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Abstract

The aim of the present thesis is to conduct a linguistic analysis of the Western music theory
terminology in Japanese with focus on word types (or “strata’) and the semantic relation between
components within compound words. The terminology of this field is relatively new to Japan as
most of the terms were created in the Meiji period to translate the new concepts of Western music
imported to Japan at the time. In the present study, technical terms were selected from a musical
grammar textbook and analyzed based on the framework of Yamaguchi (2007). The results showed
that the dominant word type was Sino-Japanese (i:5 kango) kanji compound words, and the
dominant semantic relation pattern between the components in the compounds was where the first
component modifies the second. Furthermore, the studies of Zhu (1998, 2011) has provided further
information, leading the present study to conjecture that strata proportions could be roughly similar
for the terminology of all fields that were introduced to Japan around the Meiji period, although
internal semantic relationships within compound words may show greater contrasts between the
different fields.

Romanization Method

The romanization method that is applied in this thesis is the Hepburn system, as it is found in
Toshiko Yamaguchi’s Japanese Linguistics: An Introduction.! An exception is made for when
romanizing longer compound words, where the use of a separating hyphen will not be applied. (e.g.
Bl 1755 would be given as oyakodenwa). The same applies for words with the special consonant
/v, where no hyphen will separate the vowel or consonant following A. (e.g. & &2 would be
given as oninron).

Japanese names will be presented following Western tradition, in the order of "name, surname”.

T, Yamaguchi, Japanese Linguistics: An Introduction, Continuum, London, 2007, pp. Xiv-xvii.
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1. Introduction

In this study, I will examine the word structure of Western music theory terminology in
Japanese, by doing a linguistic analysis of words extracted from a musical grammar textbook,?
dividing the words into different strata, based on Toshiko Yamaguchi’s framework on the Japanese
lexicon.® The strata are Native-Japanese (F13& wago, henceforth NJ), Sino-Japanese (%:% kango,
henceforth SJ) and Foreign loanwords (41K gairaigo, henceforth FL). | will also include
Hybrids (J2f&E7E konshugo, henceforth H) to examine in the analysis. Furthermore, | will conduct
an element relation analysis on the extracted nominal compounds (i.e. a word in Japanese
constructed of two or more ideograms or kanji) to form a deeper understanding of the internal
structure in the compound words from the material. This will also be done in accordance to
Yamaguchi’s framework, from her chapter about word structure.*

By doing this analysis it becomes possible to get a linguistic perspective on the lexical
relations in Japanese terminology used in a Western music theory textbook, as well as to discover

the patterns for the strata proportions and the semantic relations in the nominal compounds.

2. Previous Research

There seems to be relatively few researches made that are related to my subject. As for
studies written in English, there appears to be no research made at all on the topic of the Japanese
music lexicon or anything similar, and studies analyzing the Japanese vocabulary or its derivation
seem to be somewhat scarce too. Likewise for studies in Japanese, | have yet to find any research
like mine. However, there is indeed a greater supply of studies on music vocabulary. | have selected
two studies to use as references and for comparison with the results of my analysis. Both studies are
made by Jing-wei Zhu, and are written in Japanese.”

The first one, with the English title ‘The Creation of Musical Terms in Modern Japan and its
Influence on that in China’,® is a study presenting the process of the making of new music terms in

the Meiji period, from a historical viewpoint. Moreover, it provides some linguistic aspects on the

2 M Ogyii et al., Gakuten: Kiso to Oyé (Musical Grammar: Foundation and Application), Ongaku no Tomo sha
Corporation, Tokyo, 1998.

¥ Yamaguchi (2007), pp. 40-57.

*ibid., pp. 103-107.

> J. Zhu, 'Nihon no kindai ongaku ydgo no seiritsu to chiigokugo ni ataeru eikyd [The Creation of Musical Terms in
Modern Japan and its Influence on that in China]' in Meikai Nihongo: Meikai Japanese Language Journal, No. 4,
March 1998, pp. 27-47 and J. Zhu, 'Rangaku Shiryd no Yojikango ni tsuite no Kasatsu: Gokasei Patan to Goki no
Seishitsu wo Chashin ni [Four-Chinese-character Words in Written Documents of Dutch Studies]' in NINJAL Research
Papers 2, Kokuritsu Kokugo Kenkyiisho Ronshii Henshiiiinkai (eds), National Institute for Japanese Language and
Linguistics, Tokyo, 2011, pp. 165-184.

¢ Zhu (1998).



music terms. It also comprises the circumstances of the importing of the Japanese music terms by
China, though this is irrelevant to my study and will thus not be accounted for.

The second study by Zhu that will be used is an article with the English title ‘Four-Chinese-
character Words in Written Documents of Dutch Studies’.” As implied by the title, it is an analysis
on four-kanji words, investigating different aspects of the words, such as part of speech of the
elements within a word, the syntactical relation between these elements when put together and
origin circumstances. Zhu’s material consisted of seven documents in the fields of medicine and
physics, written during 1798-1857. This article will be used for comparison to the results of my
analysis. Although his research comprises words created before the Meiji period, a mutual point
with my study is that his extracted words are technical terms made to describe new concepts. In
addition, some of his analysis’ parameters are similar to Yamaguchi’s analysis methods, such as the

element relation analysis.

3. Aim and Research Questions
3.1 Aim

The aim of the present study is to conduct a linguistic analysis of the Japanese terminology
used in the field of Western music theory, with a focus on the strata proportions and the semantic
relationship between the internal elements of compound words. Doing this analysis provides the
means to view Japanese basic music vocabulary from a linguistic perspective. This is an important
step which to my knowledge has not yet been made. Since Western music theory was introduced in
Japan relatively recently, i.e. during the Meiji period, most of the concepts in the musical grammar
textbook did not exist in the traditional Japanese lexicon. With the results of this analysis, it is
expected that it will become possible to compare articles on the topic of the structure of historical or
contemporary music language in Japanese. In such a comparison, it might be possible to extract
new information, having the linguistic perspective of the music terms. The analysis of this paper
would be a tool to more easily confirm if there are for example any terms of the pre-Meiji period
music vocabulary still residual in the music vocabulary of today. This study will be a purely
linguistic study, looking at music theory from a lexical perspective, meaning that | will not account

for any purely musical aspects.

3.2 Research Questions
In my study of the material, I will mainly focus on the following research questions:

e What pattern can be found for the proportion of the three basic strata, i.e. NJ, SJ and FL?

7 Zhu (2011).



e What can be said about internal semantic relationships within the words, i.e. for E(lement) 1 and
E2?

4. Theoretical Framework

The theoretical framework that will be used in the present study is Toshiko Yamaguchi’s
Japanese Linguistics: An Introduction.? I will use the Japanese vocabulary strata classification
provided in this framework, to categorize the extracted terms into the three strata. Moreover, | will
use the nominal compound analysis method from the same framework, to look at the internal
relations in the extracted compound words.

In the chapter concerning the vocabulary strata classification, Yamaguchi defines the three
strata for Japanese vocabulary; SJ, NJ and FL. In short, SJ words are defined as kanji words that are
read with the Chinese reading ”onyomi”. NJ words are words that are read with the native Japanese
reading “kunyomi”. FL are words that originate from foreign languages such as English or German,
and are borrowed into Japanese and are transcribed with the syllabic alphabet Katakana. The H
category is not an independent stratum, as it only comprises combinations of two of the previously
mentioned strata. H are thus words where two strata are combined, for example K A 7 {7
doraiburyoké, ‘travelling by car’, where the FL K< - 7 doraibu (‘a drive’) is combined with fi%
T ryoké (‘travel’), a SJ word.

The nominal compound analysis method is a way of explaining what relations the individual
elements in a nominal compound have to each other. For example, the SJ nominal compound f& £
hanabatake, ‘flower field’, has two elements; {£ hana, meaning ‘flower’ and 4l hatake, meaning
‘field’. Yamaguchi abbreviates these elements as E1 for element one and E2 for element two (in this
case E1 would be £ hana and E2 would be Jf hatake). There are chiefly seven different patterns
the element relations can take:

1. E1 opposes E2:'° The semantic meaning of the elements are opposites, as in -7~ oyako,

‘parent and child’, where E1 (i oya) means ‘parent’, and E2 (- ko) means “child’.

2. E1 parallels E2: The semantic meaning of the elements are similar or identical, as in &%
shiko, ‘thinking’, where E1 (‘X shi), meaning ‘to think; to believe’ is almost identical in

meaning to E2 (% ko) which also has the meaning ‘to think; to consider’.

& Yamaguchi (2007), pp. 40-57 and 103-107.
% ibid., pp. 40-57.
1% The titles in bold are directly transferred as quotes from ibid., pp. 104-107.



3. E1lis repeated: By means of either repeating the same kanji of E1 or by using the symbol
“%” (an iteration mark that signifies the repetition of the preceding kanji), a word is formed
that usually has a plural meaning, such as A % hitobito, meaning ‘people’.

4. E1 modifies E2: This pattern has three different types.
- In the first type, both E1 and E2 are nouns, where the first noun modifies the

second, as in {E4H# hanabatake, ‘flower field’, where E1 (£ hana, ‘flower’) is a
noun modifying E2 (/i hatake, ‘field”), which is also a noun.

- In the second type, E1 is an adjective modifying a nominal E2, as in & %< aozora,
‘blue sky’, where E1 (F ao, ‘blue’) is an adjective modifying E2 (2= sora, ‘sky’).
- In the third type, E1 is an adverb, modifying a verbal E2, as in 3¢ sokudoku,
‘reading rapidly’, where E1 (i soku, meaning ‘fast’, or in adverbial form
‘rapidly’) is an adverb modifying E2 (¢ doku, ‘to read’), which is a verb.

5. E2is part of E1: E2 is included as a part of the concept indicated in E1, as in [LITH sancho,
‘the summit of a mountain’, where E1 (1LI san) indicates ‘mountain’ and E2 (T8 cho,
‘summit’) is a part of that mountain.

6. Elactson E2: Elisa verb and E2 is the target for the action of E1, as in #2 chakuriku,

‘landing’, where E1 (35 chaku) is a verb, meaning ‘to arrive’, and E2 (|2 riku, ‘land’) is the

target of E1.
7. E2 acts on E1: As number 6, but reversed. That is, E2 is a verb and E1 is the target for the

action of E2, as in #F{F shisaku, ‘creation of poem’, where E1 (5F shi, ‘poem’) is the target

for the verb of E2 ({F saku, ‘to make’)."*

5. Analysis
5.1 Material and Procedure
5.1.1 Material
The source material used in this study is the musical grammar textbook 45 #it— FEf5 & )i
Gakuten: Kiso to Oyo (Musical Grammar: Foundation and Application).** The main writer is

Masao Ogyii. The book was first issued in 1974. Its purpose is to provide the very basics of Western

music theory and to be used as a reference book for people aiming for college of music or as a

ibid., pp. 103-107.
2 Ogyii et al. (1998).



handbook for music lovers trying to learn about music.™® All in all, it is a book briefly defining basic
music theory terms, often explaining with examples.

There are twelve chapters. The heading of chapter one is % oto, or ”Sound” and it concerns
such as the physics of sound and basics about musical notation. The contents presented in the
following chapters of two to twelve are rather accurately described by their headings. The headings
of each of these chapters are as follows:

e Chapter two: U X A L4 rizumu to hyoshi, or "Rhythm and Time”.

e Chapter three: % onkai, or ”Scales”

o Chapter four: # cho, or “Key”

e Chapter five: %72 ontei, or ’Intervals”

e Chapter six: 253X gakushiki, or ”"Musical Forms”

e Chapter seven: 3% i O Fi%H gakkyoku no shurui, or *Types of Music Pieces”
e Chapter eight: F1% & F17 waon to wasei, or ’Chords and Harmony”

e Chapter nine: Z:fifi soshokuon, or "Embellishments”

e Chapter ten: W& 5015 ryakkiho, or ” Abbreviations”

e Chapter eleven: 215075 s6hokigo, or ”Articulation Marks”

e Chapter twelve: £ - 5855 - FAIZBE T 5 HEE sokudo-kydjaku-hasso ni

kansuru yogo, or ”Terms for Tempo, Dynamics and Expression”

5.1.2 Procedure

The lexical analysis was performed by first extracting words from the musical grammar
textbook 28 #iL—FLpE & )5 Gakuten: Kiso to Oyé (Musical Grammar: Foundation and
Application).'* In the table of contents of this textbook, the headings and subheadings are written
for each of all the twelve chapters, which are presenting different parts of music theory. To achieve
a relatively even distribution of words over the different fields of music theory, each unique word
pertaining to music theory was extracted from this table of contents. A total of 161 words were
extracted and out of these 153 words were selected for analysis. The exclusion of the 8 words was
due to such as ambiguity of meaning or difficulty of classification. The selected words were then
divided into the three strata with the addition of H, in accordance to the framework of the present
study. I have used three dictionaries for definition of the extracted words; Kenkyusha § New

Japanese-English Dictionary (5™ edition), www.jisho.org and ejje.weblio.jp. As for determination

Bibid., p. 2.
Y Ogyii et al. (1998).



of readings of the words and distinguishing between Chinese reading (onyomi) and native Japanese
reading (kunyomi), the addition of the following dictionaries were used: Shin Kangorin,
jisho.org/kanji and Nihon Kokugo Daijiten (Seisenhan). The definitions and/or readings of some
words did not appear in either dictionary. For definitions of those words, | made free translations,
based on the Japanese definition of the words as written in Ogya’s book. As for readings, most of
the words, whose reading did not appear in any of the dictionaries, were kanji compound words.
The reading of these words was determined by disassembling the compounds into semantically
meaningful parts and then combining the readings of each part. (Further details can be found in the
Appendix).

The element relations of the nominal compounds of the extracted words were analyzed
conforming to Yamaguchi’s framework. For this part of the analysis, | first examined the part of
speech and the semantic meaning of the elements, using the dictionaries Shin Kangorin and
www.jisho.org/kanji. Then the words were categorized in seven different patterns that the element
relations can take (see Theoretical Framework, p. 5). For nominal compounds comprised of more

than two kanji, the words were divided into semantically meaningful units, for example X + 7
dai (‘big’) + fuhyo (‘a staff’), for the three-kanji word ‘K&t # daifuhyo, ‘the grand staff’, or 41 +
RLE, hyoshi (‘time’) + kigo (‘symbol’) for the four-kanji word 48 7-5C. 5 hyoshikigo, ‘time

signature’. Each independent unit in these compounds was set as the elements.

5.2 Results and Analysis
5.2.1 Strata Proportions

A total of 153 words were analyzed. The frequency of each word type is specified in Table 1.

Table 1, Strata Proportions.

Native-Japanese | Sino-Japanese Foreign Hybrids Extracted words
loanwords
2 (1%) 126 (82%) 19 (12%) 6 (4%) 153

5.2.1.1 Native-Japanese

The result of the strata distribution analysis shows that only two Native-Japanese (NJ) words
were found, corresponding to approximately 1% of the extracted words. These two NJ words were
& oto, ‘sound’ and #J kagi, ‘flag (note)’. ¥ oto is a word with the general meaning ‘sound’, and is
not limited as a Western music theory technical term. #J kagi, on the other hand, has multiple

meanings and other readings, but when meaning ‘flag’, the word seems to be used only as a

technical term in music.



5.2.1.2 Sino-Japanese

As shown in Table 1, the stratum that by far contained the most words was Sino-Japanese
(SJ). 126 words, that is, approximately 82 % of all the extracted words were found to be SJ. All of
these SJ words are kanji compound words, such as & 4F onpu, ‘a note’, JkZE# haseion, ‘an
accidental’, or F¥BEC 5 onbukigo, “a clef’, except for two one-kanji SJ words 1 haku, ‘a beat’,
and # cho, ‘a key’. There are totally four extracted one-kanji words, which means that half of these
were SJ.

There may be various reasons as to why this stratum is so dominant. It is commonly known
in Japanese that technical terminology often has many SJ words, due to the specificity of kanji
compound words compared to NJ words. NJ words are commonly used in speech and are easily
understood by Japanese speakers but are relatively general, while SJ words are more difficult to
understand and are frequently used in academic texts and written language, but they are much more
precise than NJ words. For example the NJ word % % neru, indicating lying down (possibly to
sleep), is not very specific on where the subject lies or if the subject sleeps. On the other hand, the
SJ word gk shashin indicates specifically that the subject goes to bed and sleeps.™

Furthermore, there is a historical reason for the abundance of SJ words in the source
material. In the Meiji period (1868-1912), Japan was taking in new knowledge and new concepts
from the Western countries. Western music theory was one of these concepts that came with the
introduction of Western music, and when translating this to Japanese there emerged a need for new
terms. Up until then, NJ technical terms from Japanese traditional music and SJ terms from Chinese
traditional music were being used. Hence, when coining words for these completely new concepts,
most of the words created were new-made SJ words. The exception would be that there are some
words that were adopted from the ancient Chinese music terminology, although many of these were
given a new meaning, instead of the old one. This historical perspective would explain to some

extent as to why this stratum was dominant.®

5.2.1.3 Foreign loanwords
There were 19 Foreign loanwords (FL) found, corresponding to approximately 12% of all

the extracted words. The words are shown in table 2.

15 yamaguchi (2007), pp. 47-48.
18 yamaguchi (2007), pp. 45-47 and Zhu (1998), p. 27.



Table 2, Extracted FL.

Word Reading Definition

Chapter one, ”Sound”

a7y Sukoa A score

Chapter two, "Rhythm and Time”
JIZAVN Rizumu Rhythm

vras—iig v Shinkopeéshon Syncopation
Chapter six, "Musical Forms”
TF—7 Mochifu A motif

F Téma A theme

Chapter seven, ”Types of Music Pieces”

F RS Opera An opera
Va4 Sonata A sonata

9

Chapter eight, ’Chords and Harmony

BT Kadentsu A cadence

Chapter nine, "Embellishments”

A= Tan Aturn

7)Y TF— Purarutorira Tremblement

/LT b Morudento A (lower) mordent

NNZ Toriru Atrill

T g Arupejjo Arpeggio
Chapter eleven, “Articulation Marks”

L i— b Regato Legato

AH > T— |k Sutakkato Staccato

Tz —H Ferumata A fermata

T X— k Tenito Tenuto

7V R Gurissando Glissando

vt Tai Atie®’

Most of the FL can be found in chapter eleven, “articulation marks”, where six FL were
found. Chapter nine, “embellishments”, holds five FL. All of the FL from chapter one to eight had a

synonymous SJ word, except for the two words U X A\ rizumu, ‘rhythm’ and >/ 7~ % sonata, ‘a

sonata’. There was also one word in chapter nine, % — >~ tan, ‘a turn’, that had a synonymous SJ

7 Atie is not an articulation mark, but a rhythmic function. It is often confused with the articulation mark ”’slur”, which
looks like the tie. This seems to be a mistake made by the author.

10



word. Examples of such synonymous SJ words would be <& 5~— = mochifu, ‘a motif’ (FL) and &)
¥ doki, ‘amotif’ (SJ), or 7 >~ kadentsu, ‘a cadence’ (FL) and #&1E7¥ shiishikei, ‘a cadence’
(SJ). Some of these word pairs may have slightly different definition according to the dictionaries
used in the present study, for example 2 = 7" sukoa, ‘score’ and #& 5% sofi, ‘a full score’. However,
in Ogyu’s book, these words are still presented as synonymous. It is worth noting that except for %~
— ¥ tan, ‘aturn’ (with the SJ synonym [F] % kaion), all the FL from chapter nine and eleven, were
without a synonymous counterpart. The words in chapter 9 are all names of different musical
embellishments which are indicated with a certain symbol on the staff. All these embellishments are
FL except for the grace notes, or different kinds of appoggiaturas and nachschlag (AT % zendaon
and & ¥ kodaon). All the terms extracted from chapter eleven are FL and no SJ or NJ words

were found. These words are indicators of articulation, or in what way something should be played.

Similarly to the words of chapter nine, these indicators are presented in form of symbols on the staff.

5.2.1.4 Hybrids
There were 6 Hybrids (H) found, corresponding to approximately 4% of all the extracted

words. These words are shown in table 3.
Table 3, Extracted H.

Chapter six, "Musical Forms”

J— MBI Ritokeishiki Liedform; a song FL + SJ

form
V2R, |Sonatakeishiki | Sonata form FL + SJ
oY R Rondokeishiki A rondo form FL+SJ
7 — Figakeishiki Fugue form FL+SJ
Chapter seven, ”Types of Music Pieces”
HELHh Kumikyoku A suite NJ + SJ
Chapter ten, ”Abbreviations”
F 7 Z—17E | Okutavukigo Octave line FL + SJ
7.

Except for #Hi#h kumikyoku, all the H words are a combination of a FL and SJ word. There
are two different SJ words appearing in the combinations with the FL, either /2= keishiki, ‘form’

or % kigo, ‘symbol’. The word #H i kumikyoku, ‘a suite’ is comprised of the NJ word #H kumi,

11



meaning ‘to put together; to assemble’ and the SJ word i kyoku, ‘a musical composition; a piece’.

As can be observed, the dominant category for H words appears to be musical forms.

5.2.2 Element Relation Analysis

Table 4 shows the frequency of the seven different element relation patterns for all the

extracted nominal compound words of this study. Below table 4 will follow sections presenting

findings and examples on each pattern.

Table 4, Element Relation Analysis Results.

1 (E1 opposes E2) 3 (2%)

K kotei, “pitch’, 5855
kyojaku, ‘loudness’, 4
chotan, ‘length’

2 (E1 parallels E2) 5 (4%)

[a]#iz kaiten, ‘inversion’, #4T
shinka, ‘progression’, (F1& ™)
B & (waon no) haichi,
‘spacing’, (etc.)

3 (E1 is repeated) 0 (0%)

4 (E1 modifies E2) 103 (79%)

T4 onpu, ‘a note’, R4
heikinritsu, ‘a temperament’, &
HRL 7 onbukigo, ‘a clef’,
(etc.)

5 (E2 is part of E1) 0 (0%)

6 (E1 acts on E2) 18 (14%)

IRTF kyafu, ‘arest; a pause’, %
# icho, ‘transposition’, ZEfifi
soshokuon, ‘embellishments’,
(etc.)

7 (E2 acts on E1) 1 (1%)

T 525 chogohenko, ‘change
of key signature’

N/A 23

(words that are not nominal
compounds, i.e. FL and one-
kanji words)

Total number of words categorized: 130

5.2.2.1 Element Pattern 1, E1 opposes E2

Three examples were found where E1 and E2 have semantically opposing natures. The first

is =1 ko (‘high’), together with 1% tei (‘low’), meaning ‘pitch’ when combined. Secondly, 7 kyo

(‘strong’) and 55 jaku (‘weak’), means ‘loudness’ when combined, and thirdly, & ché (‘long’)

combined with %2 tan (‘short’) signifies ‘length’. Yamaguchi states in her framework that words of

12



this pattern may have broader meaning than implied by the kanji,'® which indeed seems to be the
case for these three words. For example, if =11 kotei were to be a literal translation of its kanji it
would be defined as ‘high and low’ (which is one definition of the word, when used in other
contexts). Thus we can observe that =11 kotei, as well as the other two words, has an additional
meaning. These three words have further in common that they are all used in other contexts other
than music theory as well, and have other definitions depending on the context, and they are thus
not uniquely technical terms of Western music theory. However, when used in music theory as a

technical term they have these definitions as are shown in table 4.

5.2.2.2 Element Pattern 2, E1 parallels E2
The following five words were found to be of element pattern 2:
- [A]ii% kaiten, ‘inversion’
- 1T shinko, ‘progression’
- B4 jiafuku, ‘doubling’
- (Fn& @)l E (waon no) haichi, ‘spacing’
- (Fni& o):#fE (waon no) renketsu, ‘voice leading’
E1 and E2 in these compound words are semantically identical, or similar to each other. While the
elements in [B]ii% kaiten (E1: [7] kai, ‘to turn; to rotate’, E2: 5 ten, ‘to turn; to rotate’) are identical,
the elements in . {& haichi (E1: B2 hai, ‘to distribute’, E2: {& chi, ‘to put; to place’) are not
identical but somewhat similar. In the same way as for the three words of the previous section, all
these five words are used in other contexts aside from music theory and are thus not unique music
theory technical terms. Furthermore, similarly to the words of the previous section, all these words
can change definition depending on the context, but in the context of music theory they hold these

definitions.

5.2.2.3 Element Pattern 3, E1 is repeated

No words of this element pattern were found.

5.2.2.4 Element Pattern 4, E1 modifies E2
This element pattern was clearly dominant for the element relation analysis of this study.
103 words were classified into this pattern, corresponding to approximately 79% of all the analyzed

words. A reason for the overwhelming frequency of this category could be that most of the words

18 yamaguchi (2007), p. 104.
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extracted in this study are technical terms that indicates nominal concepts, (e.g. {5 baion, ‘an
overtone’, J&ill zokucho, ‘dominant key’, 7 — # B3 fiigakeishiki, ‘fugue form’) and not so many
technical terms in music theory are verbal. It is not unusual to use these nominal technical terms
together with general verbs of everyday use. However there are still verbal technical terms,
although scarce in the present study, but some do appear in other element patterns.

As mentioned, there are three types for this element pattern (see Theoretical Framework, p.
5). Examples of all these types were found in the analysis. Word examples of the first type, that is,
when both E1 and E2 are nouns, are & onshitsu, ‘tone quality; timbre’ (E1: 3% on, ‘sound’, E2:
'H shitsu, ‘quality’), 25258l kigakukyoku, ‘an instrumental piece’ (E1: 252 kigaku, ‘instrumental
music’, E2: i kyoku, ‘a musical composition; a piece’) and 2L i€ kyokaisenpo, ‘the church
modes’ (E1: #i% kyokai, ‘a church’, E2: fig{% senpo, ‘a mode’). As for the second type, where E1
is an adjective modifying a noun as E2, some examples are f{i % junon, ‘a pure tone’ (E1: i jun,
‘pure’, E2: & on, ‘sound’), Fli1EFH junseicho, ‘pure temperament’ (E1: i 1E junsei, ‘pure; genuine’,
E2: 3 cho, ‘akey; atune’) and £ H1#] 3 tanzendaon, ‘acciaccatura’ (E1: %5 tan, ‘short’, E2: fij+7
B zendaon, ‘appoggiatura’). Lastly, no more than two examples was found of the third type, where
E1 is an adverb and E2 a verb, namely 582 kyoki, ‘a music piece starting on the first beat” (E1: 7
kyo, “strong; strongly’, E2: it ki, ‘to awake; to occur’) and 55iLC jakki, ‘anacrusis’ (E1: 55 jaku,
‘weak; weakly’, E2: £t ki, ‘to awake; to occur’). The scarceness of the appearance of the third type
is likely again due to the nominal nature of the technical terms in music theory.

A characteristic for the words of this pattern is that almost all the words are technical terms
uniquely used only in the field of Western music theory. A small number of words of this pattern
can also be used in other fields, such as == shudai, ‘a theme’ which can be used to mean ‘a
theme; a subject’ in general contexts as well, or 24 kihonkei, ‘root position’ which is also used
in origami terminology with a different significance. Nonetheless, the predominant quality of

element pattern 4 words seems to be the sole usage as Western music theory technical terms.

5.2.2.5 Element Pattern 5, E2 is part of E1

There were no words categorized as element pattern 5. In Yamaguchi’s framework, the
examples given of words belonging to this pattern are all matter or concrete objects of some sort,
and no examples are given where E1 is an idea or of an abstract nature. Subsequently, some of the

words analyzed in this study were somewhat ambiguous, such as %5z gakushiki, ‘musical form’

(categorized as element pattern 4), where E1 (3 gaku, ‘music’) is an abstract concept. When
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considering if E2 (=X shiki, ‘form’) could be a part of E1 for this word, it becomes necessary to
consider what exactly music is, and if it always has a form (cf. [LITH sancho, where E1 (‘mountain’)

has to have a top (E2) to be a mountain). This would be rather a philosophical issue, thus implying
that the present framework could be deficient as for the matter of music vocabulary and other

terminology of abstract nature.

5.2.2.6 Element Pattern 6, E1 acts on E2

The second most frequent pattern was element pattern 6, with 18 words, which is
approximately 14% of the analyzed words. Although E1 is a verb in this pattern, some words are
nouns, such as JII#% kasen, ‘a ledger line’ (E1: /il ka, ‘to add’, E2: #% sen, ‘line’), while other can
function as verbs, such as £ icho, ‘transposition’ (E1: £ i, ‘to move; to transfer’, E2: 5 cho, ‘a
key’) with the addition of the verb 9% suru, ‘to do’, producing the verb 38325 iché suru, ‘to
transpose’.

Much like element pattern 4, this pattern also has the characteristic of the words being
unique technical terms for Western music theory. With the exception of B doki, ‘a motif’, which
also holds the additional definition ‘a motive; an inducement’, and 848 hassa, ‘expression’, which

also can mean for example ‘an idea; a concept’, all the remaining words of this pattern are used

only in the field of music.

5.2.2.7 Element Pattern 7, E2 acts on E1

The only word of this pattern was #7528 5 chogohenko, ‘change of key signature’. There
is a possibility that this is an abbreviation of #7542 ¥ 4 % chago wo henko suru, ‘to change the
key signature’, to get a concise expression in the table of contents. In the section where this word

should appear within the textbook, the use of the latter, ‘to change the key signature’, is applied and

the word as it appears in the table of contents is omitted.

6. Discussion and Conclusion
6.1 Discussion

From the results of the analysis, we can see that the clear pattern for the strata proportions in
Western music theory terminology, is that the SJ words are overwhelmingly dominant, while FL and
NJ words are less frequent, NJ being almost absent all together. Based on what Zhu points out in his
study on the music terminology, it is possible to conjecture that most of the SJ words are likely to be

newly created words of the Meiji period, made to translate a new concept imported from the West.
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Nevertheless, as implied by Zhu, there is still one small part of the words that are directly
transferred from the traditional Chinese music vocabulary, although given new meanings (see
section 5.2.1.2 SJ, p. 9).* To determine the origin of all the terms in the contemporary music
vocabulary with greater certainty, | believe that further research is necessary.

Concerning the results on the FL, it seems that words of this stratum are put to use mostly
for names of embellishments (i & soshokuon), different articulations and playing techniques (7=
15705 sohokiga). Moreover, examining the contents of chapter twelve in Ogyti’s book,? it
contains a considerable amount of FL for example as tempo instructions (G#H G5 sokudohyogo),
indications of tempo change (3 & 25 A% 35 sokudohenkohyogo), dynamics marks (785570 &
kyojakukigo), expression marks (FEABAREEE hassohyogo) and as articulation marks (Z81558 5
sohokigo), although these words were not extracted for analysis. There may be a reason that these
words were imported as loanwords and not translated into new SJ words. Words such
as “allegro”, ”meno mosso” or “’staccato”, deriving from Italian, are used as indicators in the score,
or to indicate playing techniques, all over the world and are often left untranslated in most
languages. Accordingly, they are not simply Italian words, meaning “’cheerful”, ’less moving”
or ”detached”, but words possessing strong associations. That is, the word “allegro” is associated to
many different music pieces with the tempo allegro, and it has little significance what the original
Italian meaning of the word was. Consequently, it is possible to assume that this is the reason as to
why these terms were adopted as FL; the associations would be lost if the terms were to be
translated into SJ words.

Perhaps these arguments above also explain the phenomenon of FL having a synonymous SJ
word. As the FL describing more general concepts are without the above mentioned associations,
e.g. A =27 sukoa, ‘score’ (synonymous SJ word: #&2&% sofu, ‘a full score’), > a~—3 g
shinkopéshon, ‘syncopation’ (synonymous SJ word: )43 setsubunon, ‘a syncopated sound’), or
7 — tema, ‘atheme’ (synonymous SJ word: =28 shudai), there would seemingly be no
particular reason not to have a SJ synonym for these FL. If we exclude the words of chapter nine
and eleven (the words with strong associations), all but two of the extracted FL have a synonymous

SJ word. One of the exceptions, >/ 7~ % sonata, ‘a sonata’, is likely the same as the words of

chapter nine and eleven. As for U X A rizumu, ‘rhythm’, however, | have yet to find any reason as

for why the pattern of having a SJ synonym does not apply for this word as well. %

19 Zhu (1998), p. 27.

2 Ogyi et al. (1998), pp. 68-74.

21 Concerning the FL 4 < opera, 'an opera’, this is also an exception to the pattern mentioned above, as it has the SJ

synonym KB kageki, '(an) opera’, even though opera would be considered a word with strong associations. This word
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Looking at music theory terms from a different, but still linguistic perspective, Zhu
hypothesizes in his study on the music terminology,** that in the word structure of the music terms
there are groups of kanji compound words, where one certain kanji in the compound is the same for
every word in the group, and this certain kanji holds no real semantic meaning, but functions as a
sort of systematic element for the technical terms. He states that the other kanji in the compound
works as the factor distinguishing between different concepts, that is, determines the meaning.
Some examples are presented of such word groups, of which some coincides with words extracted
in the analysis of the present study, and those examples will be provided in the list below. The

examples are two-kanji words with their first kanji as either 5 on or % gaku:

& on: 5 gaku:
- &5k oniki, ‘a range; a register’ - %89 gakuon, ‘a musical sound’
- &% onkai, ‘a scale’ - %%l gakkyoku, ‘a composition; a piece’
- &8 onshitsu, ‘tone quality; timbre’
- %1 ontei, ‘an interval’
a7

- H 4% onpu, ‘a note’
- &4 onmei, ‘a pitch name’
As for two-kanji words with their second kanji as & on, Zhu provides further examples, such as,
& ion, ‘an appoggiatura’, ZE# shuon, ‘the tonic; the keytone’ and &35 doon, “a leading tone’. The
following are some of the examples found from the present study, of two-kanji words with their
second kanji as & on:
- i3 junon, ‘a pure tone’
- f%3% baion, ‘an overtone’
- ¥ kanon, ‘a natural tone; tone that is not sharp or flat’
- ¥0#& waon, ‘a chord’
- [5]3% kaion, ‘a turn’
Evidently, as Zhu points out, the addition of the kanji & on seems to indeed be a frequent occasion
for the extracted words of the present study as well. However, as for the kanji %% gaku, there were
only two examples coinciding with those of Zhu’s, and another two examples could be found in the

present study (352X gakushiki, ‘musical form’ and 2%£5% gakugo, ‘words used to describe tempo,

also requires further investigation, but it could be possible to speculate that | kageki has roots in traditional Chinese

or Japanese music or culture, and is thus transferred to Western music theory terminology to mean “opera”.
22 Zhu (1998), pp. 43-44.
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dynamics, etc. in music; musical terminology’), which concludes that words with this kanji as a
reappearing character are less affluent in the extracted words of the present study.

These groups of words exist for three- and four-kanji compounds as well. An especially
frequent kanji to appear in three-kanji music theory technical terms is H kyoku, with the meaning ‘a
musical composition; a piece’.? The following examples of such groups of words can be given
from the extracted words of the analysis of the present study:

- 745k seigakukyoku, ‘a vocal piece’

- &8 il gasshokyoku, “a choral piece; a chorus’

- #2525 Hh kigakukyoku, ‘an instrumental piece’

- 2Bl kokyokyoku, ‘a symphony’

- W2 h kyosokyoku, a concerto’
According to Zhu, when it comes to the area of musical form, the most frequent three-kanji words
with the same last kanji are the words ending with either i kyoku, or 2% gaku, (e.g. AZZE4%
kokyogaku, ‘a symphony’, Z£ N shitsunaigaku, ‘chamber music’). He says that when the meaning
becomes ambiguous with just two kanji in a word, it is a natural progress for the words to expand to
a three- or four-kanji word, which is what has happened with these three-kanji words that have got
the addition of th kyoku or % gaku. As for the words ending with i kyoku in the analysis of the
present study, the three-kanji words were indeed most frequent. However, no words ending with 3¢
gaku were extracted from the source material. Furthermore, in comparison to how many three-kanji
words ending with ffi kyoku there were found, relatively many two-kanji words were also found (%%
Hh bukyoku, ‘dance music’, ¥ #h jokyoku, ‘a prelude; an overture’ and #H# kumikyoku, ‘a suite”).
In addition, one four-kanji word of the same sort could also be found (Z= 77k #hi geijutsukakyoku,

‘an art song’). This word structure pattern of having the same kanji appear in multiple words is what
Zhu calls a characteristic of the terms created in the Meiji period, when translating Western
concepts.?!

For these words constructed of one systematic element and one semantic element, it is
possible to hypothesize that these frequently reappearing kanji are affixes. According to Yamaguchi
in a section on affixation,? affixes are bound morphemes, that is, morphemes that cannot be used

on their own. These bound morphemes are frequently used in various words (also called that they

2 Although Zhu does not mention it, three-kanji words ending with the kanji 7 on were also very frequent in the
present study's analysis. Excluding =F13 sanwaon, (‘a triad'), which comprises the two-kanji word F135 waon, ‘a
chord', with the addition of = san, 'three', a total of eight three-kanji words ending with 3% on were found.

2 Zhu (1998), p. 44.

% Yamaguchi (2007), pp. 110-111.
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are ’productive”), and they are often attached to independent words. The criterion that applies for
Zhu’s groups of words is the productivity. However, Yamaguchi also provides examples of
ambiguous words where not all these criteria applies, such as for the bound morpheme & cho, (with
the meaning of ‘book’) which can be put together with the bound morpheme i #siz, forming the
compound 1M tsiicho, ‘account book’. Thus is M cho not always attached to an independent
morpheme, indicating that there could be some exceptions for defining affixes.”®

When deciding if Zhu’s words are likely to be constructed by adding an affix to a morpheme
or a word, one can argue that the productivity of for example & on is too prominent in music terms
not to be an affix. The systematic function that Zhu speaks of for these reappearing kanji is very
similar to the function of an affix, only that Zhu perhaps puts a little less emphasis on the semantic
meaning of the affix. | believe that it would be an exaggeration to claim that the affix holds no
meaning, as & on specifies the area or field of the word, that is, the field of music or sound.

Another characteristic of the music terms made in the Meiji period, when looking at words
from a semantic perspective, is the difference between words describing a superordinate concept
and words describing a subordinate concept. Zhu has found that words that are semantically general
tends to be made of two kanji characters, while the words of subordinate concepts usually have a
two-kanji character base, with an addition of one or two kanji as a modifying element. Accordingly,
the superordinate concept words tend to be two-kanji words, while the subordinate concept words
are three- or four-kanji words. Below follow examples of this characteristic. The presented words
are examples taken from the analysis of the present study, of which some words coincide with the
examples from Zhu's example list in his study. (The examples that appear in both Zhu’s and the

present study will be marked with an asterisk).?’

Superordinate concept words: Subordinate concept words:

- E4F onpu, ‘a note™* - HE LT renonpu, ‘a group of notes
(whose stems are joined together), e.g.
triplets’

- & [ onkai, ‘a scale’* - K& B choonkai, ‘the major scale’*

- %35 [ tanonkai, ‘the minor scale’*

- Y% hanonkai, ‘a chromatic scale’*
- A zenononkai, ‘the whole-tone
scale’
- B R 5 M eishuchoonkai, ‘major sharp
scales’

- %12 ontei, ‘an interval’* - &2 fukuontei, ‘compound intervals,

% ibid.
27 Zhu (1998), p. 44.
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(i.e. intervals larger than an octave)

- B #2 kyoontei, ‘consonant interval’

- R fukyoontei, “dissonant interval’
- A1 waon, ‘a chord’ - — 0% sanwaon, ‘a triad’

- Bl| =Fn3% fukusanwaon, ‘a secondary

triad’

- B =F09F shuyosanwaon, ‘a

fundamental triad’

As we can see with B2 K2 P eishuchoonkai and 33 =F15 shuyosanwaon, the subordinate
concept words can be further specified by the addition of more kanji or whole words. Further, as
shown in the list above, there were many examples found which Zhu’s theory applies for, which
would make this theory likely to be legitimate, as far as can be seen within the extent on the present
study.

Concerning the element relations of the extracted words in the analysis of this study;, it
would perhaps have been possible to predict such results, considering the nominal nature of so
many of the extracted words (see section 5.2.2.4 Element Pattern 4, E1 modifies E2, p. 13).
However, it appears the outcome of analyzing technical terms is not always in the same manner, as
can be seen in the results of Zhu’s study on four-kanji words extracted from documents of Dutch
studies dating from 1798-1857.2% In Zhu’s paper, he investigates the internal relationships between
two word bases, i.e. each independently meaningful unit within a four-kanji word, by determining
the part of speech. When looking at the word bases separately as 2 + 2 (two-kanji word bases), he
concludes that the most dominant part of speech is noun for the first two-character base and verb for
the second, for example {Aif taion, ‘body temperature’ + J&A] genkyaku, ‘decrease’, or #1& buttai,
‘object’ + BAJE nensho, ‘burning’. This is a great contrast to my results, as there were remarkably
few verbal elements found at all in the element relation analysis.

It would of course take much more research on the music theory vocabulary, as well as
comparisons with other similar studies on Japanese technical terms before one could draw any
conclusions, but on this early stage, it could be possible to lightly conjecture that some aspects, such
as the strata proportion might be roughly similar for technical terms of all fields that were
introduced in Japan around the Meiji period, but on other aspects, such as internal semantic
relationships within the words, there may be great contrasts between the different fields. If such a
conjecture would be true, then this further proves the need for a continuation of studies with a

linguistic approach, not only on the Western music theory terminology, but other fields as well.

% Zhu (2011), pp. 167-169.
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6.2 Conclusion

In this study, 153 Japanese terms pertaining to Western music theory were selected for
analysis, from the table of contents of the musical grammar textbook Gakuten: Kiso to Oyo
(Musical Grammar: Foundation and Application).?® With a framework of Yamaguchi,®® the present
study performed a linguistic analysis in order to attain a linguistic perspective on the lexicon of this
field. The analysis focused on the following two steps: Examination of the word distribution over
the three strata Native-Japanese, Sino-Japanese and Foreign loanwords, also including Hybrids, and
examination of the internal semantic relationships (i.e. for E(lement) 1 and E2) within the extracted
nominal compounds.

The results from the strata analysis showed that the Sino-Japanese words were
overwhelmingly dominant. This is assumed to be due to the Sino-Japanese words being more
semantically specific than Native-Japanese words and frequently used as technical terms in various
fields. As another reason, Zhu states in one of his studies that Western music theory was a new
concept imported to Japan in the Meiji period, and that new Sino-Japanese terms were made to
translate the words of this concept.®! To further determine the origin of all the terms, | believe that
further research is necessary.

As for the results of the element relation analysis, it showed that the dominant element
pattern was the pattern where E1 modifies E2, where in most cases the first element is a noun
modifying the second element which is also a noun. The likely explanation for the dominance of
this pattern was found to be that most terms in music theory are describing a nominal concept, and
there are not as many verbal terms. When comparing this result to another study by Zhu,*? on pre-
Meiji technical terms, a contrast was found in that Zhu’s words contained a far greater frequency of
verbal elements, concluding that the element relation patterns may differ depending on the field.

The present study also performed a comparison to the previously mentioned study by Zhu,
on some linguistic aspects that he brought up in his study. By doing this comparison, it has become
possible to conjecture that there is a structure characteristic from the Meiji period left in some
words. The characteristic is the reappearance of the same kanji, i.e. & on or #h kyoku, in several of
the extracted words of the present analysis, though Zhu’s examples contained %% gaku among others,

as such a kanji as well. The present study concludes that this reappearing kanji could have the

function of an affix, used in a systematic way when creating new terms in the Meiji period. Further

2 Ogyii et al. (1998).
% Yamaguchi (2007), pp. 40-57 and 103-107.
%1 Zhu (1998), p. 27.
%2 Zhu (2011).
% Zhu (1998), pp. 43-44.
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discovered was the likeliness of the pattern suggested by Zhu,** that words of semantically
superordinate concepts tends to be two-kanji words, while words of semantically subordinate
concepts tends to be three- or four-kanji words, or more, by the addition of more kanji or whole
words, thus further specifying the meaning.

Finally, the present study conjectures that strata proportion might be roughly similar for
technical terms of all fields that were introduced in Japan around the Meiji period, but on other
aspects, such as internal semantic relationships within the words, there may be great contrasts

between the different fields.

*ibid., p. 44.
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Appendix

The Chinese readings (onyomi) are typed in katakana and the native Japanese readings
(kunyomi) are typed in hiragana. FL are romanized except when integrated in a H, then the whole
reading of the H is typed out in katakana or hiragana, including FL. A romanized reading is
provided for all the words.

Words followed by one asterisk (*): Words with no English definition found in any of the

dictionaries used in this study, or words lacking the right definition as a music theory technical term
(e.g. [A1#5 kaiten that is lacking the definition ‘inversion’). These words are free translations made
after reading and interpreting the Japanese definition of the word as written in Ogyu’s book. This
means that there are possibilities of the word being a made-up word by the author(s), an
abbreviation, or an existing word but with the English definition missing in the dictionaries.

Words followed by two asterisks (**): Words where no English definition and/or readings

were found in the dictionaries used in this study. Most of these words do not appear in dictionaries
simply because they are very specific compounds, often composed of several words (e.g. 18 & +%5
L +IERE sokudo+henko+hyogo). The reading of these words was determined by disassembling the

compounds into semantically meaningful parts and then combining the readings of each part.
The words in the following table are listed in the order as they appear in the table of contents

of the source material, beginning from chapter one.

Analysis Compilation

Chapter one, ”Sound”
" % & Oto Sound; note N/A NJ
(UNET ¥ = > A Junon A pure tone 4 SJ
HEH 47 4 Gakuon A musical sound 4 SJ
HEE > 7 Zatsuon Noise 4 SJ
(SIS a7 A Kotei Pitch 1 SJ
GRS ¥ =3 7 V% 7 Kyojaku | Loudness 1 SJ
B 4> 3 a7 Onshoku®® | Tone color; timbre 4 SJ
HE 7% Onshitsu Tone quality; timbre 4 SJ
KR F 2 7 % > Chatan Length 1 SJ

% This word can also be read as 43 V% neiro, but when used as a technical term, the Chinese reading onshoku is more
common.
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A 727 Onpu Anote 4 SJ
IRFF ¥ = 7 Kyifu Acrest; a pause 6 SJ
s Ly Renpu A group of notes_, (whose stems are joined |6 SJ
together), e.g. triplets
A L > 74> 7 Renonpu A group of notes (whose stems are |6 SJ
joined together), e.g. triplets
=3 A A A Onmei A pitch name 4 SJ
[, B A A A Kaimei A syllable name (for a note in the tonic |4 SJ
sol-fa system)
L 71 > 7 > Kanon A natural tone; tone that is not 4 SJ
sharp or flat
IRAEH /Nt A 74 Haseion An accidental 4 SJ
EE A 7+ Baion An overtone 4 SJ
oy E —7'7 7> Bubunon | Partial tones 4 SJ
NIB e ~AFLYY A temperament 4 SJ
Heikinritsu
L 1= TarktA YUY Pure temperament 4 SJ
Junseicho
BELFRE |4 AL RuFy Enharmonic 4 SJ
Imeidoon
& 7t a7 Fuhyo A staff; a score 4 SJ
FAR =& > Gosen A (five line) staff 4 SJ
I 71t > Kasen A ledger line 6 SJ
HEFL S |47 % =7 Onbukige | A clef 4 SJ
PN F XA 7t a v Daifuhys The grand staff 4 SJ
o Y 7 Sofu A full score 4 SJ
=ty Sukoa A score N/A FL
Chapter two, ”Rhythm and Time”
PIZQVN Rizumu Rhythm N/A FL
Boe! ~7 Haku A beat N/A SJ
Hfids |bavusFkdy A time signature 4 SJ
Hyaoshikigo
/1N a3 v Shosetsu | Abar; a measure 4 SJ
TR 22 vk L Jasen Abar line 4 SJ
1R T vavtky A double bar line 4 SJ
Fukujisen
S * X =2 U7 % Kyoki A music piece starting on the first |4 SJ

beat
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g5t ¥y v & Jakki Anacrusis*® 4 SJ
SE/NE (BT avkYy (A complete measure, containing all the |4 SJ
*k Kanzenshasetsu beats indicated by the time signature)
RFEL/N |7 ¥ v g vk (Anincomplete measure, containing less |4 SJ
ik Fukanzenshosetsu ';?;2 ;trlljerek;eats indicated by the time
>z~ | Shinkopéshon Syncopation N/A FL
—va
Y45 vy T A A syncopated sound 6 SJ
Setsubunon
Chapter three, "Scales”
B > H 4 Onkai Ascale 4 SJ
REE FavtriA The major scale 4 SJ
Choonkai
PHEEYE |4 =T 3 w40 Majorsharp scales 4 SJ
et A Eishuchsoonkai
ERiRE |~ =oF a4 [Majorflat scales 4 SJ
Tl A Henshuchgonkai
b X 7714 Tanonkai KThe minor scale 4 SJ
PFEEE A2 A T4 | Minorsharp scales 4 SJ
[k Eishutanonkai
S |~ a Xt 4 Minor flat scales 4 SJ
[l Henshutanonkai
P N7 F1 A Hanonkai |A chromatic scale 4 SJ
LEEE oA F A The whole-tone scale 4 SJ
Zenononkai
HehErE ¥ a v Ak RY | The church modes 4 SJ
Kyakaisenpo
Chapter four, ”Key”
B 7 a v Cho Akey N/A SJ
Bikea 7 a 7 27 Chogo A key signature 4 SJ
JE > Y7 F a v Zokucho Dominant key 4 SJ
TR s Favy Subdominant key 4 SJ
Kazokucho
AT ~MayFavy A relative key 4 SJ
Heikocho
A AT ~AayFay Arelative key 4 SJ

% The dictionary definition is “anacrusis”, but according to Ogyi's definition it would be more accurate to say “a music
piece starting on any but the first beat”.
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Heikocho
EESG:! Ry aFay Parallel keys 4 SJ
Daoshucho
EEZ;| R XA F a7 Parallel keys 4 SJ
Domeicho
B oo Fay Related keys 4 SJ
Kinshincho
VB (o> F a |Related keys 4 SJ
A 7 Kinshinkankeicho
TEREY | = R/ Godoken The circle of fifths 4 SJ
gl A F 37 Iche Transposition 6 SJ
5 A 7 > F = 7 Tencho Modulation 6 SJ
FHEAE  Favay~r = Change of key signature 7 SJ
** Chagohenko
falRFRL S | U > ¥F 2 U Rinjikige |An accidental 4 SJ
A U Senritsu Melody 6 SJ
—FnE P U4 Sanwaon  |Atriad 4 SJ
Chapter five, “Intervals”
R 4T A Ontei An interval 4 SJ
EEWN) | Br A A 7 %4 |Diatonic interval 4 SJ
T 7 A Zenonkaitekiontei
PRy N F A T X A4 |Chromatic interval 4 SJ
R ol 74 Hanonkaitekiontei
s> |7 27 4> 71 Fukuontei Compound intervals, (i.e. intervals |4 SJ
larger than an octave)
[ s 714 7 Kaiten Inversion 2 SJ
BEREEr> | FavtrTA Consonant interval 4 SJ
Kyoontei
RHER | 7XavtrTsA Dissonant interval 4 SJ
Fukyoontei
Chapter six, "Musical Forms”
HER 777 2% Gakushiki Musical form 4 SJ
25 4 v 3 a 7 Gakkyoku |A composition; a piece 4 SJ
B K7 % Doki A motif 6 SJ
E£F—>7 | Mochifu A motif N/A FL

%" In Ogy's book, this word is written as 5% &, with the Arabic numeral “5”. However, to make the word easier to
analyze, | have decided to change the number 5 to the kanji equivalent, that is, F. go, 'five".



INEE* [ a sk Phrase 4 SJ
Shogakusetsu

REEH BAHT Y Period 4 SJ
Daigakusetsu

F & v 2 & A Shudai A theme 4 SJ

T Téma Atheme N/A FL

EHE | vav AR Song form 4 SJ
Shokakeishiki

U—FE U—RrrAg % Liedform; a song form 4 H (FL+SJ)

\ Ritokeishiki

—H IR A TFT A% A composition consisting of one |4 SJ
Ichibukeishiki period

X =T A v Binary form 4 SJ
Nibukeishiki

=X (T AT Ternary from 4 SJ
Sanbukeishiki

BEZE |77 T 72 Compound ternary form 4 SJ

iZ2¢ % Fukugasanbukeishiki

VFEE (VT vF Sonata form 4 H (FL+SJ)

= Sonatakeishiki

gy RNE gy RAA4TF A rondo form 4 H (FL+SJ)

= Rondokeishiki

EREX ~r VoA oF Variation form 4 SJ

xx Hensokeishiki

T—HK | 7= % Fugue form 4 H (FL+SJ)

x> Figakeishiki

Chapter seven, “Types of Music Pieces”

7 A YA BT xay A vocal piece 4 SJ
Seigakukyoku

=ik A Y2 ¥ a7 |Anartsong 4 SJ
Geijutsukakyoku

A h Hovavkals A choral piece; a chorus 4 SJ
Gasshokyoku

B 71 /7 % Kageki (An) opera 4 SJ

FRZ Opera An opera N/A FL

FeZs i XA xa An instrumental piece 4 SJ
Kigakukyoku

P dh 7% = 7 Bukyoku Dance music 4 SJ

J5- e > = % =3 7 Jokyoku A prelude; an overture 4 SJ
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HE A < &% a 7 Kumikyoku |Asuite 6 H (NJ+SJ)

VA Sonata A sonata N/A FL

AL ayXavukag s A symphony 4 SJ
Kaokyaokyoku

IS ¥av/oukas A concerto 4 SJ
Kyasaokyoku

ARIBEF =z 7% g 7 3 Kakyashi | A symphonic poem 4 SJ

Chapter eight, ”Chords and Harmony”

e 7 2> Waon A chord 4 SJ

s 7% A Wasei Harmony 4 SJ

FE=F |3V U4y Afundamental triad 4 SJ

= Shuyosanwaon

Bl=fnE 7oV oty A secondary triad 4 SJ
Fukusanwaon

HATE* | FR A Kihonkei Root position 4 SJ

AT > > 7 Shinks Progression 2 SJ

—FEaR** | A v A 7 Isseibu One voice part; one voiced (e.g. |4 SJ

progression)
x> | =% 1 7 Niseibu Two voice parts; two voiced (e.g. |4 SJ
progression)

o 724 % Oniki A range; a register 4 SJ

HAE Y2 v 7 7 Jufuku Doubling 2 SJ

BWEE** |vav )y st Omitted note 6 SJ
Sharyakuon

BHEE* (VavuT A Doubled note 6 SJ
Jufukuon

P A 7 Seibu A voice (part) 4 SJ

(FnF D)EL | /~A T Haichi Spacing 2 SJ

fE*

(Fn3F )& | L > 47 Renketsu Voice leading 2 SJ

>

f&iE* | v = v > A Shishikei A cadence 6 SJ

#F > | Kadentsu A cadence N/A FL

Chapter nine, "Embellishments”

g | YouvarsAty Embellishments 6 SJ
Sashokuon

GIEARED Y &4 Zendaon  |Appoggiatura 6 SJ

EHiiTS FavPo ¥ty Long appoggiatura 4 SJ
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**

Chozendaon

BRI B EFY Acciaccatura 4 SJ
fol Tanzendaon
BHHTSE T EBUE A Multi note appoggiatura; 4 SJ
** Fukuzendaon double/triple appoggiatura
®¥IE* | = U H A Kodaon Nachschlag 4 SJ
A= Tan Aturn N/A FL
Eif=3 714 4 Kaion Aturn 6 SJ
7°F ) ~ | Purarutorira Tremblement N/A FL
VZ—*

*/L7 | Morudento A (lower) mordent N/A FL
~

NPNZ Toriru Atrill N/A FL
7L+ |Arupejjo Arpeggio N/A FL
=

Chapter ten, ”Abbreviations”
W= i U % » %75 7 Ryakkihe |Abbreviation 6 SJ
# MNE Kagi A flag N/A NJ
=PI %> 47 A Onkei Afigure 4 SJ
FoH— A F—TFAY Octave line 4 H (FL+SJ)
VSR E** | Okutavukigo
Chapter eleven, “Articulation Marks”
RS VY UuRUXay Articulation mark 4 SJ
Sohakigo

L H— b | Regato Legato N/A FL
A K h | Sutakkato Staccato N/A FL
—k

7 x )L~ | Ferumata A fermata N/A FL
— A
7 X— kK | Tenito Tenuto N/A FL
7" w4 Gurissando Glissando N/A FL
v R

A A Tai Atie N/A FL

Chapter twelve, ”Terms for Tempo, Dynamics and Expression”

R ¥ 77 K Sokudo Tempo 4 SJ
AR /N Y 7 Hasso Expression 6 SJ
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V7 Reawd

Sokudohyago

A tempo instruction

VU R~rvavykeay
= Sokudohenkshyago

Indication of tempo change

Favvyrsxay

Kyajakukigo

Dynamics mark

Ny YT e g

Hassahyogo

Expression mark

77 7 = Gakugo

Words used to describe tempo,
dynamics, etc. in music; musical
terminology




