





pitch, duration, attack and intensity of sound.

The two pieces chosen for this recording, llesde Feu | and 11, the first and fourth of the collection, are instead
dedicated to the traditional music of the Papuas of New Guinea. They are thus an expression of the cult of
the primitive that characterizes the post-impressionist and early 20th century French avant-garde art move-
ments. Clear examples of this include the primitivism of Gauguin’s paintings or Matisse’s Fauvism. Both pieces
are in the form of theme and variation. A primitive and violent theme from Papuan music, supported by an
ostinato bass, is repeated in ever-changing forms thanks to the composer’s use of permutation formulas for
the musical parameters.

The music of Olivier Messiaen had a significant influence on the Japanese composer Toru Takemitsu (Tokyo,
1930- ivi, 1996). Having grown up in the militaristic Japan of World War Il (at the age of only 14, in anticipation
of an American invasion, he was drafted into the Japanese army), Takemitsu initially felt a sort of rejection of
his own country’s culture and philosophy and instead showed great interest in the different musical tenden-
cies of the Western avant-gardes, especially that of the French.

His musical training, almost entirely self-taught, was initially informed by the experiences of Debussy and
Messiaen, two musicians who, among other things, had themselves been inspired by Oriental culture. A firm
believer in the deep connection between the arts, in 1950 he founded, together with the surrealist poet
Shuzo Takiguchi, the Jikken Kobo (Experimental Workshop), a collective of avant-garde musicians, artists,
poets and visual artists that lasted until 1957 and had a strong influence on the development of contemporary
Japanese music. In the same years he experimented with serial music, musique concréte and electronic music.
Of fundamental importance was his meeting in 1964 with John Cage, an American composer interested in
eastern Zen philosophy and the dimension of silence understood not as opposed to sound but instead imbued
with it. Cage convinced Takemitsu to rediscover his cultural and aesthetic roots. An outcome of the reconcil-
iation with Japanese musical tradition is the 1967 composition November steps for western orchestra and two
traditional Japanese instruments, the biwa (a kind of lute) and the shakuachi (an end-blown wooden flute).
From then on, Takemitsu juxtaposed the syntax drawn from the Western avant-garde with the use of material
from the Japanese musical tradition and, above all, the Oriental aesthetic sensibility.

The pieces featured in this recording cover a time span of about fifty years.

For Away was composed by Takemitsu in 1973 on his return from a trip to Bali, where he heard and was struck
by the beauty of the sound of the gamelan, the traditional Balinese orchestra composed mainly of metallo-
phone percussion instruments. Balinese gamelan music is built on cyclic structures of varying lengths - often
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enriched by sudden changes in tempo and dynamics - that are delimited by fixed elements of musical punc-
tuation, often consisting of strokes on the gong. In a similar fashion, in For Away Takemitsu establishes two
chordal poles that mark and divide sections varied in rhythm and colour.

Les yeux clos I, composed in memory of his friend and surrealist poet Shuzo Tagikuchi, dates from 1979.

The composition is part of a cycle of pieces (including Les yeux clos Il from 1989, also for piano, and Vision
for orchestra from 1990) inspired by the series of paintings titled “Les Yeux clos” by the French symbolist
painter Odilon Redon that depict, in very dark colours, a sleeping or perhaps dead woman with her eyes
closed. This is a clear reference to the inner, dreamlike world that eludes consciousness and which
Takemitsu evokes in his composition through that which is not audible, namely silence. In the Japanese phi-
losophy of Ma (a term that can be translated as “pause” or “space”), emptiness and space have equal
worth. Ma defines what lies “between” two events, two spaces and even two people, it is the primordial
void that has a sacred value: it is what allows everything to exist. Just think of the value of the empty spaces
in Japanese gardens. The same applies to the relationship between sound and silence: without the latter,
there would be no former. In Oriental philosophy, these opposite elements must be balanced between one
another.

Thus in the rarefied atmospheres of Les yeux clos the music moves in a continuous flow without any clear
points of conclusion. Out of nowhere, each musical phrase begins and then dissolves into the soundlessness
of silence. This effect is achieved through the use of meticulous dynamic indications, plays of resonances
and a dynamic conception of the timbre parameter. Takemitsu himself writes in a note: “the important
thing for the performance of Les yeux clos is to accomplish continuous changes of colour within a context
of fluctuating rhythm”.

Litany in two movements, Adagio and Lento misterioso, was composed in 1989 in memory of his friend and
artistic director of the London Sinfonietta, Michael Vyner, who died prematurely from AIDS. In both move-
ments, brief pentatonic melodies, probably of folk origin, repeated several times with rhythmic, harmonic
and timbral variations, create a sense of profound stillness.

Starting from the 1980s, Toru Takemitsu dedicated several works to the theme of water in its various man-
ifestations in nature. For example, Toward the sea |, Il and /Il for flute and guitar (1981/1989) and Between
tides (1993) for piano trio are inspired by the water of the sea and the motion of the waves. Others, such
as Rain coming (1982) for chamber orchestra and piano, and the two piano pieces Rain Tree Sketch | and
Rain Tree Sketch I, recorded here respectively in 1982 and 1992, are dedicated to the theme of rain.
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For Rain Tree Sketch | and Il Takemitsu was inspired by the short story “The Rain Tree” written by his friend
Kenzaburo Oe, poet and novelist, Nobel Prize winner for literature in 1994. The tale is about an ingenious
ancient tree, the rain tree, whose thousands of tiny leaves collect and store rainwater, so that even after
the rain stops, water droplets continue to fall from the tree. The incessant falling of the raindrops is
expressed in the music of Rain Tree Sketch 1, in an ABA form, by single isolated notes played in the highest
register of the piano moving over ever-changing but itinerant rhythmic groups in an overall mood that the
composer himself describes as “gentle”.

Rain Tree Sketch Il from 1992 is dedicated to the memory of his beloved teacher Olivier Messiaen and is
Takemitsu’s last work for piano. Here too the form is clearly ternary (ABA) and the silences play an impor-
tant part (each phrase is interrupted by long rests). As a tribute to his teacher, for this piece Takemitsu uses
the third mode of limited transposition, which involves a succession of cells consisting of one tone and two
semitones.

In the conference paying homage to the recently deceased French composer, Takemitsu calls Messiaen his
spiritual mentor and says that “among the many things | learned from his music, the concept and experi-
ence of colour and the form of time will be unforgettable”. For Messiaen, a devote Catholic, musical time is
theologically construed as a series of events emerging from infinite silence, a metaphor for the eternal and
the divine. For Takemitsu and Oriental philosophy, silence is the primordial and sacred void that allows exis-
tence and gives value to sound.

Antonietta Cerocchi
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Sanna Vaarni ha iniziato i suoi studi all'lstituto di Musica di Espoo con Katarina
Nummi-Kuisma. Ha studiato poi pianoforte all’Accademja Sibelius con Eero Heinonen
e dopo a Parigi con Maestro Konstantin Bogino.

Sanna Vaarni & stata premiata in molti concorsi nazionali di pianoforte in Finlandia. Si
esibisce regolarmente come solista, nella musica da camera e nella liederistica e
lavora come docente di ruolo di pianoforte presso I'Istituto di Musica di Espoo. Negli
ultimi anni ha tenuto masterclass in istituti musicali e conservatori in Finlandia, Cina e
in Europa. | suoi allievi sono stati fra i premiati in concorsi nazionali e internazionali
per giovani pianisti.

Nel 2018 Sanna Vaarni ha registrato un CD sulla musica pianistica di Leo$ Janaéek (In
the Mists, Ema Vinci) e nel 2022 & uscito il suo CD “lllustrazioni - 20th Century ltalian
Piano Music” (Stradivarius). “lllustrazioni” ha ottenuto recensioni entusiastiche dalla
critica e e stato presentato alla Radio Nazionale Finlandese (YLE), a Radio Vaticana e
a RAI-Radio Tre.



Sanna Vaarni began her studies at the Espoo Institute of Music under Katarina
Nummi-Kuisma. She then studied piano at the Sibelius Academy with Eero Heinonen
and later in Paris with Konstantin Bogino.

She has been awarded prizes at many national piano competitions in Finland. She
performs regularly as a soloist, in chamber music and Lieder, and works as a tenured
piano teacher at the Espoo Institute of Music. In recent years, she has given master
classes at music institutes and conservatories in Finland, China and Europe. Her stu-
dents have been among the prize-winners in national and international competitions
for young pianists.

In 2018 she recorded a CD featuring the piano music of Leo$ Janaéek (“In the Mists”,
Ema Vinci) and in 2022, her CD “lllustrazioni - 20th Century Italian Piano Music”
(Stradivarius) was released. ‘lllustrazioni’ received outstanding reviews from critics
and was presented on the Finnish National Radio (YLE), Radio Vaticana and RAI-
Radio Tre.
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