected for this study. This is because in 

the case of largely unknown music, such as Miyoshi’s piano works, undertaking an 

aural comparison with relevant works that are likely to be more familiar to pianists 

can quickly capture common or similar features and shed light on the aspect of 

musical drama.  
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Sonate pour piano of seminal French composer Henri Dutilleux (1916-2013) is 

one of the most acclaimed works to come from France after the Second World War in 

the genre of piano sonata. This sonata was written in 1946 and 1947 for his wife and 

brilliant French pianist Geneviève Joy (1919-2009), and gained broad recognition after 

the premiere performance by Joy in 1948.19 The sonata consists of three movements 

(the first movement is sonata form, the shortest second is ternary form and the last is 

a choral theme and four variations) and is a large-scale virtuoso work of 

approximately twenty-five minutes in duration. In an interview, Dutilleux talked about 

Joy’s excellent technical qualities such as her agility and capacity for sonority, phrasing 

and nuance.20 Her technical qualities allowed Dutilleux to attempt to compose a 

larger work that experimented with new pianistic writing – that is Sonate pour 

piano.21 As mentioned above, Dutilleux was Miyoshi’s favourite composer and this 

sonata was highly influential on Miyoshi’s early work, Sonate pour piano (1958). Using 

the entire range of the instrument, the Dutilleux sonata contains highly effective and 

pianistic writing to convey a wide variety of musical expression such as spatial 

grandeur, mystery, suspense and incisive relentlessness. Dutilleux was meticulous in 

his approach to the use of register and pedalling in this sonata, in a way that helps the 

pianist considerably in achieving the desired character. Miyoshi’s Sonate pour piano 

displays many striking similarities to the Dutilleux sonata, making a comparison 

between the two works valuable for pianists. Both composers employ parallel 

approaches towards the specific combination of elements (such as dynamic level, 

tempo, texture, register and pedal) in order to create a certain overall musical 

expression.  

 

From the earlier generation of influential French composers, Maurice Ravel 

(1875-1937) and Claude Debussy (1862-1918) were also very important for Miyoshi, 

who drew great inspiration from their approach to structure, pianistic colour and 

texture. Ravel's Gaspard de la nuit (1908) is a set of three pieces based on poetry by 

                                                   
19

 Henri Dutilleux & Claude Glayman, Henri Dutilleux: music-mystery and memory: conversations 

with Claude Glayman (Aldershot: Ashgate, 2003), 31.  
20

 Dutilleux & Glayman, 23. 
21

 Dutilleux & Glayman, 29 
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Aloysius Bertrand (1807-1841) from the collection Gaspard de la nuit, fantaisies à la 

manière de Rembrandt et de Callot (1836). Gaspard de la nuit was premiered by one 

of Ravel's closest friends, the Spanish pianist Ricardo Vinès (1875-1943) in 1909, and 

is a perfect example of the meticulous detail and sophistication of Ravel's 

craftsmanship. Miyoshi’s mentor Ikenouchi, who encouraged his students to compose 

with a high level of sophistication and stylistic refinement, stated that classical music 

history ended with Ravel.22 This implies that Ikenouchi admired Ravel’s compositional 

approach and most likely passed on this attentiveness to craftsmanship to Miyoshi. 

The second piece from Gaspard, Le Gibet has been selected for inclusion in this study 

because of the similarities to Miyoshi’s late works in terms of tension, quiet 

atmosphere and the musical materials used to create these effects. Ravel creates an 

atmosphere of dark and deep desolation for the entire seven minutes of the piece's 

duration. Cast in ternary form, Le Gibet consists of three motifs that repeat 

throughout the entire piece: a constant B-flat octave, a melodic chord progression (he 

frequently used ninth chords) and a melody. A pedal-point of B-flat octaves, 

characterised by a short-long rhythmic motif, runs through the entire piece, evoking 

the tolling of a funeral bell. Perhaps the most significant feature of this work is the 

way in which Ravel constantly reharmonises this bell toll, creating a continually 

shifting harmonic environment while maintaining a strong aura of static tension. In 

Miyoshi’s late works, similar rhythmic patterns are carefully used to create a floating 

atmosphere, and octaves and ninth chords are meticulously used in melodies to 

generate spaciousness and a degree of tension. Studying Le Gibet is therefore helpful 

to understand significant elements for creating musical drama in Miyoshi’s late works. 

 

Claude Debussy was also a master of depicting a strong sense of atmosphere 

or scene in his compositions and Images Deuxième Série (Book II) is one of his most 

successful works in this regard. Miyoshi was greatly taken by Debussy's evocative 

sound-paintings, and even used some of the same titles as Debussy for his own works. 

Images Book II was written in 1907 (just a year before Le Gibet was composed) and 

                                                   
22

 Tomojirō Ikenouchi, Ikenouchi Tomojirō sakuhin shū, pianists Shōko Ebi; Akira Miyoshi; Atsutada 

Otaka, CD (Fontec FOCD 20002) 1996. See page 3 of the liner notes. 
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was first performed by Debussy himself at his home in 1907. The first public 

performance was given by one of Debussy’s friends, Ricardo Viñes in the following 

year. Images Book II consists of three pieces and all three of the titles include aspects 

of nature. Each piece conveys a different scene that is related to the Orient. The 

breadth of Debussy’s expression in these three pieces required the music to be 

written on three staves and Miyoshi also frequently used three staves in his solo piano 

works to create a rich variety of sounds by way of several intertwining layers. Images 

Book II is a useful comparison to highlight Miyoshi’s delicate and intricately layered 

sonority. 

 

The first work in Images Book II, Cloches à travers les feuilles (Bells Through 

the Leaves), was dedicated to one of Debussy’s friends, painter Alexandre Charpentier. 

This piece is in ternary form and describes church bells ringing in the villages of the 

Jura region of France, depicted through the use of pentatonic harmony. A whole-tone 

scale introduced at the very opening provides modal contrast with the pentatonicism. 

In the first section, the scale constantly reappears in the accompaniment, within a 

varying rhythmic figure. In addition, this piece was greatly influenced by Javanese 

gamelan music. For example, the opening consists of small melodic layers that are 

repeated a few times, each layer in a different rhythm. These layers exist above a 

single-tone accompaniment, which has the effect of a gong. This kind of presentation 

is a feature of Javanese gamelan music.  

 

The second work in Images Book II, Et la lune descend sur la temple qui fut 

(And the Moon Sets over the Temple That Was), was dedicated to Louis Laloy (1874-

1944) who was an authority on oriental and ancient Greek music. This piece conveys a 

single atmosphere for its entire duration (approximately five minutes). It is very quiet, 

mysterious and still (depicting moonlight); there is no feeling of real forward motion. 

This atmosphere is generated by Debussy’s extensive use of parallel chords which take 

on the role of melody with no accompaniment. The dynamic level never reaches 

beyond piano and Debussy’s detailed markings of several degrees of piano and 

pianissimo also imply the stillness and profound silence.  
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The third and last work, Poissons d’or (Goldfish), was dedicated to Ricardo 

Viñes. This piece is the most virtuosic and most performed piece of the three. It draws 

strong inspiration from a Japanese lacquer plaque that Debussy owned and depicts a 

playfully darting goldfish through its fragmented rondo form, filled with sudden 

interruptions of character and constantly shifting atmosphere. The piece contains 

tremolos, arpeggios, scales and grace-notes at a fast tempo – the fragmented 

manner in which these are presented produces an expression of improvisatory 

freedom.  

 

As mentioned above, Miyoshi’s exploration extended beyond French musical 

influences in seeking his own language, the Russian composer Sergey Prokofiev (1891-

1953) being an important figure. In this particularly Japanese and French-focused 

investigation, Prokofiev provides a significant point of reference. The music of France 

and the music of Russia have been mutually influential and there have been 

significant links since the middle of the nineteenth century. This connection between 

Russian and French music escalated in the early part of the twentieth century in Paris, 

with the activities of the Russian art critic and important art impressario Serge 

Diaghilev (1872-1929). For example, in 1908 Diaghilev brought a production of 

Mussorgsky’s (1839-1881) Boris Godunov (1868-1873) to Paris (at the Paris Opéra) 

with the famous Russian singer, Feodor Chaliapin (1873-1938). He then founded the 

Ballets Russes in the following year, and commissioned ballet music from composers 

including Debussy, Ravel, Prokofiev and Stravinsky (1882-1971). For example, 

Stravinsky’s ballets, The Firebird (1910), Petrushka (1911) and The Rite of Spring 

(1913) were performed. These performances were enthusiastically received by the 

French audience, which included Debussy and Ravel. The mutual influences occurring 

between French and Russian music of the time subsequently had an impact upon the 

next generation of Russian composers, including Prokofiev. 

 

Being a great pianist himself, Prokofiev composed a number of piano works 

that hold important positions in the pianist’s repertoire. Prokofiev composed nine 

Piano Sonatas, Piano Sonata No.7 Op.83 being the second of the three so-called “War 
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Sonatas”. This sonata is one of his most frequently performed works. Piano Sonata 

No.7 was written between 1939 and 1942 and first performed in 1943 by Sviatoslav 

Richter (1915-1997). It consists of three movements. The first movement is in sonata 

form, the second is in ternary form and the third is in A-B-C-B-A arch form. The brevity 

of the third movement, at only three and a half minutes in duration, makes this the 

shortest among Prokofiev’s nine piano sonatas. This sonata contains a lot of 

percussive and mechanical rhythmic elements as well as chordal dissonances 

especially in the fast first and last movements. In these movements, Prokofiev was 

skilful at finding effective ways of writing for the piano, such as employing fast 

alternating hand passages or persistent ostinato passages for one or both hands in 

order to drive the music forward with energy and intensity. At the same time, however, 

this work poses great challenges for the pianist’s technique and dynamic range 

because the many wide-spanning dissonant chords must be played loudly across 

almost the entire register of the keyboard at fast tempi. In his five late works, Miyoshi 

also applied similar pianistic writing techniques to build energetic, rhythmic and 

intensive musical drama that creates the climax. As found in Prokofiev’s sonata, the 

moments of climax exhibit similar technical and dynamic challenges for the same 

reasons. Prokofiev’s sonata is another valuable comparison to understand the climax 

sections of Miyoshi’s late works. Although only particular movements in this sonata 

contain specific similarities, the complete work is included on the recordings, as I 

propose that these features can be best highlighted within the flow of the whole 

musical drama. 

 

Tracing one particular thread relating to Miyoshi’s place in Japanese music 

history is helpful to understand Miyoshi's compositional style as a Japanese composer. 

Looking at music of the most renowned Japanese contemporary composers also 

benefits our understanding of how important Miyoshi's works are in Japanese music 

history. For these reasons, piano music by other Japanese composers who have a 

teacher-pupil relationship with Miyoshi are included on the CD recordings.  
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As mentioned above, Tomojirō Ikenouchi was the first influential composition 

teacher in Japan in the middle of the twentieth century. Ikenouchi was dedicated to 

teaching and therefore composed only a small number of works. Sonatine pour piano 

and En Bis pour piano à 4 mains were composed during the 1950s and are the only 

two works that Ikenouchi wrote for piano. Sonatine consists of three short 

movements (Prélude, Interlude and Fugue) and was dedicated to and premiered by 

the Japanese pianist, Kazuko Yasukawa (1922-1996). En Bis consists of two short 

movements (the slow first movement is in binary form and the fast second movement 

is in rondo form) and was also premiered by Kazuko Yasukawa and Keiko Kanazawa. 

Although they are Ikenouchi’s only two works for piano, they demonstrate his 

compositional vision, which greatly influenced Miyoshi. Ikenouchi’s compositional and 

teaching approach was influenced by the Paris Conservatoire’s compositional 

methods and ethos of the time (between 1927 and 1937), in which Ravel and Richard 

Strauss (1863-1949) were conducting their own works and Les Six (The Six) was 

celebrating their 10th anniversary. Like Ravel, Ikenouchi was highly attentive to 

craftsmanship; however, Ikenouchi’s compositional vision extended beyond this 

French influence. In both Sonatine and En Bis, Ikenouchi created a traditional 

Japanese sound-world by using pentatonic scales and intervallic seconds and fourths. 

Miyoshi’s own use of pentatonic scales and intervallic seconds and fourths in Suite In 

Such Time was influenced by this sound-world. The similarities in their compositional 

visions mean that a comparison between Miyoshi and Ikenouchi’s piano works is 

valuable for the pianist. 

 

Another Japanese composer, Akio Yashiro (1929-1976) who studied with 

Ikenouchi between 1945 and 1951, was a close and respected friend and colleague of 

Miyoshi.23 Yashiro also studied at the Paris Conservatoire for five years (between 

1951 and 1956) and in Yashiro’s fourth year at the Paris Conservatoire, Miyoshi went 

to France, where they became acquainted. Yashiro’s aesthetic was influenced by 

French composers, yet like Miyoshi, he also shifted his attention to music by non-
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 See for example Akio Yashiro; Tomojirō Ikenouchi; Ikkō Toyama; Teruyuki Noda; Takashi 

Funayama; Akira Miyoshi, Hito to sakuhin (Tokyo: Ongaku no tomo sha, 1979), 126, and Akira 

Miyoshi, Tōhō yori mu he (Tokyo: Hakusui sha, 1979), 82. 
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French composers. Of his own Quatuor à cordes (1955), Yashiro said: “[I] avoided 

French academism that was an object of [my] study for the past three years; rather, it 

was influenced by Bartók, Hindemith and Prokofiev”.24 Due to their close association 

and a number of shared stylistic traits and compositional influences, Miyoshi and 

Yashiro are often discussed together in the context of contemporary Japanese art 

music.25 It is therefore valuable to compare Miyoshi’s compositional path with that of 

Yashiro. Sonatine, Nocturne, Suite classique pour piano à 4 mains (consisting of five 

pieces), The Dream Boat and Sonate pour piano are Yashiro’s main works for piano 

and demonstrate Yashiro's compositional development from early to late years. 

Sonatine and Nocturne were composed before his studies in France; Suite classique 

pour piano à 4 mains was composed during his time in France, and The Dream Boat 

and Sonate pour piano were composed after returning to Japan. With the exception 

of Sonate, the pieces are short in duration and the musical content is largely 

uncomplicated, although they exhibit a Japanese sound-world by way of pentatonic 

scales, intervallic seconds and fourths and an easy-going rhythmic feel (such as can be 

found in Miyoshi’s In Such Time and Ikenouchi’s music). Sonate was Yashiro's last work 

for solo piano, and is also the only substantial solo piano work in his output that 

demands a brilliant technique from the pianist. Although substantial, the work is 

concise and rather short in duration (approximately fifteen minutes). This sonata was 

written in 1960 to a commission from the Ōhara Museum of Art in Kurashiki City; the 

second and third movements were revised the following year. It has three movements 

and the formal structure was very much influenced by Beethoven’s Piano Sonata No. 

30 Opus 109.26 The form of each movement (concise sonata form with coda, followed 

by ternary form in the second movement and variation form in the last movement), 

the tempo relationships between and within movements and the character of each 

theme within each movement all show strong parallels to Opus 109. Although 

Yashiro’s sonata shows striking similarities with Beethoven’s Sonata No.30 in form, 

Yashiro created his own musical drama in this sonata. In this music, he was thorough 
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 Akio Yashiro, Orfeo no shi (Tokyo: Ongaku no tomo sha, 1996), 128. 
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in his exploration of rhythm as a compositional device and no rhythm is repeated at 

any reappearance of a particular motive. Like Miyoshi’s late works, a temporal 

architecture created by employing Japanese aesthetic practices is also apparent in 

Yashiro’s sonata. Moreover, a rhythmic pattern consisting of a short note followed by 

a long note is also frequently used to create a floating atmosphere in space like Ravel 

and Miyoshi. 

 

       Atsutada Otaka (b.1944) studied with Ikenouchi, Miyoshi and Yashiro at the 

Tokyo National University of Fine Arts and Music (presently Tokyo University of the 

Arts) between 1962 and 1966, followed by four years of study at the Paris 

Conservatoire (between 1966 and 1970) where he studied with Dutilleux. His 

connection with French music is apparent in the title of his works, yet like Miyoshi and 

Yashiro, his expression of musical drama goes beyond French influences. Otaka often 

uses a rhythmic pattern consisting of a short note followed by a long note to create a 

floating atmosphere in space like Ravel, Miyoshi and Yashiro, and also crafts a 

temporal architecture by employing Japanese aesthetic practices like Miyoshi and 

Yashiro. Within Otaka’s piano music, Rapsodie pour piano and Kyō-sō pour deux 

pianos (2006) are good examples for this investigation as they clearly display these 

features. Rapsodie (1983) is Otaka’s first piano work and was dedicated to and first 

performed by his sister-in-law, Yukiko Otaka. This piece is approximately six minutes in 

duration and is written in a free form in which the music presents contrasts between 

fast and slow and/or movement and silence. Kyō-sō was written in 2006 to a 

commission from a Japanese pianist, Jyunko Sugino and was first performed by Sugino 

and Yukiko Otaka. This two piano work is approximately twelve minutes in duration 

and like Rapsodie, is written in a free form in which the music contains clear contrasts 

between fast and slow and/or loud and quiet. Unlike Rapsodie, it exhibits a stronger 

sense of the Japanese sound-world through the use of pentatonic scales.  
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Shin-ichirō Ikebe (b.1943) also studied with all the above mentioned 

Japanese composers between 1963 and 1971, but unlike Otaka, Ikebe composes in a 

very different musical style. Many of Ikebe’s works are lilting and show little French or 

other influences, perhaps owing to the fact that he did not study abroad. Although 

Ikebe’s music does not combine Japanese and French sensibilities and contains few 

obvious similarities with that of Miyoshi, Ikebe is one of the most acclaimed Japanese 

composers of recent times. It is therefore valuable for an understanding of Miyoshi’s 

place in Japanese art music history to include his music as a point of contextual 

reference in this investigation. Ikebe’s Sonatine pour piano (1963) and A Couple of 

butterflies through… for two pianos are two of the piano works which are written in 

an approachable manner within Ikebe’s music and therefore are good examples for 

the listener to compare with Miyoshi’s works. Sonatine was composed in 1963 and 

consists of three short movements, totaling approximately ten minutes in duration. 

This music presents lightness and buoyancy, however is constructed by different short 

motives interrupting each other, generating restlessness at the same time. A Couple of 

butterflies through… was written in 2009 for the 20th anniversary of the Japanese 

piano duo, Primrose Magic, and the title comes from a poem by Kazue Shinkawa 

(b.1929) called Hiking in Spring.27 It consists of three short movements and is 

approximately seven minutes in duration. Each movement depicts a different, but 

strong atmosphere and scene of nature including butterflies, flowers, leaves and sky 

as suggested by the titles of the movements. In this work, both pianists are often 

given exactly the same material at different intervals, creating colours of lightness and 

freshness.  

 

Tōru Takemitsu (1930-1996) was Miyoshi's contemporary and achieved 

significant international recognition. Unusually, he was largely self-taught.28 His works 

show various musical influences such as Traditional Japanese music, French music, 

and avant-garde music.29 Takemitsu’s father played the Syakuhachi and his aunt the 
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 Shin-ichirō Ikebe, ‘A couple of butterflies through…’ for two pianos (Tokyo: Zen-On Music 

Company Limited, 2011), Foreword. 
28

 Tōru Takemitsu, Takemitsu Tōru Mizukara wo kataru. (Tokyo: Seido sha, 2010), 54. 
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Koto, exposing him to traditional Japanese music from an early age. As a member of 

Jikkenkōbō (the Group of Experimental Laboratory in Japan) he studied French music 

through the scores of Debussy, Ravel and Messiaen. The group also discussed one of 

the leading figures of avant-garde, John Cage (1912-1992). Nevertheless, he achieved 

a strong sense of individual musical drama as well as a personal temporal architecture 

in his works. Silences or quiet moments are significant in his music and like Miyoshi, 

Yashiro and Otaka’s works, these moments are inspired by Japanese aesthetic 

practices in the treatment of time. Takemitsu’s Piano Distance and For Away are good 

examples. Piano Distance was written in 1961 and was dedicated to a Japanese friend, 

pianist and composer, Yūji Takahashi (b.1938). This work is approximately four 

minutes in duration and is in a free style. The compositional aim for this work was to 

pursue potentialities of various pianistic tone colours. It contains no melodies, 

however includes many unexpected silences to create a distinctive temporal 

architecture. For Away was composed for the Australian pianist, Roger Woodward 

(b.1942) in 1973. The title comes from James Joyce’s (1882-1941) novel, Finnegan’s 

Wake (1939).30 This piece is approximately six minutes in duration and is also in a free 

form. The music was inspired by Indonesian gamelan music. Contrary to Piano 

Distance, the compositional aim for this work was to create musical drama by more 

lyrical means. It expresses a floating and timeless atmosphere through the fading of 

sound at the end of each phrase. In Miyoshi’s late works, both approaches towards 

time are employed. Another noteworthy fact in Takemitsu’s music is the detailed 

dynamic, musical expression and pedal markings. For example, in For Away, Takemitsu 

provides detailed markings for all three pedals. Piano Distance is a somewhat extreme 

case in that Takemitsu adds markings for almost every note. In Miyoshi’s scores, very 

detailed dynamics are also marked for the pianist to direct the expression of tone or 

colour. To understand Miyoshi’s temporal architecture and expressive sonority, a 

comparison with Piano Distance and For Away is vital for the pianist. 
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 James Siddons James, Toru Takemitsu: A Bio-Biliography (Santa Barbara: Greenwood Pub Group, 

2001), 53. 
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Lastly, Yashiro’s Suite classique and Ikebe’s A Couple of butterflies through… 

are piano duo works that clearly exhibit characteristics that would be interesting to 

compare; however, they present few apparent similarities with each composer’s solo 

piano works, and are therefore not discussed in the main body of this text. Rather, 

they are provided in the recordings for the purpose of aural comparison. 

 

Sources for research 

 

Materials used for the investigation are drawn from primary sources such as 

published scores, manuscripts and recordings. All published scores of Miyoshi’s piano 

works in the list of sources are available at music shops in Japan and can also be 

ordered from the listed publishers over the internet.31 Manuscripts in the list of 

sources are held at Nippon Kindai Ongaku-kan in Tokyo, except Ikebe’s A couple of 

Butterflies through… held at the Ikebe’s house. Recordings of Miyoshi’s works have 

been released on CD from various record companies and are also readily available on 

the internet such as Amazon, Tower Records Online (http://tower.jp/) and HMV 

Online (http://www.hmv.co.jp/en/). The information of these primary source 

materials is brought together in Table 3 for the purpose of assisting pianists to access 

useful information. This Table covers the complete piano works by Miyoshi and also 

includes other information such as dates of composition and first performance, 

instrumentation and duration.  
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 Zen-on (http://www.zen-on.co.jp/world/) and Kawai (http://www.editionkawai.jp/en/) are also 

available in English. 
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Compostional
years

Works
Instrumentations
(durations)

Premiere
years

Premiere
performers or
places

Publishers
Discographies
(Performers, dates)

1958 Sonate pour piano pf (20') 1958 Hiroshi Tamura
Ongaku no
tomo sha

T-JLC5005, TA7012, TA8020,
EMS-SB041 (Kumi Ogano), DICD-920314 (Kumi
Ogano, 1995),
CZ30-9012 (Yūko Yamaoka, 1987), 32CD-3024
(Kumi Ogano, 1985),
WWCC-7464 (Eiko Nara, 2003), VDC1415
(Tomiko Tahara, 1989)
VZCC-1007 (Tomiko Tahara, 2007), ODRCD306
(Yukiko Kojima, 2013)

1960 Suite 'In Such Time' pf (10') 1960 Akira Miyoshi
Ongaku no
tomo sha

K-SKR1002, GT934, EFCD3201(Yōko Tanaka,
1987)

1967
Etudes en forme
Sonata

pf (12') 1967
At the Concert of
the Music School
for Children

Shunjyu-sha C-EL3063

1973
Chaînes Préludes
pour piano

pf (24') 1973 Reiko Honshō 
Zen-On Music
Co. Ltd.

EMS-SB041 (Kumi Ogano), 32CD-3024 (Kumi
Ogano, 1985),
DICD-920314 (Kumi Ogano, 1995), ODRCD306
(Yukiko Kojima, 2013)

1975 Journals
pf & pf duet
(2' each)

1975 Kawai

1977 Berceuse pf (4') 1978 Yōko Tanaka Kawai

1978 Forest Echos pf (38') 1978 Yūko Yamaoka Kawai
T-TS50048, TOCG-5172,
KAZUU-1021, EFCD3201 (Yōko Tanaka, 1987)

1980 En Vers pf (7') 1980
At the First
International Music
Competition

Zen-On Music
Co. Ltd.

EMS-SB041 (Kumi Ogano), DICD-920314 (Kumi
Ogano, 1995),
32CD-3024 (Kumi Ogano, 1985), CMCD-28190
(Hiromi Okada, 2009),
ODRCD306 (Yukiko Kojima, 2013)

1981 A Diary of the Sea pf (34') Akira Miyoshi
Ongaku no
tomo sha

F-EFO2037 (Akira Miyoshi), JUD-4004,
VICS-61203 (Akiko Kitagawa, 1998), EFCD3201
(Yōko Tanaka, 1987) ,
3006, 3069 (Akira Miyoshi, 1994), NARD-
5025/26 (Yōko Tanaka, 2009)

1984
Phénomène sonore I
pour deux pianos

2pf (6') 1984
Yōko Tanaka
& Akira Miyoshi

Ongaku no
tomo sha

PRCD-5144, BOCD-310,
NARD-5025/26 (Yōko Tanaka & Akira Miyoshi,
2009), CMCD-28190 (Hiromi Okada & Toshio
Nakagawa, 2009)

1985
Cahier sonore
pour piano à 4 mains

pf duet (9') 1985
Yōko Tanaka
& Akira Miyoshi

Zen-On Music
Co. Ltd.

T-HC1141/61, EFCD3201 (Yōko Tanaka, 1987)

1986 Shōka no shiki'
2pf arrangement
(13')

Yōko Tanaka
& Akira Miyoshi

Kawai
F-EFO5007, EFCD3201 (Yōko Tanaka & Akira
Miyoshi, 1987),
GKS-7010

1994
Phénomène sonore II
pour deux pianos

2pf (5') 1995
Yōko Tanaka &
Toshirō Nakagawa

Ongaku no
tomo sha

CMCD-28190 (Hiromi Okada & Toshio Nakagawa,
2009)

1995
Pour le piano I
- mouvement
circulaire et croisé

pf (5') 1995 Kaori Nakajima
Zen-On Music
Co. Ltd.

CMCD-28190 (Hiromi Okada, 2009), ODRCD306
(Yukiko Kojima, 2013)

1997

Miyoshi piano
method:
12 progressive
propositions

pf, 8 volumes Kawai
VICG-56132/3, 56134/5, 56136/8 (Akira Miyoshi
& Michiko Asai)

1998
Pour le piano II
- mouvement
circulaire et croisé

pf (5') 1998 Kaori Nakajima
Zen-On Music
Co. Ltd.

CMCD-28190 (Hiromi Okada, 2009), ODRCD306
(Yukiko Kojima, 2013)

2003
 'Theme and
Variations' for Piano

pf (4') 2003 Kawai

2005 Leaves of Sounds pf Kawai CMCD-28190 (Hiromi Okada, 2009)

2008 Leaves of Sounds II pf Kawai

2008 Leaves of Sounds Ⅲ 2pf Kawai

Table 3: Piano works by Miyoshi 
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A similar table of Miyoshi’s complete output (not restricted to his piano work) 

was jointly provided by Miyoshi and music critic Mariko Okayama in a book that was 

published in 2006.32 Table 3 expands and updates this information with discographies 

released after 2006. It is hoped that this Table will enable pianists to obtain not only 

practical information, but also important data such as the composer’s quantitative 

output of piano music and the recording history of each work (up to 2015). The 

recording history reflects the increasing recognition of Miyoshi’s music as explained 

below.  

 

To date, there has been relatively little academic research on the subject of 

Miyoshi’s piano music. Of the existing research, only one dissertation has been 

written by a pianist. In his doctoral thesis at the University of Iowa in 2011, Kazuo 

Murakami investigated the piano sonatas by Miyoshi and Yashiro. 33  Murakami 

undertook a basic analysis of the two compositions and sought to inform the 

performer and listener as to what is evocative of Japanese cultural aesthetics. His 

research included a performance guide, but it was not extensive. The advice offered 

was mainly in relation to pedalling and fingering, but only with reference to a small 

number of selected sections in each sonata. Research on Miyoshi’s piano works has 

never been undertaken by a musicologist, although his other genres of music, such as 

string quartet, have been investigated by Yōko Narazaki.34 From this perspective, 

academic research into Miyoshi’s piano music has therefore neither explored the 

creation of musical drama nor examined any aspect of Miyoshi’s late piano works. 

Moreover, Miyoshi’s Japanese and non-Japanese musical influences have never been 

discussed. 

 

Miyoshi’s piano works have begun to attract the attention of performers and 

audiences in recent years. As Table 3 also shows, recordings of his piano works have 

been released since 2007. For example, a recording that focuses on the late piano 
                                                   
32

 Akira Miyoshi & Mariko Okayama, 1-37. 
33

 Kazuo Murakami, Japanese piano sonatas: a discussion and performance guide, D.M.A. Essay 

(Iowa: Graduate College of The University of Iowa, 2011). 
34

 Yōko Narazaki, Takemitsu Tōru to Miyoshi Akira no sakkyoku yōshiki (Tokyo: Ongaku no tomo 

sha, 1994). 
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works (Pour le piano I, Pour le piano II, Leaves of Sounds (2005), En Vers, Phénomène 

Sonore I and Phénomène Sonore II) was released in 2009. 35 It was performed by the 

pianist Hiromi Okada, whom Miyoshi respected highly. Okada has a brilliant technical 

capacity to play challenging music and shows no sign of struggle in these difficult 

works. While it is certainly valuable to hear Miyoshi’s late piano music in a single 

recording by such a highly-regarded pianist, I feel that Okada’s playing sometimes 

lacks the required flexibility to express some of the essential feelings or atmospheres 

in Miyoshi’s music. Another recording presents an overview of Miyoshi's important 

piano works (Sonate pour piano, Chaînes-Préludes and En Vers).36 The pianist on this 

recording is Kumi Ogano, who gave the American premiere of Miyoshi’s Concerto for 

Piano and Orchestra. Miyoshi admired Ogano’s playing since the time she was a 

student at the Tōhō-Gakuen school of Music, where he taught. As Miyoshi wrote in 

the liner notes for this recording, he had never heard these works played with such a 

wealth of expression and creativity.37 Miyoshi felt that Ogano's interpretation almost 

surpasses his creation. I also feel that Ogano has achieved a great richness and 

breadth of expression in these works. It is however unfortunate that she has not 

recorded other piano works of Miyoshi, with En Vers being the only late work she has 

recorded. Notably, there is no recording that presents Miyoshi’s piano works 

alongside related works by other composers. In addition, a number of works have 

never been recorded, such as Berceuse (presented in this study) and the pieces for 

children titled Journals, Theme and Variations for Piano, Leaves of Sounds II and 

Leaves of Sounds III. This study thus addresses the performance of Miyoshi’s piano 

works within the valuable context of other important musical influences, to improve 

our understanding of the creation of musical drama contained in the late piano works.  
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 Miyoshi Akira, Music of Akira Miyoshi II, pianist Hiromi Okada, CD (Camerata CMCD-28190) 

2009. Although this recording was helpful to gain a better understanding of the repertoire, the 

author was careful not to be influenced by this performer’s musical interpretation before finding 

her own interpretation. 
36

 Akira Miyoshi, Akira Miyoshi – Piano Works, pianist Yukiko Kojima, CD (Oradek Records 

ODRCD306) 2013. 
37

 Akira Miyoshi, Miyoshi: Chaînes-Préludes for Piano, En Vers, Piano Sonata, pianist Kumi Ogano, 

CD (KOCH International DICD 920314) 1995. 
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Investigative Methodology 

 

As previously mentioned, this investigation seeks to discover how musical 

drama in the late piano works of Miyoshi can be conveyed in performance. There are 

three steps in this process. The first step is to map the formal structure - which helps 

to understand how the musical drama is constructed from a holistic point of view - 

and touch on other significant musical elements contained therein. This initial broad 

exploration of musical ideas and drama provides an important basis for the 

performer’s understanding. The influence of other composers (both Japanese and 

non-Japanese) on Miyoshi's compositional aesthetic are considered at this stage. The 

change and development of Miyoshi’s musical and stylistic features from the early 

period to the late period are also briefly illustrated. This contextual approach offers 

the performer a deeper understanding of his ideas in terms of musical drama inherent 

within the late piano works.  

 

The second step is to examine several musical elements in more detail. In 

performance, the performer must simultaneously control various musical elements 

with precision, while constructing the overall musical drama. Such controlled 

execution must be supported by a thorough understanding of the treatment of these 

musical elements and how this treatment directly impacts the unfolding musical 

drama. Four musical elements are examined: tempo shifts, phrasing, rhythm 

techniques and dynamic shifts. Each element is investigated separately for insight into 

how musical drama is created through their respective compositional strategies. The 

compositional approaches applied to unify these elements are also identified as the 

performer must strive to articulate the characteristics of each element in a unified 

way.  

 

The third and final step is to apply the analytical findings to performance. 

This step draws from the examination of compositional treatment carried out in steps 

one and two and offers practical ways in which the performer can effectively convey 

the musical drama in performance. The aspect of musical drama is inextricably linked 
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to time. The section containing suggestions for creation of musical drama through 

performance therefore attempts to preserve the natural sense of time and order of 

musical events as closely as possible. Interpretations of the markings in the scores are 

taken as the primary consideration in this discussion, as it is imperative for the 

performer to undertake a thorough and insightful reading of the markings in order to 

convey the composers’ ideas in performance.  

 

Organisation of the selected works for the CD recordings 

 

As outlined above in the section 'Works for Investigation', the repertoire for 

the CDs is selected with the aim of illuminating the distinct individuality of Miyoshi's 

later years as well as contextualising his place in music history. The repertoire is 

divided into four sets, each presenting a meaningful context for his piano works. With 

the exception of CD 4, each recording contains important or influential works by non-

Japanese composers in order to widen the scope and deepen the listener's 

understanding of Miyoshi's work; CD 4 was a commercially released CD, which 

deliberately narrowed in on the four-hand piano music of a particular group of 

Japanese composers. 

 

CD 1 explores Miyoshi's early period while also illuminating his lineage within 

Japanese art music history. To this end, CD 1 contains Miyoshi's first two solo piano 

works, Sonate pour piano and the suite In Such Time. Works by other Japanese 

composers included on CD 1 that highlight Miyoshi's place in a Japanese music 

context are the Sonatine pour piano of Ikenouchi, and Yashiro's early works, Sonatine 

pour piano and Nocturne. To shed light on Miyoshi’s early musical drama and pianistic 

writing techniques, the Sonate pour piano of Dutilleux is also included in CD 1. 

 

CD 2 investigates Miyoshi’s late period, focusing on significant features with 

regard to the creation of musical drama. This disc includes two of Miyoshi’s late piano 

works, En Vers and Berceuse, together with examples of Japanese and non-Japanese 

musical influences such as Yashiro’s Sonate pour piano, Takemitsu’s For Away, Ravel’s 
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Le Gibet and Prokofiev’s Piano Sonata No.7 Op.83. These examples display clear 

similarities to the pianistic ideas and approach to musical drama that Miyoshi arrived 

at in his later years.  

 

CD 3 looks at Miyoshi’s late compositional style through a wider lens, 

presenting context that is not immediately obvious or musically specific, but is 

nevertheless revealing of shared musical concepts not yet examined on the previous 

discs. To this end, CD 3 contains Miyoshi's other late works for solo piano, Pour le 

piano I – mouvement circulaire et croisé and Pour le piano II – mouvement circulaire et 

croisé, Debussy’s Images Book II and Takemitsu’s Piano Distance. CD 3 also highlights 

the work of two of Miyoshi's important successors in Japanese composition, thereby 

highlighting Miyoshi's place and lineage within Japanese music history. These works 

are Otaka’s Rapsodie pour piano and Ikebe’s Sonatine pour piano.  

 

CD 4, Five Rocks in a Japanese Garden, is a commercial recording which was 

released in November 2012 on the Master Performers label.38 Five Rocks in a 

Japanese Garden covers works for two pianos and four hands by Miyoshi and 

associated influential Japanese composers featured on CD 1, 2 and 3: Miyoshi’s Cahier 

sonore pour piano à 4 mains, Phénomène sonore I pour deux pianos and Phénomène 

sonore II pour deux pianos, Ikenouchi’s En Bis pour piano à 4 mains, Yashiro’s Suite 

classique pour piano à 4 mains and The Dream Boat, Otaka’s Kyō-sō pour deux pianos 

and Ikebe’s A Couple of butterflies through… for two pianos. This music demonstrates 

Miyoshi’s ease and skill of utilising a richer palette and provides an understanding of 

the characteristics of his music more clearly. There has been no recording that 

presents only two-piano and four-hand works by Miyoshi prior to this release, making 

it highly educational to audiences and performers.  

 

 

 

                                                   
38

 Tomojirō Ikenouchi; Akio Yashiro; Akira Miyoshi; Shin-ichirō Ikebe; Atsutada Otaka, Five Rocks in 

a Japanese Garden, pianists Tomoe Kawabata; Aura Go, CD (MP015) 2012. 
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This recording project did not include pieces written for children or students, 

but several easier works have been included as they demonstrate the characteristics 

of Miyoshi's music in the simplest and clearest way. It is my hope that listening to 

these four CDs will help deepen understanding of Miyoshi’s piano music and bring its 

many attractive qualities to the fore. 

 

About the CD recordings 

 

CDs 1, 2 and 3 were recorded in Elder Hall at The University of Adelaide and 

consist of live studio performances. CD 4 is a commercial disc and recorded at the 

Master Performers Recording Studio. Full details of the recording dates, pianos and 

recording engineers are as follows: 

 

CDs 1, 2 and 3 

Venue: Elder Hall at The University of Adelaide. 

Dates of recording: 3 October 2010  

Yashiro: Sonatine, Nocturne and Sonate pour piano 

23 – 25 November 2010  

Dutilleux: Sonate pour piano; Prokofiev: Piano Sonata No.7 

Op.83; Tomojirō Ikenouchi: Sonatine pour piano; Takemitsu: 

Piano Distance and For Away  

9 – 11 February 2011  

Miyoshi: Sonate pour piano; Suite In Such Time; Berceuse; En 

Vers pour piano; Pour le piano I – mouvement circulaire et 

croisé; Pour le piano II – mouvement circulaire et croisé and 

Otaka: Rapsodie pour piano 

25 – 26 November 2011  

Debussy: Images Book II; Ravel: Le Gibet from Gaspard de la 

nuit and Shin-ichirō Ikebe: Sonatine pour piano 

Recording engineers: Jacob Simionato and Lisa Lane-Collins. 

Piano: Hamburg Steinway Concert Grand Model D (serial number: 588098). 



 

 

34 

CD 4 

Venue: Master Performers Recording Studio, Brisbane. 

Dates of recording: 11 – 14 July 2011. 

Recording and Editing engineers: Paul Carasco and Pasquale Simonetti. 

Piano: Steinway Concert Grand Model D. 

Piano technician: Brian Wilson. 

 

Organisation of the Submission 

 

Part A provides the performances on four CD recordings, demonstrating the 

author’s interpretation of musical drama in the selected works, in addition to providing 

important musical context for the works of Miyoshi. Part B presents the exegesis and is 

organised into three chapters. Chapter One offers detailed critical commentary on the 

overall musical drama of each work, investigated from a performer’s perspective. 

Chapter Two provides a closer examination of each key musical element and how their 

collective unification creates musical drama. Chapter Three suggests practical 

performance strategies with regard to each key musical element, in order for the 

performer to convey musical drama in an effective and convincing way.  
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Chapter 1   Background, formal structure and musical elements 

 

The late piano works of Miyoshi reveal the composer at his creative maturity. 

This chapter seeks to give the performer a general understanding of the formal 

structure of five representative piano works of Miyoshi, to serve as a basis for 

preparing these works for performance. As the aspect of musical drama lies at the 

centre of this study, the musical elements that directly impact on the unfolding 

musical drama are also introduced here. Before looking at each of the five works, 

important aspects of Miyoshi's early compositional approach are introduced as a 

basis for understanding the development that occurred in his later years. 

 

1.1 Miyoshi’s compositional approach for solo piano in his early years 

 

Sonate pour piano 

Sonate pour piano (1957-1958) is Miyoshi’s first substantial work for solo 

piano, begun during Miyoshi's final year of study in France and completed just after 

returning to Japan. The influence of the Sonate pour piano by Dutilleux (1946-1947) is 

present in Miyoshi's own piano sonata. Miyoshi in fact noted that he had followed 

Dutilleux and Gabriel Dupont’s (1878-1914) musical structure in his Sonate pour 

piano.39 The sonata consists of a traditional three-movement sonata form structure: 

sonata-allegro form in the first movement, arch form in the second, and a concluding 

rondo. Each movement is closely related in musical material and developed through 

the cyclic use of the sonata's opening three notes E-G flat-F (see Ex. 1).  

 

 

                                                   
39 Akira Miyoshi, Tōhō yori mu he, 111. 
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Ex. 1: Akira Miyoshi. Sonate pour piano. Tokyo: Ongaku no tomo sha, 1962, the first 

movement, bars 1-5. 

 

Miyoshi employed several similar methods of creating drama to Dutilleux, 

especially in the second and third movements. One example of this is the quiet and 

simple strolling mood in the opening section of the second movement. Here the 

three-note motive (enharmonically describing the G-flat as F-sharp) of the opening of 

the first movement appears in the left hand in the middle register, in slow and steady 

tenuto quavers (see Ex. 2 and CD 1 Track 14 0:00-0:17). On top of this walking line but 

in the same register, the melody flows in semiquavers and syncopated quavers.  

 

 

Ex. 2: Akira Miyoshi. Sonate pour piano. Tokyo: Ongaku no tomo sha, 1962, the 

second movement, bars 1-6. 

 

The tempo and rhythmic relationships of Miyoshi's second movement, as well as the 

close proximity of register between the left and right hands, bear great similarity to 

the theme in the second movement of the Dutilleux sonata (see Ex. 3 and CD 1 Track 

17 0:00-0:40) and evoke the same simple strolling atmosphere. Moreover, the 

descending note structure of the melody is also strikingly similar, generating a very 

personal feel.  
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Ex. 3: Henri Dutilleux. Sonate pour piano. Paris: Durand, 1957, the second 

movement, bars 1-4. 

 

A second example is the mysterious and suspended feeling of the middle 

section of Miyoshi's second movement (from bar 58 to 80). This effect is created by 

very soft, legato running passages in fast tempo (see Ex. 4 and CD 1 Track 14 2:59-

3:20).  

 

Ex. 4: Akira Miyoshi. Sonate pour piano. Tokyo: Ongaku no tomo sha, 1962, the 

second movement, bars 55-66. 

 

Likewise the middle section in the second movement of the Dutilleux sonata (from bar 

41 to 70) consists of very soft running passages with legato articulation (see Ex. 5 and 

CD 1 Track 17 2:58-4:13). Although Miyoshi uses a faster tempo than Dutilleux, a quite 

similar musical drama of mystery is created. 
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Ex. 5: Henri Dutilleux. Sonate pour piano. Paris: Durand, 1957, the second 

movement, bars 39-49. 

 

A third example is the very strict rhythmic character created by the left hand 

alone in the low register which appears in the opening of the third movement of 

Miyoshi's sonata (see Ex. 6 and CD 1 Track 15 0:00-0:05). It is played staccato in a fast 

tempo and produces great anticipation for the emotional excitement to follow.  

 

 

Ex. 6: Akira Miyoshi. Sonate pour piano. Tokyo: Ongaku no tomo sha, 1962, the third 

movement, bars 1-5. 

 

This very pianistic writing is also seen in Variation 1 in the third movement of the 

Dutilleux sonata (see Ex. 7 and CD 1 Track 18 1:42-1:50). Their parallel use of register 

and note values is striking. 
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Ex. 7: Henri Dutilleux. Sonate pour piano. Paris: Durand, 1957, the third movement, 

bars 28-39. 

 

A fourth example is the expression of grandeur, with widely-spaced chords, 

extremely loud dynamics and slow tempi. This appears in the last movement of 

Miyoshi's sonata (see Ex. 8 and CD 1 Track 15 4:47-5:09). Almost the entire range of 

the piano is used. These rich chords sustained with pedal create effortlessly powerful 

sonorities. Effective piano writing such as this allows the pianist to concentrate on 

producing beautiful and rich sounds without needing to force the dynamics.  

 

 

Ex. 8: Akira Miyoshi. Sonate pour piano. Tokyo: Ongaku no tomo sha, 1962, the third 

movement, bars 269-276. 
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Dutilleux employs this very compositional method in his last movement (see Ex. 9 and 

CD 1 Track 18 0:00-0:32). As these examples show, Miyoshi’s musical and pianistic 

ideas in his sonata are very similar to those of Dutilleux, whose multi-faceted sound-

world was an important influence in Miyoshi’s early years. 

 

 

Ex. 9: Henri Dutilleux. Sonate pour piano. Paris: Durand, 1957, the third movement, 

bars 1-4. 

 

    Suite In Such Time 

The suite In Such Time (1960) was also composed during Miyoshi’s early years. 

Technically, it is an easier work to play and was written for Miyoshi's pianist friends to 

play to their babies.40 The suite consists of five very short pieces: So merry is 

dabbling!, A witch will give you some sweets, Well let’s play in the garden, Lions live in 

far and away lands, and For his mamma. This suite evokes a traditional Japanese 

sound-world. For example, in the fourth piece, Lions live in far and away lands, the 

right hand melody from bar 16 is very similar to the Japanese children’s song kagome-

kagome (see Ex. 10, CD 1 Track 7 0:50-1:03 and Ex. 11). The pitches and rhythms in 

bars 18 and 19 are almost identical to the end of kagome-kagome, and the intervallic 

use of seconds and fourths further contribute to the sense of a Japanese sound.  

                                                   
40

 Akira Miyoshi, Tōhō yori mu he, 114-115. 
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Ex. 10: Akira Miyoshi. Suite In Such Time. Tokyo: Ongaku no tomo sha, 1967, Lions 

live in far and away lands, bars 15-22. 

 

 

Ex. 11: Japanese children’s song, Kagome-kagome. 

 

The fifth piece, For his mamma is another example. In the last phrase (bars 36 to 40), 

a traditional Japanese sound is created by chromatic (right hand) and pentatonic (left 

hand) scales ascending together (see Ex. 12 and CD 1 Track 8 0:36-0:43).  

 

 

Ex. 12: Akira Miyoshi. Suite In Such Time. Tokyo: Ongaku no tomo sha, 1967, For his 

mamma, bars 36-40. 
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The Japanese-inspired sound-world is also heard in Miyoshi’s mentor, 

Tomojirō Ikenouchi’s works. In Ikenouchi's Sonatine pour piano and En Bis pour piano 

à 4 mains, pentatonic scales and the use of intervallic seconds and fourths contribute 

to the sense of a Japanese sound (see Ex. 13, CD 1 Track 1 0:00-0:27, Ex.14 and CD 4 

Track 7 1:17-2:06).  

 

Ex. 13: Tomojirō Ikenouchi. Sonatine pour piano. Tokyo: Ongaku no tomo sha, 1967, 

the first movement, bars 1-12. 

 

 

Ex. 14: Tomojirō Ikenouchi. En Bis pour piano à 4 mains. Tokyo: Nippon Kindai 

Ongaku-kan, 1958, the second movement, bars 92-99. 
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Japanese features are also seen in the music of Miyoshi’s colleague, Akio 

Yashiro. For example, Yashiro's simple little piano piece for four hands, The dream 

boat, which was composed in the same year as Miyoshi's In Such Time, is based on 

pentatonic scales and has an easy-going rhythmic feel that evokes Japanese children 

songs (see Ex. 15 and CD 4 Track 19).  

 

 

Ex. 15: Akio Yashiro. Pieces pour piano. Tokyo: Ongaku no tomo sha, 1978, The 

dream boat, bars 1-4. 

 

Yashiro’s other early, simple piano works, such as Sonatine (1945) and Nocturne (1947, 

revised 1948), also contain these features. In Sonatine, the intervallic seconds 

contribute to the Japanese sound (see Ex. 16 and CD 1 Track 9 0:00-0:35) and in 

Nocturne, the ending in particular creates a Japanese sound-world through the use of 

pentatonic scales in the right hand (see Ex. 17 and CD 1 Track 12 4:28-4:53). 

 

 

Ex. 16: Akio Yashiro; Tomojirō Ikenouchi; Ikkō Toyama; Teruyuki Noda; Takashi 

Funayama; Akira Miyoshi. Hito to sakuhin. Tokyo: Ongaku no tomo sha, 1979, 

Sonatine, the first movement, bars 1-3. 
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Ex. 17: Akio Yashiro. Pieces pour piano. Tokyo: Ongaku no tomo sha, 1978, Nocturne, 

bars 117-122. 

 

Galliano proposes that the traditional Japanese elements found in Ikenouchi's 

music come from the perspective of an outsider - that is, from a European point of 

view - thus infusing the music with an exotic quality.41 Galliano suggests that this is 

similar to the exotic aura of Ravel’s Spanish works and the oriental flavour of some of 

Debussy’s music.42 It can be imagined that Miyoshi and Yashiro also took a similar 

approach to Ikenouchi. The exotic quality of Miyoshi's Japanese-inspired works is 

certainly a notable characteristic of his early period. 

 

1.2 Miyoshi’s late works 

 

Five of Miyoshi’s late piano works are now reviewed. Before that review 

begins, a brief background for each work is provided here. En Vers was commissioned 

in 1980 by the Committee of the First International Music Competition of Japan. It 

was the set piece for the second round for performance of a work written by a 

Japanese composer. The French term “en vers” means “in verse”. Miyoshi’s only works 

for two pianos, Phénomène sonore I (1984) and Phénomène sonore II (1994) were 

composed ten years apart. Both of them were commissioned by a pianist, the late 

Yōko Tanaka (1932-1999) who gave the first public performance together with the 

                                                   
41

 Galliano, 77. 
42

 Galliano, 77. 
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composer. According to the composer, the title, Phénomène sonore, rather than 

indicating the aim or the content of the composition, expresses his admiration for the 

piano sound of Ms. Tanaka. While the first work was being composed, Miyoshi had 

already decided to write a companion piece, resulting in a strong musical relationship 

between Phénomène Sonore I and II. Miyoshi’s last major solo works, Pour le piano I – 

mouvement circulaire et croisé and Pour le piano II – mouvement circulaire et croisé 

were composed in 1995 and 1998 respectively. Both were written for pianist Kaori 

Nakajima, to be performed in her Piano Recital Series. Miyoshi made the following 

comment about them, under the title of Intervening memories.  

  

The memories of my own experiences since childhood with the piano took 

the form of music one by one and I listed them under the comprehensive title 

“For the piano”. I would continue to write piano music under this title from 

now on. 

As it is too complicated to analyze the composition technique of these 

pieces subtitled as “Circle and Crossing”, it would be fine to imagine while 

listening crossing lines in a circumscribed circle or conversely a circle 

containing inscribed crossing lines. Since the way to cross the lines is different 

between these pieces I and II, the way to circumscribe circle is different 

accordingly.43 

 

Pour le piano I and II are linked strongly through a compositional technique which was 

the basis for the given subtitle “Circle and Crossing”. However, the title “For the piano” 

contains great personal significance for Miyoshi. The title was given as a reaction 

against Miyoshi’s long period of reluctance to compose for piano because of his 

unwillingness to share his relationship to the piano (which he considered a childhood 

friend) with other people, as mentioned in the Introduction.44  

 

The title Pour le piano points to Miyoshi’s interest in Debussy, immediately 

bringing to mind Debussy's own well-known work of the same name, Pour le piano 

(1896). Interestingly, Miyoshi used Passepied as a title of the second piece of his other 

                                                   
43

 Akira Miyoshi, Pour le piano – mouvement circulaire et croisé (Tokyo: Zen-On Music Company 

Limited) 2004. This is the composer’s own English translation. 
44

 See Miyoshi’s liner notes on Akira Miyoshi, Music of Akira Miyoshi II, pianists Hiromi Okada & 

Toshio Nakagawa, CD (Camerata CMCD-28190) 2009. 
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late work, Cahier sonore pour piano à 4 mains (1985) and made the following 

comment about it. 

 

“Passepied” was originally a piece of music in triple meter. But here I used 

the title, following Debussy’s example.45  

 

It is apparent that Miyoshi meant the fourth piece, Passepied, of Debussy’s Suite 

bergamasque (1905) which is in common time; Miyoshi’s passepied is in two-two time. 

Another of Miyoshi’s late works, Arabesque of Waves from A Diary of the Sea (1981) 

also suggests an influence from the title of Debussy’s Deux Arabesques (1888-1891).  

 

Debussy's influence on Miyoshi might also extend beyond the titles to the 

very concept of music. Miyoshi believed that each musical note within a composition 

needs to be able to describe or express something on its own, before combining notes 

together.46 To this end, one of the most masterful composers was Debussy, whose 

every note depicts colour, imagination and sensitivity. Debussy’s Images Book II is a 

masterful example of this. In the first piece, Cloches à travers les feuilles, which was 

greatly inspired by Javanese gamelan music, Debussy crafted the texture of gamelan 

music on the piano. The piece consists of small melodic layers that are repeated 

several times, and each layer is in a different rhythm (see Ex. 18 and CD 3 Track 1 0:00-

0:32). This layered texture is a feature of Javanese gamelan music and Debussy used 

three staves to convey this layered texture in a visually clear way for the pianist. We 

shall see the importance of this texture to Miyoshi in later discussion. 

                                                   
45

 Akira Miyoshi, Cahier sonore pour piano à 4 mains (Tokyo: Zen-On Music Company Limited) 2008. 

This is the composer’s own English translation. 
46

 Akira Miyoshi & Mariko Okayama, 5-7. 
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Ex. 18: Claude Debussy. Images II. Paris: Durand & Fils, 1908, Cloches à travers les 

feuilles, bars 1-5.   

 

The second piece, Et la lune descend sur la temple qui fut depicts moonlight and 

creates a quiet and still atmosphere with several degrees of piano and pianissimo 

marked on the score in great detail (see Ex. 19 and CD 3 Track 2). This piece, too, 

consists of three to four layers and is written on three staves to convey a wide 

expression of soft sonority.  

 

 

Ex. 19: Claude Debussy. Images II. Paris: Durand & Fils, 1908, Et la lune descend sur 

la temple qui fut, bars 1-6.   
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In the third piece, Poissons d’or, which brilliantly depicts two goldfish, the roles of 

melody and accompaniment are clearly defined (see Ex. 20 and CD 3 Track 3). The 

accompanimental figures mostly consist of tremolos and arpeggios across various 

registers and suggesting various different instrumental timbres, probably to capture 

the playful activity of the fish in the water. In this piece too, the variety and breadth of 

sounds are visually expressed on the score by using three staves.  

 

 

Ex. 20: Claude Debussy. Images II. Paris: Durand & Fils, 1908, Poissons d’or, bars 1-4.   

 

Debussy’s exquisite and sonorous painting of scenes inspired Miyoshi greatly. Like 

Debussy, Miyoshi used three staves visually to convey the layered texture and the 

width of expression of the music, giving detailed dynamics for each note. The opening 

of his Pour le piano l is a good example. The music is written on three staves to convey 

the breadth of Miyoshi’s expression and sonority, and each note is meticulously 

marked with a different dynamic, which the pianist need to express meaningfully (see 

Ex. 21 and CD 3 Track 5).  
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Ex. 21: Akira Miyoshi. Pour le piano I – mouvement circulaire et croisé. Tokyo: Zen-

On Music Company Limited, 2004, bars 1-4. 

 

This dynamic notation is reminiscent of Piano Distance by Tōru Takemitsu. 

Piano Distance has no obvious melody, but has very detailed dynamic and expression 

markings (see Ex. 22 and CD 3 Track 4). In the absence of melody, the pianist must find 

a way of playing each individual note with fullness and simplicity of expression. Piano 

Distance is a somewhat extreme case, however in Miyoshi’s works too, the pianist 

should pay careful attention to his dynamic markings to give colour and meaning to 

each note. 

 

 

Ex. 22: Tōru Takemitsu. Piano Distance. Paris: Salabert, 2005, bars 1 - 6. 

 

Overall formal structure 

Miyoshi’s five late piano works are all cast in the same overall formal 

structure, therefore they shall be discussed collectively. They are relatively short, each 

one about six minutes in duration, and are all written in ternary form A1 B A2: the form 

of En Vers is A1 (bars 1 to 53) – B (bars 54 to 111) - A2 (bars 112 to 123), Phénomène 
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sonore I is A1 (bars 1 to 75) – B (bars 76 to 114) – A2 (bars 115 to 141), Phénomène 

sonore II is A1 (bars 1 to 37) – B (bars 38 to 66) – A2 (bars 67 to 75), Pour le piano I is A1 

(bars 1 to 32) – B (bars 33 to 54) – A2 (bars 55 to 71) and Pour le piano II is A1 (bars 1 

to 32) – B (bars 33 to 55) – A2 (bars 56 to 67). Overall, A1 is always the longest section. 

In each case, the musical character of Section A1 typically undergoes a step-by-step 

transformation during the transition toward Section B, which provides a clear contrast 

to Section A1. After Section B, some essential material from Section A1 recurs in 

Section A2. The significant influence of Dutilleux that was seen in his early years is not 

so apparent in these piano works. 

 

In each of these five works, Section A1 begins as if emerging from a silent and 

timeless space, evoking feelings of loneliness and solitude. The musical time moves 

very slowly in the absence of a distinct beat, as if eternal space and time are created 

with each note. Even when works like Pour le piano I and Phénomène sonore II have a 

time signature notated, the constant alteration of metre does not make itself heard or 

felt. Rather, the basic pulse remains unaffected by these shifts, thereby adding to the 

effect of timelessness.  

 

The use of Lombard rhythm also helps to create this impression of floating in 

space (see Ex. 23, 24, 25, 26 and 27). Lombard rhythm usually refers to a reversed 

dotted rhythm, however this exegesis uses the term to describe a rhythmic pattern 

consisting of a short note followed by a long note in a broad sense (for example, a 

pattern consisting of a quaver followed by a crotchet). This is because Miyoshi 

frequently used a reversed dotted rhythm as well as other rhythmic patterns 

consisting of a short note followed by a long note in his works and both are equally 

important elements to give the impression of floating in space.  
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Ex. 23: Akira Miyoshi. En Vers pour piano. Tokyo: Zen-On Music Company Limited, 

2008, bars 1-9. 

 

 

Ex. 24: Akira Miyoshi. Phénomène sonore I for two pianos. Tokyo: Ongaku no tomo 

sha, 2000, bars 25-32. 
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Ex. 25: Akira Miyoshi. Phénomène sonore II for two pianos. Tokyo: Ongaku no tomo 

sha, 2000, bars 16-21. 

 

Ex. 26: Akira Miyoshi. Pour le piano I – mouvement circulaire et croisé. Tokyo: Zen-

On Music Company Limited, 2004, bars 1-9. 
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Ex. 27: Akira Miyoshi. Pour le piano II – mouvement circulaire et croisé. Tokyo: Zen-

On Music Company Limited, 2004, bars 1-8. 

 

The Lombard rhythm is capable of carrying many different kinds of 

expression, and Miyoshi used it in a similar way to Ravel, thereby straying quite far 

from its traditional accented and nimble expression. For example, in Ravel’s Le Gibet, 

the constant Lombard rhythm in B flat octaves acts as a rhythmic pedal, giving a void-

like impression (see Ex. 28 and CD 2 Track 6). Miyoshi’s Pour le piano II in particular 

has a constant Lombard rhythm in the left hand (see again Ex. 27 and CD 3 Track 6 

0:00-1:29). In Pour le piano II, just as in Ravel's Le Gibet, the Lombard rhythm needs to 

be played within p and pp to give an impression of floating in space as well as stillness.  

 

 

Ex. 28: Maurice Ravel. Gaspard de la nuit. Paris: Durand & Fils, 1909, Le Gibet, bars 

1-7. 
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Interestingly, Yashiro and Atsutada Otaka also show a fondness for this 

rhythm, especially where the music is quiet in nature. For example, in the quiet 

second theme in Adagio of the first movement of Yashiro’s Sonate pour piano (see Ex. 

29 and CD 2 Track 1 0:19-1:01), and also in the quiet section of Otaka’s Kyō-sō pour 

deux pianos (2006), tightly constructed repeated chords in Lombard rhythm act as a 

pivot and create a floating atmosphere (see Ex. 30 and CD 4 Track 15 0:57-3:02).  

 

 

Ex. 29: Akio Yashiro. Sonate pour piano. Tokyo: Ongaku no tomo sha, 1999, the first 

movement, bars 10-15. 

 

 

Ex. 30: Atsutada Otaka. Kyō-sō pour deux pianos. Tokyo: Zen-On Music Company 

Limited, 2007, bars 17-22. 
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It is important that the Lombard rhythm in this case is played in a way that 

creates the impression of timelessness and floating in space. The shorter notes should 

be played tenuto, followed by softer and longer notes within absolute legato, in order 

to convey the feeling of suspension. If this figure is played in the opposite way, with 

the longer notes at equal or higher volume than the preceding shorter notes, an 

energy and momentum is produced that destroys the floating atmosphere. I feel that 

Okada's recording demonstrates this point.47 The floating atmosphere that Okada 

sensitively and delicately creates in Section A1 is sometimes disrupted by a somewhat 

loose execution of the Lombard rhythm. In order to help the impression of 

timelessness and floating in space, the Lombard rhythm needs to be treated very 

carefully by pianists. 

 

Miyoshi’s little piece, Berceuse, which was composed in his late period, also 

displays similarities to Ravel’s Le Gibet. In both pieces, the use of Lombard rhythm 

creates a floating impression, repeated notes evoke a timeless atmosphere, constant 

octaves at a slow tempo generate a spacious but inactive mood, and the use of ninth 

chords in the melody produces a degree of tension (see Ex. 31, 32, CD 2 Track 7, again 

Ex. 28 and CD 2 Track 6).  

 

 

Ex. 31: Akira Miyoshi. Berceuse for piano. Tokyo: Kawai shuppan, 2009, bars 1-4. 

                                                   
47

 Akira Miyoshi, Music of Akira Miyoshi II, Track 28. See for example 1:50 and 1:57. 
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Ex. 32: Akira Miyoshi. Berceuse for piano. Tokyo: Kawai shuppan, 2009, bars 11-17. 

 

These characterstics are also seen in Section A1 of the works investigated here. In 

Phénomène sonore I, for example, a spacious but inactive mood is created by octaves 

which appear in the melody (see Ex. 33 and CD 4 Track 8 0:00-1:38); and in Pour le 

piano II, a degree of tension is produced by ninth (or seventh) chords (see Ex. 34 and 

CD 3 Track 6 1:30-1:58).  

 

 

Ex. 33: Akira Miyoshi. Phénomène sonore I for two pianos. Tokyo: Ongaku no tomo 

sha, 2000, bars 1-4. 
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Ex. 34: Akira Miyoshi. Pour le piano II – mouvement circulaire et croisé. Tokyo: Zen-

On Music Company Limited, 2004, bars 20-22. 

 

Another intriguing feature of the opening A1 section in each of the five late 

Miyoshi works, is that the phrases typically end by slowly dying away, leaving a sense 

of silence until the music begins to move toward Section B. For example, in En Vers, 

the floating atmosphere is suspended at the end of the phrases by the use of simple 

lontano octaves in the high and low registers (see again Ex. 23 and CD 2 Track 5 0:00-

1:04). 

 

This temporally suspended moment found at the ends of phrases in Miyoshi’s 

works can be described as ma,
48

 a traditional Japanese element that Miyoshi liked to 

use in his late years. Ma is a Japanese word that gives a very accurate definition of a 

certain perception of space and time. As Galliano notes:  

 

Ma might be translated as “a between”, [italics in original] that is, “between” 

treated as a noun and not as a preposition. Ma is that element of implicit 

potential in all concepts of separation (spatial, temporal, emotional, or 

whatever) whereby the space between becomes a “journey between.” Ma 

describes neither space nor time, but the tension in the silence and in the 

space surrounding sounds and objects.49 

 

 

It is possible to think that the concept of ma is naturally cultivated in the Japanese 

mind by living in Japan, and one can imagine that Miyoshi possessed it inherently.  

 

                                                   
48

 As there is no equivalent English word or phrase, this exegesis will use this unique Japanese 

term ma. 
49

 Galliano, 14. 
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Ma can also be found in the music of other Japanese composers, such as 

Takemitsu, Yashiro and Otaka. Takemitsu’s piano piece For Away is a good example: it 

begins slowly and quietly, creating a floating atmosphere similar the opening of 

Miyoshi’s works, and at the end of each phrase, the flow is suspended for a moment 

by long held notes (see Ex. 35 and CD 2 Track 4 0:00-0:30). In this piece too, musical 

time moves slowly in the absence of a distinct feeling of beat, and ma creates a 

sensation of eternal space and time.  

 

 
 

Ex. 35: Tōru Takemitsu. For Away pour piano. Paris: Salabert, 2005, bars 1 - 2. 

 

Various kinds of silence and temporal suspension are also found in Yashiro’s 

Sonate pour piano. For example, in Variation 1 of the third movement (from bar 15) a 

comma is placed at the end of each phrase, creating a moment of temporal 

suspension, and this is exactly like a punctuation mark in a written text (see Ex. 36 and 

CD 2 Track 3 01:09-1:50). The theme of Variation 3 (from bar 78) is also marked by 

silence (at the end of each thematic motif), thereby offering the potential for the 

performer to create tension (see Ex. 37 and CD 2 Track 3 6:02-6:49). 
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Ex. 36: Akio Yashiro. Sonate pour piano. Tokyo: Ongaku no tomo sha, 1999, the third 

movement, bars 15-19. 

 

 

Ex. 37: Akio Yashiro. Sonate pour piano. Tokyo: Ongaku no tomo sha, 1999, the third 

movement, bars 78-81. 
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A sense of temporal suspension can also be seen in Otaka’s Rapsodie pour 

piano (1983). For example, in the opening the music does not flow straight away (see 

Ex. 38 and CD 3 Track 7 0:00-0:50). Fermatas on the first chords give no sense of 

tempo; senza tempo is marked at the second bar, and the time signatures change in 

each bar. Within this flow, a temporal suspension is created by fermatas and the 

marking Poco meno mosso at the end of the phrase.  

 

 

Ex. 38: Atsutada Otaka. Rapsodie pour piano. Tokyo: Zen-On Music Company 

Limited, 2006, bars 1-9. 

 

This feeling of temporal suspension at the ends of phrases can already be 

found in Miyoshi’s early work, Sonate pour piano. For example, at bar 4 and bar 8 in 

the first movement, three repeated notes are played with tenute and poco rit. and the 

flow is suspended for a moment (see Ex. 39 and CD 1 Track 13 0:00-0:13).  
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Ex. 39: Akira Miyoshi. Sonate pour piano. Tokyo: Ongaku no tomo sha, 1962, the 

first movement, bars 1-10. 

 

However, Sonate pour piano has a generally steady rate of pulsation with a loosening 

of the flow felt only in particular bars, whereas his five late works express a timeless 

atmosphere from the very beginning. In these works, the already timeless quality is 

further emphasized by these held notes. The use of four staves in Miyoshi’s score of 

En Vers and Pour le piano I (see again Ex. 23, CD 2 Track 5, Ex. 26 and CD 3 Track 5) is 

visually effective in prompting such an atmosphere. This timeless expression is one of 

the distinctive characteristics of the quiet sections of Miyoshi’s late piano works.  

 

The irregularity of phrase lengths in each Section A1 of Miyoshi’s late works is 

also noteworthy. For example, in En Vers, the second phrase, which basically recurs 

the first phrase in the different key, is longer than the first by way of adding notes (see 

again Ex. 23). Although the pattern recurs, the difference makes the recurring pattern 

seem unpredictable and generates a degree of tension.  

 

This feature of phrase-length irregularity also often appears in works by 

Yashiro. Yashiro was thorough in his exploration of this feature, particularly in his 

Sonate pour piano. For example, when the first theme of the first movement is 

repeated starting bar 5, the A-flat is sounded three times as opposed to one (see Ex. 

40 and CD 2 Track 1 0:00-0:19). 
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Ex. 40: Akio Yashiro. Sonate pour piano. Tokyo: Ongaku no tomo sha, 1999, the first 

movement, bars 1-9. 

 

In his collected essays, Yashiro described this technique as “Derythme”.50 “Derythme” 

is an approach to rhythm as a compositional device, in which no rhythm is repeated at 

any reappearance of a particular motive. This feature also can be found in the works 

of Ikebe, who was a student of Ikenouchi, Miyoshi and Yashiro. Although Ikebe’s music 

is often written in a rather more approachable manner than Miyoshi, a similar 

technique of expanding phrases is often used. For example, in the first movement of 

his Sonatine pour piano, when the second phrase appears, a dotted crotchet is longer 

in the second bar of the phrase and also the fifth bar of the phrase is added (see Ex. 

41 and CD 3 Track 8 0:00-0:18). In Miyoshi’s works, this unpredictable expression 

transforms step-by-step into a faster, stronger and more rhythmic character as it 

moves towards the next section. 

 

                                                   
50

 Akio Yashiro, Orfeo no shi, 150-151.  
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Ex. 41: Shin-ichirō Ikebe. Sonatine pour piano. Tokyo: Zen-On Music Company 

Limited, 1999, the first movement, bars 1-12. 

 

If we now turn to the B section in Miyoshi’s late works, we find that Section B 

is typically a rapid, powerful and rhythmic climax section. As mentioned in the 

introduction, Prokofiev was one of the composers who was influential on Miyoshi; the 

intensity of Miyoshi's B sections is created by using very similar pianistic techniques to 

Prokofiev. This can be seen, for example, by comparing bar 76 onward in Phénomène 

sonore I (see Ex. 42 and CD 4 Track 8 2:46-2:57) with bar 42 onward in the first 

movement movement of Prokofiev’s Piano Sonata No.7 (see Ex. 43 and CD 2 Track 10 

Track 8 0:38-0:52). Both have very similar pianistic characteristics of accented, 

percussive sharpness created by the pianist playing chords and octaves in uniform 

rhythms at a fast tempo. The motoric rhythmic patterns in both examples fuel the 

music with a great sense of driving energy. 
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Ex. 42: Akira Miyoshi. Phénomène sonore I for two pianos. Tokyo: Ongaku no tomo 

sha, 2000, bars 74-81. 

 

Ex. 43: Sergei Prokofiev. Piano Sonata No.7. London: Boosey & Hawkes, 1985, the 

first movement, bars 42-51. 
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For the pianist, Miyoshi's energetic B sections also exhibit similar technical 

and dynamic challenges to those of Prokofiev. This can be seen, for example, by 

comparing bars 73 to 83 in En Vers (see Ex. 44 and CD 2 Track 5 3:55-4:09) with bars 

150 to 160 in the third movement of Prokofiev’s Piano Sonata No.7 (see Ex. 45 and CD 

2 Track 10 3:14-3:28).  

 

 

Ex. 44: Akira Miyoshi. En Vers pour piano. Tokyo: Zen-On Music Company Limited, 

2008, bars 73-83. 

 

 

Ex. 45: Sergei Prokofiev. Piano Sonata No.7. London: Boosey & Hawkes, 1985, the 

third movement, bars 150-160. 
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In both sections, the passages containing octaves and wide-spanning chords must be 

played loudly across the wide register of the keyboard at fast tempi. This technical and 

dynamic difficulty at the same time gives the performance a thrill and provides great 

impetus to bring the musical drama to a culmination. 

 

Towards the end of Miyoshi's B sections, the music suddenly takes on a 

majestic character. This fascinating feature occurs in each of his late piano works. 

From the beginning of section B, the loud dynamic remains constant, and running 

passages (frequently made up of triplets, quintuplets, septuplets and nonuplets) 

provide great momentum along with a feeling of instability. This thrilling momentum 

is maintained until the dynamic reaches its highest level and loud, held chords in 

Lombard rhythm are unexpectedly introduced, creating a feeling of grandeur and 

space. This moment is the true height of drama of each B section, at which point the 

excitement culminates in a wholly satisfying way. For example, in Pour le piano I, the 

music proceeds powerfully to bar 49, where the dynamic reaches ffff. The space is 

then maintained with chords in Lombard rhythm resonating to their full capacity to 

enhance this magnificent feeling (see Ex. 46 and CD 3 Track 5 3:02-3:23). 
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Ex. 46: Akira Miyoshi. Pour le piano I – mouvement circulaire et croisé. Tokyo: Zen-

On Music Company Limited, 2004, bars 45-51. 

  

Finally, Miyoshi’s concluding A2 section brings the music full circle by 

returning to its original source. A quiet and still atmosphere is sustained to the very 

end, and the music closes as if it disappears back into silence. However, this still 

atmosphere is typically broken by the introduction of loud grace note passages which 

are discharged like a flash of lightning (for example, see Ex. 47 and CD 2 Track 5 5:48-

6:31). The exceptions are Pour le Piano II and Phénomène sonore II, which do not 

contain grace notes, but which achieve a similar affect by way of quick dynamic ascent 

(f at bar 66 in Pour le Piano II and mp at bar 72 in Phénomène sonore II). Although 

stillness is the primary atmosphere of both sections A1 and A2, there is a notable 

difference between these two sections. The musical time in the opening section (A1) 
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moves in the absence of a regular pulse, whereas a quiet and calm sense of pulse can 

be felt in the concluding section (A2). This sense of pulse seems to exist only as an 

after-effect of the climactic Section B.  

 

 

Ex. 47: Akira Miyoshi. En Vers pour piano. Tokyo: Zen-On Music Company Limited, 

2008, bars 117-123. 

 

As discussed in this section, the overall formal structure employed by Miyoshi 

in his five late piano works is very compact, using a tripartite form A1BA2. The 

structure of musical drama is thus condensed within a single arch formation, 

restrained at the opening and close. Within his own formal architecture, and by using 

a number of different devices such as ma, Lombard rhythm and irregular phrase 

lengths, Miyoshi expresses musical drama of timelessness and great rhythmic and 

temporal unpredictability.  
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Chapter 2   Understanding Miyoshi’s treatment of musical elements 

 

This chapter explores the treatment of the elements essential to creating 

musical drama in Miyoshi’s late piano works, with the aim of arriving at an 

expressively satisfying interpretation of these elements in performance. The 

discussion first examines the musical elements of tempo shifts, phrasing and rhythm 

techniques and dynamic shifts individually. It then investigates how these elements 

are unified through performance in order to elucidate the performer’s interpretative 

musical goals.  

 

2.1 Tempo shifts 

 

It is beneficial for performers to understand at a glance the overall picture of 

tempo shifts in a composition. This is particularly true in Miyoshi’s works, which 

contain constantly changing metronome markings. As a technique of visualising the 

temporal architecture of a work, sketching an outline of the tempo changes on a 

graph grid is helpful. In actual performance, of course, the exact same line would not 

be followed, as it would differ not only according to the preferences of the performer, 

but also according to the performer’s intuition in the moment of live performance. 

Nevertheless, if a tempo outline is sketched, a clear visual image of the progression of 

time can be created, thus allowing performers to gain a stronger understanding of the 

structure and shifts of time. This process results in a more coherent performance. 

 

It should be noted that Miyoshi used “≒” for most of his metronome 

markings. The meaning of “≒” is “approximately” and this suggests that other 

markings are expected to be more exact. Miyoshi did not leave any written or verbal 

clues that would indicate how accurately he wished his metronome markings to be 

followed. It was unfortunate for me that there was no opportunity to meet Miyoshi in 
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person or to speak to him on the phone about this study, due to his poor health, 

therefore no extra information on this subject was obtained.51  

 

It should also be noted that Miyoshi sometimes provides metronome 

markings or Senza tempo in brackets. Interestingly, all the metronome markings in 

Phénomène sonore I and Phénomène sonore II are given in brackets. A possible reason 

for this is that Miyoshi took into consideration the issue of co-ordination and 

interaction between the two pianists, and perhaps the notation suggests that it is up 

to the two pianists to ultimately decide on a tempo that best suits the temperament 

of both performers, in accordance with the musical content. In fact, the tempo Yōko 

Tanaka and the composer himself chose for the performance of Phénomène sonore I 

in a recorded concert in 1984 was much slower than the published metronome 

markings.52 Even though their tempi were slower than the suggested markings, they 

audibly attempted to follow and create the structure of tempo relationships indicated 

in the score. However, the slow sections A1 and A2 do not flow as much as they should, 

and the fast B Section lacks excitement as their tempi were rather too slow overall. 

The contrast between the sections in this particular performance is not distinct 

enough to achieve the full extent of musical drama inherent in the work. Although the 

metronome markings are suggestive, they do in fact enable a far more effective 

performance if followed. From this perspective, even though all the markings in 

Phénomène sonore and a number of the markings in En Vers are suggestive and most 

of Miyoshi's metronome markings are only approximate, sketching the tempo outline 

is still a helpful tool in order to gain a stronger understanding of the temporal 

architecture. 

 

All five of Miyoshi’s representative works adopt a similar approach to changes 

in tempo, owing to their adherence to the same formal structure as discussed in 

Chapter 1. However, because of Miyoshi’s frequent metronome specifications, it is 

                                                   
51

 When I tried to contact Miyoshi at the beginning of this study, he was already very sick so that 

we could exchange brief letters only once.  
52

 Akira Miyoshi, Tanaka Yōko no 1・2・3, pianists Yōko Tanaka & Akira Miyoshi, CD (Nippon 

Acoustic Records Inc. NARD-5025~26) 2009. 
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difficult for performers to grasp intuitively the underlying unfolding of tempo and 

therefore to find a strong connective expression in time. En Vers and Phénomène 

sonore II both have especially frequent changes in tempo indicated by metronome 

markings and serve as good examples of this point. These works are discussed below 

and shown on Graphs 1 and 2. The graphs represent the performer’s own experience 

of tempo shifts within the overall temporal journey of each composition, taking into 

account the different unit of calibration from metronome markings as shown in the 

scores. The vertical axis of the graph indicates the tempo in beats per minute, taking 

into account the markings such as accelerando or ritardando according to the 

specified amount of increase or decrease in tempo. The horizontal axis indicates the 

bar numbers. 

 

 

Graph 1: Tempo shifts of En Vers 

 

 

Graph 2: Tempo shifts of Phénomène sonore II 

 

In En Vers, there are two points at which the performer’s own experience of 

tempo shifts would be very different from the metronome markings given in the score. 

These points are the sudden drop of the tempo at bar 84 (from MM♪≒ 116 to MM 

♩≒ 60) and the subsequent wave-like tempo changes in Section B (between MM ♩

≒ 176 and MM ♩≒ 60) (see Ex. 48 and CD 2 Track 5 4:10-4:21).  
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Ex. 48: Akira Miyoshi. En Vers pour piano. Tokyo: Zen-On Music Company Limited, 

2008, bars 81-94. 

 

Looking at the musical contents in these cases, we find that cadenza-like passages are 

played while held octave chords give a sense of space with the added indication of 

senza tempo at bar 84. In the subsequent part where the tempo suddenly increases 

by a large increment, a very fast and rhythmic phrase reminiscent of previously-heard 

musical material from the same section is inserted. The following wave-like pattern in 

tempo is the result of these two contradictory and alternating aspects. When it is 

seen in the context of a broad and continuous flow, the whole of Section B can be 

regarded as “fast”. The apparent drop in tempo gives way to a note structure that 
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creates a feeling of space (in a sense depicting grandeur) and is thus written with 

crotchets, a note value suitable for such an expression. In this section, it is therefore 

easier to feel the connection at bar 84 when the performer changes his or her internal 

pulse to that of quavers at 120 beats per minute. This approach allows the musical 

momentum to be felt as a continuation of the preceding part and enables a broad and 

cohesive expression through to the second section. However, to allow space for the 

full expression of each individual note and other musical qualities, the performer 

should feel a crotchet-based pulse. The same can be applied to bar 96 (see CD 2 Track 

5 4:28-5:01). Although MM ♩≒ 76 is marked, by feeling the internal pulse as quavers, 

the performer can continue playing with a sense of continuous flow and the transition 

between parts can be made smoothly. It is expected that by feeling this sense 

internally, the performer expresses a grand space with a feel of crotchet-based pulse.  

 

As seen in Graph 1, in which the metronome markings in these parts are 

replaced with a quaver pulse, the line draws a shape of one large mountain. In other 

words, in the temporal process of performance, playing with a sense of a mountain 

range rising to the right as depicted by this line would ensure an effective expression 

of the concise drama of this compact work. It also appears that calmness is a 

significant expression of this music as the music begins with a slow tempo and returns 

to a similar slow tempo at the end. The performer needs to keep this in mind in order 

to present a coherent performance. In addition, when the details of tempo changes 

are examined more carefully, the tempo increases by stepwise increments with small 

valleys created by rit. acting like temporal suspensions at the end of phrases as 

discussed in Chapter 1. Even though the performer should have an overall sense of a 

mountain range, he or she must also express the stable tempo within a section or 

phrase from a local perspective.  

 

Phénomène sonore II differs from Miyoshi’s other works in that ornamental 

and impromptu passages appear immediately after the opening (see Ex. 49 and CD 4 

Track 9 0:23-1:10).  
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Ex. 49: Akira Miyoshi. Phénomène sonore II for two pianos. Tokyo: Ongaku no tomo 

sha, 2000, 5-15. 

 

During just these ten bars from bar 6 to 15, frequent tempo changes alternating 

between MM ♪= 100 and MM ♪= 80 occur. When we examine the musical content 

in this part, we find that at bar 7 the music starts to regain its stability by rall. and at 

the beginning of bar 9 the atmosphere of the opening is recreated for a brief moment. 

Triggered by rall. at bar 12, bars 13 to 15 as well calm down, harking back to the 
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opening atmosphere. The specified MM ♪= 80 at these bars is in fact the same 

tempo as the opening MM ♩≒ 40, and the musical content also conforms. These ten 

bars, therefore, can be regarded as a part of the slow opening section and MM ♩≒ 54 

marked from bar 16 can be considered the first actual point of stepwise acceleration 

toward the climax (see Ex. 50 and CD 4 Track 9 1:10-1:31). A possible reason for 

changing the basic rhythmic unit to quavers in these bars is to make it easier for two 

pianists to count the ornamental passages and thus to be able to play together. 

Moreover, changes between 80 and 100 beats per minute can be regarded as 

flexibilities in the performer’s natural sense of time, in combination with other tempo 

markings, accel. and rall. To play the opening of this work while keeping a natural flow, 

the performer will find it helpful to feel the crotchet units. In this way, the impromptu 

passages will be able to be conceived as part of the ongoing leisurely atmosphere of 

the opening.  

 

 

Ex. 50: Akira Miyoshi. Phénomène sonore II for two pianos. Tokyo: Ongaku no tomo 

sha, 2000, 16-18. 

 

The next deceptively drastic tempo change in Phénomène sonore II is the drop in bars 

32 to 37, where MM ♪= Plus de 64 is given. Although this metronome marking is 

provided, the music is improvisatory with frequent demisemiquaver triplets, 

quintuplets, sextuplets and septuplets, making it difficult to feel the pulse (see Ex. 51 

and CD 4 Track 9 2:36-2:55).  
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Ex. 51: Akira Miyoshi. Phénomène sonore II for two pianos. Tokyo: Ongaku no tomo 

sha, 2000, 31-37. 
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Miyoshi even marks Senza tempo and Senza Misura at bars 36 and 37. The 

improvisatory music in these bars gives a considerable sense of drive with the 

fortissimo and fortississimo dynamic toward Section B, and despite the fact that 

semiquavers cannot be practically counted at MM ♪= plus de 64, the tempo is in fact 

sensed as having been doubled. The doubled tempo of 128 produces a connective 

expression both from the previous part from bar 29 (with MM ♪≒ 94) and into the 

next section (with MM ♩= 140) in performance. Another sudden drop of the tempo is 

at bar 65. It occurs at the very end of the climactic B section where the composer’s 

intention is to create a sense of grand space (see Ex. 52 and CD 4 Track 9 3:27-4:29). 

The slow tempo marking MM ♩= 48 obviously indicates the significance of the grand 

space to the performer. However, in order to create a coherent whole, the performer 

should maintain the internal quaver-unit pulse that is felt in Section B until the very 

end of the climax.  

 

In Graph 2, the tempo shifts are adjusted based on the above-mentioned 

points. Similarly to En Vers, a shape suggestive of a mountain range rising to the right 

is noticeable and the stepwise ascent proceeding to the fast section is also shown. The 

performer should keep this in mind in order to convey the concise nature of the 

drama. Concerning tempo, it may be safely said that Miyoshi’s signature style, finally 

reached in 1980, was the creation of drama shown by a mountain range flowing to the 

right coupled with stepwise changes.  
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Ex. 52: Akira Miyoshi. Phénomène sonore II for two pianos. Tokyo: Ongaku no tomo 

sha, 2000, 65-75. 
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2.2 Phrasing and rhythmic techniques 

 

Miyoshi’s late piano works contain many changes in the length of phrases, 

making it difficult for the performer to immediately grasp the phrase structure. A 

helpful practice is to write down the bar numbers of each phrase in order, not only to 

comprehend their length, but also to understand their impact upon the creation of 

drama. Miyoshi’s works also contain frequent changes of rhythm. It is therefore 

important for the performer to feel the differences in rhythmic nuance and 

understand the dramatic effect generated by these changes. For the performance of 

such music, the way in which phrase structure and rhythmic character influence each 

other, and the underlying musical meaning of this influence, must be considered. 

Since our purpose is to explore how to bring out musical drama in performance, 

attention is given here to those sections leading up to the climax and the inevitable 

return to stillness.  

 

Since En Vers was used in the discussion of tempo in the previous section, it is 

now used as a representative example of Miyoshi’s treatment of phrasing and rhythm 

for the creation of musical drama. The overall phrase structure of En Vers is shown in 

Table 4. Bars are grouped into phrases and listed together with their phrase length 

(measured in bars, shown in parentheses). These phrases are then divided into 

phrasal groups, indicated by the use of a new row in the table. A new phrasal group 

occurs at a point of significant change to rhythm, which correlates to a change in 

musical content. 
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Section A1 
1−3 (3)  4−6 (3)  7−12 (6) 

13−18 (6)  19−24 (6)  25−33 (9) 

34−37 (4)  38−41 (4)  42−45 (4) 

46−47 (2)  48−49 (2)  50−51 (2)  52−53 (2) 

Section B 
54−83 (30) 

84−111 (28) 

Section A2 
112−113 (2)  114−115 (2)  116−117 (2)  118 (1)  119 (1)  120−121 (2)  122−123 (2) 

Table 4: Phrase structure of En Vers 

 

The first phrasal group of Section A1 has an unhurried feel with a legato flow 

and no clear melody line (see again Ex. 23 and CD 2 Track 5 0:00-1:04). As discussed in 

Chapter 1, it is hard to feel the beat and it is characteristic that long octaves are held 

in the high and low registers at the end of a phrase, producing a sense of suspense. 

The length of the second phrase is the same as that of the first phrase, but the 

number of notes increases. The third phrase is a development of the left-hand 

movement in the second phrase and the length is doubled. Thus we see that the 

phrase in legato flow is extended by increasing the number of notes and length of 

phrases, which serves as a means of musical development.  

 

In the second phrasal group, a distinct melody accompanied by regular 

semiquavers emerges and animates the music (see Ex. 53 and CD 2 Track 5 1:05-2:30). 

Recurring long notes at the end of phrases continually create a sense of temporal 

suspension. The second phrase in this phrasal group appears to be the same length as 

the first phrase. A closer examination, however, reveals that an extra bar (bar 23) is 

inserted and the final bar of the first phrase, in which the chords from the previous 

bar are held over, is omitted. A closer look at the end of the second phrase shows that 

a rit. is indicated and the last note has a fermata. These make the actual length (in 

performance time) of the second phrase longer than the first. The third phrase is then 

a development of the first phrases, and is longer than the first and second phrases in 

length. In summary, a melody line is coupled with an underlying beat to further 
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develop the music and similar in technique to the first phrasal group, the music is also 

developed by extending the length of each phrase.  

 

 

Ex. 53: Akira Miyoshi. En Vers pour piano. Tokyo: Zen-On Music Company Limited, 

2008, bars 10-18. 

 

The third phrasal group no longer has a distinct melody line and has the 

rhythmic feel of unhurried simple triple metre (see Ex. 54 and CD 2 Track 5 2:30-3:11).  

 

 

Ex. 54: Akira Miyoshi. En Vers pour piano. Tokyo: Zen-On Music Company Limited, 

2008, bars 34-38. 
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The phrases shorten in this phrasal group, but there are still long notes at the end of 

each phrase; their use is effective as temporal suspension. The second phrase is 

almost a repeat of the first phrase. The third phrase consists of three repetitions of 

the rhythm in bar 35, which creates a stronger sense of pulse. Miyoshi’s method of 

developing the music in this phrasal group differs from that of the previous groups. 

The phrases now proceed in uniform length (though shorter than the preceding 

phrases) with simple triple metre, giving a sense of driving power to the music. 

 

The fourth phrasal group does not continue in simple triple metre; rather a 

phrase with a combination of simple triple metre and 2.5 metre is repeated three 

times (see Ex. 55 and CD 2 Track 5 3:11-3:24). The phrases become shorter than the 

preceding phrasal group and contain ascending passages in triple metre. In the fourth 

phrase, as the music proceeds to its climax, a semiquaver passage in 2.5 metre is 

played within accel. In this phrasal group, by using a combination of triple and 2.5 

metre with ascending passages and shortening phrase lengths, a sense of agitato is 

created to develop the music.  

 

 

Ex. 55: Akira Miyoshi. En Vers pour piano. Tokyo: Zen-On Music Company Limited, 

2008, bars 43-52. 
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By comparison with the four phrasal groups of Section A1, Section B is broadly 

divided into two parts. The first part contains interweaving running passages and 

scattered motifs with highly rhythmic motion (see Ex. 56 and CD 2 Track 5 3:25-4:09).  

 

 

Ex. 56: Akira Miyoshi. En Vers pour piano. Tokyo: Zen-On Music Company Limited, 

2008, bars 53-64. 
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The motion of these passages is momentarily halted by contrasting rhythmic material 

and silence created by rests; however the overall flow is maintained by way of highly 

intricate entwining to such an extent that is difficult to distinguish phrases. In the 

second part, cadenza-like motifs with long held notes appear alternately with the 

preceding phrases of the first part as discussed in the above section (see again Ex. 48 

and CD 2 Track 5 4:10-5:01). This combination of grand space and highly rhythmic 

motion imparts great musical and rhythmical tension and makes the music culminate 

in the real climax.  

 

The final section A2 marks a return to the calm mood of the opening and 

utilises the same opening motif, but now the phrase lengths are condensed into one 

or two-bar phrases (see Ex. 57 and CD 2 Track 5 5:01-6:41). A series of almost-

identical one-bar phrases interspersed with two-bar phrases eliminates any sense of 

momentum, thereby creating a mood of stasis. 

 

Through the above discussion, the following findings emerged. To develop the 

music in Sections A1, three techniques are employed in the following order: extending 

the phrase-length at every repeat of the phrase within a legato flow; providing a 

distinct melody line; and shortening the phrases while increasing the rhythmic feel 

and emphasising the importance of each beat. The resulting effect of these 

techniques is as follows: when a phrase is extended at every repeat, the music further 

expands; when a clear melody line appears, the music becomes even richer; and 

when a shorter and more rhythmic phrase appears, the music gains momentum. This 

developmental method is used in conjunction with the stepwise tempo increase, as 

discussed in the above section. The climactic section B has a structure in which 

running passages and very rhythmic motion are intertwined to make it difficult to 

sense distinct phrasing, thus conveying a large scale. This large scale becomes even 

larger through the long, sustained notes that are combined with cadenza-like 

passages. To create a return from the climax to the stillness of the opening (Section 

A2), short phrases are repeated, resulting in a mood of stasis.  
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Ex. 57: Akira Miyoshi. En Vers pour piano. Tokyo: Zen-On Music Company Limited, 

2008, bars 111-123. 
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Since the above principles are also found in all of Miyoshi’s five late works, it is 

apparent that Miyoshi established them as a part of his own individual style, although 

the exact method of musical development differs slightly in each work. If the 

performer knows which technique is used to develop the music and is able to express 

this development naturally in his or her playing, the performance is less likely to 

stagnate and can be crafted effectively to produce one single, cohesive flow. When 

expressing suspended moments, the performer, through his or her awareness of the 

various techniques will be able to demonstrate the subtle difference in expression of 

each suspended moment.  

 

2.3 Dynamic shifts and the unification of musical elements 

 

Miyoshi’s late piano works contain a very wide range of dynamic markings 

from ppp to ffff, which requires the performer to demonstrate expression using a 

broad and well-judged dynamic palette. The use of such detailed dynamic markings in 

Miyoshi’s scores shows that he was intent on communicating as accurately as possible 

with the performer. To enhance the performer’s sense of dynamic shifts and how to 

practically follow such detailed markings, it is helpful to create a graph that maps 

dynamic levels for each piece. However, drawing a graph has one disadvantage. The 

nuance of a single dynamic marking may vary according to its context and it is difficult 

to incorporate such subtlety in a graph. Nevertheless, the graph is still helpful to 

provide a visual overview of dynamic shifts that assists the performer to understand 

the flow of a broad context. We will now look more closely at Miyoshi’s use of 

dynamics in conjunction with tempo shifts, phrasing and rhythmic structures. 

 

Dynamic shifts in each of Miyoshi’s works are shown in Graphs 3-1 to 3-5 

with thicker lines. The vertical axis indicates a scale consisting of ten dynamic levels 

and when several dynamic markings are written in the same bar, or when crescendo 

or decrescendo is marked, the main or average dynamic is chosen. The horizontal axis 

indicates the bar numbers. The graphs highlight that every piece has a different 

configuration of dynamic range and shifts. For example, En Vers (Graph 3-1) remains 
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in the lowest levels while Phénomène sonore II (Graph 3-3) is dramatically loud at the 

highest levels. Phénomène sonore I (Graph 3-2) contains the most gradual dynamic 

shifts while Pour le piano I (Graph 3-4) contains the widest and most frequent 

dynamic changes. Pour le piano II (Graph 3-5) has the narrowest dynamic range while 

En Vers (Graph 3-1) has the widest. However, when we look at the dynamic range and 

shifts in a comprehensive way across the five graphs, a figure in the shape of one large 

mountain can be depicted, as shown by the thinner line. This mountain shape is 

indicative of Miyoshi’s distinctive creation of musical drama in both the elements of 

tempo and dynamics, and by crafting these shapes, Miyoshi molds the individual 

characteristics of each piece. As described before with reference to tempo, 

performing with a sense of this overriding shape that builds and then falls across the 

piece would ensure a coherent expression of the drama. This advice should be applied 

to the performer’s approach to dynamic shifts. In creating this kind of mountain-

shape expression with dynamics, the performer must pay special attention to the 

quality of sound in conjunction with the careful gradation of dynamic levels. For 

example, the loudest dynamic contained in En Vers is ffff, which frequently appears 

from bars 79 to 109 after playing fff from bar 62 as shown in Graph 3-1. There is a risk 

of producing an unpleasantly harsh sound when attempting faithfully to execute the 

markings of ffff; the performer must interpret these markings as suggestive and never 

sacrifice quality of sound for the sake of sheer volume. 

 

 

Graph 3-1: Dynamic shifts in En Vers 
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Graph 3-2: Dynamic shifts in Phénomène sonore I  

 

 
Graph 3-3: Dynamic shifts in Phénomène sonore II  

 

 

Graph 3-4: Dynamic shifts in Pour le piano I  
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Graph 3-5: Dynamic shifts in Pour le piano II  

 

Although the shape of a mountain range is crafted in both tempo and 

dynamics, there is a subtle difference in the timing of each peak. First, the dynamic 

reaches a high point, followed immediately by an increase in tempo. Only when the 

two elements are combined is the overall musical climax achieved. Graph 4 shows this 

relationship in En Vers as an example. 

 

 

Graph 4: Relationships between tempo, dynamics and phrase lengths in En Vers 

 

En Vers contains an entry point of strong dynamics at bar 52, whereas the tempo only 

quickens at bar 54 (see Ex. 58 and CD 2 Track 5 3:22-3:37).  
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Ex. 58: Akira Miyoshi. En Vers pour piano. Tokyo: Zen-On Music Company Limited, 

2008, bars 48-55. 

 

This difference in placement of tempo and dynamic peaks is now reviewed 

with reference to the treatment of phrasing and rhythm. When we consider the 

relationship between all the elements as they are drawn together toward the musical 

climax, we discover the following: firstly the music becomes more rhythmic and 

phrases become shorter to generate momentum; secondly the dynamic levels reach 

their peak, thus placing the music on a dramatic precipice which leads to an explosion 

of tempo (see again Graph 4 as an example). Only at the point at which the tempo 

attains its peak does the music enter its true climax.  It is important for the pianist to 

pay particular attention to the gradation of each musical element in these climax 

sections and avoid the temptation of allowing all the elements to accumulate 

uniformly. If one fails to control the buildup of each element as Miyoshi indicates, the 

arrival of the true musical climax will be severely weakened. In this case, it will be 

difficult for the listener to sense the musical continuity, and the performance is likely 

to sound as if there is an unnatural change of gear at the point of climax, rather than a 

smooth transition. Okada’s recording of En Vers demonstrates this point. Although his 

dynamic reaches forte at bar 52 as indicated, two bars before the real musical climax 

(which remains forte), the first A octaves are not treated as the entry of the dynamic 
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peak (see again Ex. 55 and 56).53 The accents on the A octaves are not convincingly 

articulated and therefore do not create the necessary energy to push the music 

towards its dramatic precipice. Moreover, the following semiquaver passage is played 

rather heavily and with little flexibility of tempo, contrary to the composer's 

indications of ten., accel. and riten. Because Okada's fast tempo does not occur as an 

inevitable result of the accented octaves and the great energy they generate, the 

arrival of the real musical climax is weakened in this performance. As this example 

shows, in order to achieve the full power of these climax sections, the performer must 

be intimately aware not only of the timing of each individual peak but of how the 

accumulation of each element triggers new momentum in the other elements.  

 

Miyoshi’s other individual characteristics are also found when the music 

returns to stillness following the point of climax. As discussed in Chapter 1, the music 

reaches a magnificent peak at its climax where vast space is created by held chords in 

Lombard rhythm (see again Ex. 46). This could be thought of as the musical equivalent 

of a breathtaking view from the summit of a mountain. Then, from this vast expanse, 

the quietness of time and space naturally emerge (see again Graph 4 as an example). 

When Miyoshi’s works are performed, the performer must keep in mind that the 

music is always drawn to a moment of masterfully crafted space and time, which 

unfolds at the end of the climax, and he or she must maintain the control of large-

scale form after entering the second section, despite the great pianistic challenges 

this presents. Then, by not being afraid to maintain control over this sense of 

immense space and time at the climax, the performer can effectively create the 

perception of the music returning to its original stillness.  

 

Miyoshi’s works unfold with a certain forceful inevitability that is generated by 

the interdependence of musical elements created within the context of constant flux. 

If the performer is able to grasp this inter-relationship and thus the powerful 

inevitability of the music, he or she is more likely to achieve a sense of an 

uninterrupted, highly-nuanced flow of time and sound. 

                                                   
53

 Akira Miyoshi, Music of Akira Miyoshi II, Track 28, 2:58-3:02. 
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Chapter 3   Dramatic shaping of En Vers 

 

The discussion of practical approaches to the portrayal of the musical drama 

initially examined in Chapter 2 is now more fully developed by focusing on Miyoshi’s En 

Vers. The performance suggestions for this work can also be applied to other late 

works by Miyoshi as demonstrated in the Part A Recordings. 

 

3.1 Opening tempo 

 

Deciding upon the opening tempo of En Vers demands the performer’s careful 

consideration. Particularly in works where the tempo shifts can be represented 

graphically by a mountain-shape (see again Graph 1), the performer must find a well-

judged tempo that takes into account the temporal architecture of the entire piece. En 

Vers opens with a very slow tempo where the metronome marking is ♪≒ 34.54 The 

indication of “approximately” means that a flexible expression is required from the 

pianist (see again Ex. 23 and CD 2 Track 5 0:00-1:04) and raises the question of how 

much flexibility in tempo and expression should be allowed. To create the timeless 

quality so important in the opening, the performer must adhere to the very slow 

tempo indication while avoiding metronomic rhythmic rigidity. This will set up great 

contrast with the climax and highlight the dimensions of the work. If either of these 

aspects (slow tempo or flexibility of rhythm) is lacking, the timeless quality will not be 

created successfully. Okada and Nakagawa's recording of Phénomène sonore 

I demonstrates this point.55 They chose a very slow tempo as indicated in the score; 

however, their rather metronomical playing generates predictable forward motion, 

rather than the elusive, timeless quality that the music requires. If the pianist 

maintains the musical flow for example in the triplets in En Vers, the performance will 

possess natural flexibility even in this very slow tempo. 

 

                                                   
54

 The use of this extremely slow tempo marking for the opening is evocative of Messiaen. For 

example, the last movement ‘Louange à l’Immortalité de Jésus’ from the Quatuor pour la Fin du 

Temps begins with ♪= 36 environ. 
55

 Akira Miyoshi, Music of Akira Miyoshi II.  
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3.2 Phrase length 

 

As we have seen in Chapter 2, one of the important compositional devices is 

the extension of phrase-lengths when they are repeated. For the performer, this raises 

the issue of how the different lengths should be expressed each time. En Vers contains 

various markings related to dynamic shifts. The first two phrases are considered as an 

example (see again CD 2 Track 5 0:00-0:38). It is essential to convey the change in 

phrasing clearly, but subtly. In practical terms, this means that even though there are 

no crescendo or decrescendo markings, each note needs to be graded differently 

within the dynamic marking. The dynamic range should be restrained to maintain a 

very still atmosphere. However, by carefully grading each note, phrasing can still be 

produced even though the dynamic difference is barely audible within the dynamic 

range. The first phrase can be expressed as shown in Ex. 59 by placing the b-flat in the 

first bar (which has <> in the score) at the peak.  

 

 

Ex. 59: Akira Miyoshi. En Vers pour piano. Tokyo: Zen-On Music Company Limited, 

2008, bars 1-9, with dynamic suggestions. 
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In the next phrase, the peak can be placed with the chord marked mp on the second 

beat of the fifth bar, as shown in Ex. 59. By positioning the peak of the repeated phrase 

later, the tension is built up for longer, resulting in the portrayal of musical 

development. It is thus possible for the performer to highlight that the phrase has in 

fact been extended. The extended buildup of musical tension in the second phrase calls 

for a similarly extended release of tension; this is represented in the score by poco rall.  

 

3.3 Quickening of tempo  

 

The next question facing the performer is to what extent the tempo should be 

increased. In En Vers, the first tempo increase is at the seventh bar with Un poco meno 

lento (see again Ex. 23 and CD 2 Track 5 0:39-1:04). The pianist must carefully consider 

the precise increment required in each case as this has a direct impact on the structural 

cohesion of the work. If the tempo changes gear obviously or abruptly, the listener can 

anticipate the tempo of the climax, thus weakening it. It is therefore suggested that the 

pianist manipulates the tempo in such a way that an increased sense of forward 

motion is felt but without an audible tempo “shift”. The pianist needs to take this point 

into consideration each time a tempo increase is marked in the score. Okada’s 

recording of En Vers is an example of successful treatment of this issue.56 At the 

seventh bar, he begins with the previous tempo, then gradually and slightly moves 

forward, sounding like he is taking only a little rubato with a sense of a little forward 

motion.  

 

3.4 Melody 

 

Meticulous attention is required by the performer whenever clear melodic 

lines appear. In En Vers this occurs from bar 13 onwards (see again Ex. 53 and CD 2 

Track 5 1:05-2:30). Miyoshi presents a great challenge to the performer by writing 

several intertwining lines, each with its own detailed dynamic markings. In this phrase, 

the middle line begins with a stronger dynamic than the melodic line in the top; this is 

                                                   
56

 Akira Miyoshi, Music of Akira Miyoshi II. 
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then reversed in bar 14 by way of an independent diminuendo and a crescendo in 

these lines respectively. Even when the middle line is stronger, the presence of the 

melodic line in the higher register must never be overwhelmed in order to give an even 

richer atmosphere to the music. It is thus vital for the performer to project its presence 

not only through volume, but also by way of a clear, reverberant sound quality. 

 

3.5 Rhythmic sense 

 

Rhythm is inextricably linked to the musical development of each composition 

and is another element that requires attention from the performer. From bar 34 in En 

Vers, the music begins to move in triple metre with a legato flow (see again Ex. 54 and 

CD 2 Track 5 2:30-3:11). The rhythm here moves with elegance and flexibility which 

give momentum to the music. Miyoshi’s detailed dynamic markings help the performer 

to create phrasing that contains the desired flexibility. Bars 34 to 37 depict a rising and 

falling dynamic arch with a crescendo in bar 34 followed by decrescendo in the 

following two bars, becoming quiet toward bar 37. The two types of tenuto, “<>” and 

“–“, in the middle line create the nuance required for the triple metre. The “<>” 

denotes a greater tenuto than the ”–“ and the “<>” can be regarded as a downbeat-like 

tenuto and the “–“ as the contrasting upbeat. By carefully differentiating between 

these two types of tenuto, the performer can capture the essence of this rhythm and 

thus gather momentum toward the climax. 

 

3.6 The entrance of loud dynamics 

 

As noted in Chapter 2, the performer must grasp the overall dynamic 

architecture of the work and pay particular attention to the execution of louder 

dynamic markings in the climactic sections of each work. It is important to realise that 

the absolute peak of the climax occurs toward the latter part of the climax area. 

Therefore the performer must keep some volume in reserve during the buildup to the 

peak of the climax, even when the music accumulates to the point at which it would 

feel natural to use maximum power. This necessity for “saving up” dynamic power 
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presents a challenge to the performer (see CD 2 Track 5 3:22-3:25) - if the pianist tries 

to keep some volume in reserve, the sound can easily communicate a backing-off of 

musical intensity, which is contrary to the desired musical expression. The performer 

must find a sound quality and type of musical expression that convey the building 

intensity even without maximum volume. This can be done by approaching the 

keyboard with the sensation of holding back the speed of attack and articulating each 

note with great energy and force. The resulting solid tone and conviction of the 

performer will convey the desired accumulation of energy and lead to the peak of the 

climax effectively. Here, the pianist can finally play with maximum dynamic force.  

 

3.7 Tempo and rhythm in climactic sections 

 

Alongside dynamics as discussed above, the performer must carefully consider 

the tempo as the music enters the climax area, namely, how to increase the tempo and 

intensify the rhythm without increasing the sound volume. In the climax of En Vers, 

metronome marking ♪≒ 116 is given (see again Ex. 56 and CD 2 Track 5 3:25-4:09). 

Playing at this tempo requires the pianist to have a fairly high level of technique; 

however it is by no means a reckless tempo, but can be the fastest plausible tempo for 

this section. To present the music effectively at this tempo, it is helpful for the 

performer to play all the small notes such as the triplets and quintuplets clearly. In 

addition, by meticulously articulating the accents, staccati and tenuto signs, not only 

will the rhythm be vital and sharp, but the unpredictability of the rhythmic changes can 

also come to the fore. This consequently allows successful performance of this climax.  

 

3.8 Tempo of the reprise 

 

When the music returns to the quiet atmosphere of the opening, the 

performer again needs to consider the tempo carefully. At bar 112 in En Vers, the music 

immediately returns to a slow tempo with a metronome making, ♪≒ 58 and at bar 

114 ♪≒ 48, which is the last tempo marked (see again Ex. 57 and CD 2 Track 5 5:01-

6:41). Compared to the opening tempo, this tempo seems to be faster. However, the 
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music flows with triplets in quavers at the opening, whereas this part proceeds with 

quavers, thus it gives the impression of a very slow tempo similar to the opening. It is 

important to realise that if this part is played with an even slower tempo, the music 

falls into a static state, which makes it impossible to maintain a tense atmosphere to 

the end. If the pianist keeps in mind a sense of stepwise quaver motion, the 

performance will be well-rounded, balancing the tempo marked by the composer and 

the expression of the drama. 

 

3.9 Shortening of phrases 

 

As previously discussed, a key feature is the shortening of phrases in order to 

halt the motion of the music. The way in which to convey effectively this important 

feature of the musical expression is the final point for the performer’s consideration. 

The ending of En Vers is basically composed of repetitions of one-bar phrases (see 

again Ex. 57 and CD 2 Track 5 5:01-6:41). This structure represents the musical 

stagnation. It is again vital for the performer to follow Miyoshi’s detailed markings that 

cover all elements such as the phrasing and the balance between all the lines. For 

example, the three phrases from bars 118 to 120 contain a stepwise decrease of 

dynamics from mf through p. Within each bar, the dynamics for the top line express 

like a series of echoes, while the dynamics in the middle line create a series of arch-

shaped phrases. Performing in accordance with these dynamics markings allows the 

music to become gradually and naturally static. However, the following point should be 

noted: in the latter part of bar 120, the middle and top lines have mp, which is stronger 

than the dynamic reached at the end of the diminuendo. The reason for indicating this 

stronger mp could be that the composer intends for these notes to continue ringing 

until the end of the piece. If these notes are played p or softer, the phrase gives the 

impression of ending within that bar. Therefore it seems clear that a resonant tone 

colour is required for the mp and it is important to play these notes with a large tenuto 

rather than just with increased sound volume. Having established a resonant 

foundation, the strong and rapid ornamental passage at bar 122 can be articulated like 

a flash of lightning against a backdrop of stillness. 
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Conclusion 

 

This research has explored the aspect of musical drama in five of Miyoshi’s 

late piano works. It has been shown that musical drama is created by the 

incorporation of various components which demand the attention of the performer, 

such as the unfolding of dramatic events and treatment of the climax or denouement. 

To overcome the challenge of portraying drama of considerable complexity, this 

research has investigated the composer’s techniques pertaining to the essential 

musical elements that lead to the creation of musical drama, principally from the 

perspective of overall structure and temporal architecture of the compositions. In 

exploring musical drama, this investigation has also addressed the musical and 

compositional influences of other Japanese and non-Japanese composers and the 

development of Miyoshi’s musical ideas from his early period. The aspect of the 

Japanese aesthetic with regard to time has been another important matter for this 

research. Based on these analytical findings, practical ways in which performers can 

convey the drama convincingly and effectively through performance have been 

suggested. 

 

The study has highlighted aspects of Miyoshi’s piano works that are 

reminiscent of piano music by such composers as Ravel, Debussy and Prokofiev. For 

example, Miyoshi’s late works display similarities to Ravel’s Le Gibet in their use of 

Lombard rhythm, constant tolling octaves and slow melodic ninth chords. Similarities 

to the piano writing of Debussy can be found in Miyoshi’s use of three staves as a way 

of visually conveying the width of expression and layered texture of the music. Just as 

in the piano music of Prokofiev, Miyoshi employs pianistic features such as percussive, 

sharply accented articulation and fast motoric rhythms to create climaxes. Beyond 

these influences, Miyoshi has developed his own techniques of creating musical 

drama.  
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Miyoshi employs simple ternary form A1BA2 for the five late works. Sections 

A1 (A2) and B are clearly contrasted in character, with the buildup from Section A1 to B 

occurring step by step. Sections A1 (A2) are slow and soft with an elusive and timeless 

atmosphere, while Section B is fast, loud and thrilling, thus forming a climax. Within 

this A1BA2 formal architecture, Miyoshi creates the musical drama, using several 

compositional techniques to craft its effective delivery. It was found, for example, that 

in the early sections of a work, there are moments of temporal suspension that 

contain various degrees of nuanced tension. These typically occur at the ends of 

phrases and are created by ritardando, fermatas, rests, commas or held notes. These 

moments of temporal suspension draw on Japanese aesthetic practice called ma, and 

have also been found in piano works by other Japanese composers such as Takemitsu, 

Yashiro and Otaka. Miyoshi included Japanese elements in his works from his early 

years as did Ikenouchi and in these late works, he gave a Japanese sensibility to the 

temporal architecture. It is through these moments of suspension that Miyoshi 

creates a distinctive perception of space and time in his late piano works. 

 

It was also found that the rhythm and the length of phrases change 

constantly, thereby making his music rhythmically and temporally unpredictable. 

Nevertheless, drama is created by the interaction of changes in two or more elements 

such as tempo or dynamics. Thus, all the elements are linked rather like a series of 

interwoven chains which pull the music to an inevitable dramatic climax. Firstly, 

phrases become longer to expand the music. Secondly, a distinct melody line appears 

to enrich music. Thirdly, the music becomes more rhythmically active while the 

phrases become shorter, thus generating momentum. Fourthly, the dynamic reaches 

its height, signalling a point at which the energy is ready to overflow. Finally, the 

tempo inevitably gets faster in response to the overflowing of musical energy. Even at 

the true climax, Miyoshi’s style evokes the kind of extension of space and time 

experienced after climbing a high mountain. From this magnificent height, the music 

moves ever-so skilfully back into the stillness that opened the work, but with 

shortened phrases.  
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When approaching this music, the performer must understand the changes 

of each musical element and appreciate new inter-relationships. This approach leads 

to the creation of a performance that can be imagined as a large mountain range, 

which is a hallmark of the late piano works of Miyoshi. The performer is responsible 

for the execution of the expertly-crafted unravelling development of the music. This 

means, from a focused local perspective, that the performer must adopt a meticulous 

approach to the lengthening and shortening of phrases as required by the musical 

drama, the complex life of the melodic material and the sensitive characterisation of 

the silence. At the same time, the performer must see the work from a broader 

perspective and, while paying full attention to the depiction of each delicate element, 

present a large-scale, cohesive and unified vision. This two-fold approach is essential if 

the performer is successfully to portray the extraordinary musical drama of the 

composer.  

 

With this in mind, this study highlights that there are four key points for 

practical approaches to performance: finding well-judged tempi, differentiating 

character and expression between phrases, defining and articulating rhythmic 

characters, and producing sonorous tone colours. The first essential point for bringing 

out the musical drama is to arrive at a tempo that makes sense both locally (for the 

full expression of the musical drama in small sections) and globally (for the portrayal 

of breadth across wide spans of time). It is important to remember that in order to 

express drama, in any tempo, it is vital to identify and understand the key notes and 

figurations that help the flow of the music and to articulate these clearly within the 

chosen tempo. Secondly, it is important for the performer to differentiate between 

the expressions of phrasing according to the written changes in phrase length. This 

can be done by applying tenuto or subtly changing the dynamic level of each note 

within a given phrase, but must always be done with an understanding of the context 

and inner musical meaning of the phrase in question. For extended phrases, when the 

peak of the arch-like expression is positioned at the latter part of the phrase, the 

sense of phrase extension can be emphasised in order to highlight the musical 

development. The shortening of phrases can be emphasised by applying decrescendo, 
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which in turn highlights the onset of musical stagnation. Thirdly, the performer should 

develop an understanding of the different rhythmic characteristics contained in the 

work (particularly pertaining to musical development) and find a performance 

technique that best conveys these characteristics. Finally, the performer should be 

very sensitive to the tone colours within the composition, particularly in places where 

the performer may unintentionally try to express musical drama through sound 

volume. It is vital to find a suitable tone colour after considering the musical context 

of any given section and its place in the overall musical drama.  

 

As this study has argued, an understanding of the complex, skilfully crafted 

compositional approach to the creation of musical drama in the late piano works of 

Miyoshi permits insights that enhance the performer’s delivery of the musical ideas in 

performance. By applying these insights it is hoped that future performances will 

ensure that these late piano works by Miyoshi will find their rightful place in the core 

piano repertoire. 
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