Response Toru Takemitsu

       The idea of sound and silence in Takemistsu was really interesting to me. Silence and sound are imagined to be contradictions to one another, but in so far as one measures the other they are syzegetically yoked. I really liked Michi's demonstration of Takemitsu's compositional style where rather than starting with a blank page and adding notes, he started with noise and added silence to create music. I’ve reproduced below an excerpt from Josef Peiper’s Only the Lover Sings, in which he discusses music and silence.
Music and Silence: there are two things, which, according to C.S. Lewis, cannot be found in hell. We ought to be somewhat surprised when we first read the phrase: music and silence-what a strange pairing! But then the heart of the matter becomes more and more clear. Obviously, what is here meant by silence, stillness, hush, is something quite different from that malignant absence of words which already in our present common existence is a parcel of damnation. And as far as music is concerned, it is not difficult to imagine that in the Inferno its place is taken by noise, "infernal noise", pandemonium. But then, almost imperceptibly, another aspect of the issue emerges, namely, that music and silence are in fact ordered toward one another in a unique way. Both noise and total silence destroy all possibility of mutual understanding. Did not Konrad Weiss aptly remark that it is precisely in the midst of an age of loudness that an unbounded muteness can reign. In the same way, to the extent that it is more than mere entertainment of intoxicating rhythmic noise, music is alone in creating a particular kind of silence, though by no means soundlessly. It makes a listening silence possibly, but a silence that listens to more than simply sound and melody. (As a basic condition, anyone must be quiet who wants to perceive sound, whether the patient's heart-beat or a human word.) Far beyond this, music opens up a great, perfectly dimensioned space of silence within which, when things come about happily, a reality can dawn which ranks higher than music.

In my reading on Philip Glass I came across a critic who was trying to give his reader a method of approaching Glass’s music. To poorly paraphrase his point, he argued that too often in western music and art in general the beholder feels as if he must be moved from one place to another by art in order to then confirm or deny the new place that he has reached. He referred to this as saying “yes or no” to a piece of art. This function of music as altering a present condition and bringing you “elsewhere” is different than the higher reality that Pieper references. The “elsewhere” is not a reality that ranks higher than music, as is Peiper’s reality. I think that even in the act of listening and interpretation, Takemitsu’s notion of the answer being “yes and no” speaks to the universality and malleability of music. I liked the connection between script and the variances in brushstroke showing the personality of the artist. That even in a very structured form the content of one’s personality still emerges. 
