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“Mysticism,” according to the Oxford dictionargan be defined as “belief in or
devotion to the spiritual apprehension of trutrectessible to the intellect.” More generally,
it applies to the aspects of spirituality and rieligthat can only be directly experienced,
rather than described or learned. This dissertai@mines how mysticism fits into the
aesthetic, compositional, and musical philosopbfésur prominent composers of the20
and 2%' centuries—Ernest Bloch, Olivier Messiaen, Sophig&dulina, and John Zorn, with
a cameo by the Jewish composer David Finko—andtheiw engagement with the concept
of mysticism and the mystical experience can be gea selection of their works featuring
the violin: Bloch’sBaal Shensuite and?oéme mystiqué-inko’s Lamentations of Jeremiah
Zorn’s Kol Nidre, Goetia, All Hallow’s EveandAmour foy Gubaidulina’dn tempus
praesensand Messiaen’Quartet for the End of Tim& hese works exemplify the mysticism
shared by these composers, despite their diffeedigtous and cultural backgrounds,
particularly their belief in the transcendentalumatof music. This belief is expressed in their
works through programmatic, melodic, harmonic, lninyic, and formal elements, all of which

display, to a greater or lesser degree, the infleai mystical philosophy and symbolism.
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MYSTICISM IN 20TH AND 21ST CENTURY VIOLIN MUSIC
by Paul Bagley

“Mysticism,” according to the Oxford dictionary,cée defined as “belief in or
devotion to the spiritual apprehension of truttecoessible to the intellect.” More generally,
it applies to the aspects of spirituality and rieligthat can only be directly experienced by the
individual, rather than described or transmittecst &is mystical traditions tend to exist on the
margin of mainstream religions (which thrive on mapncrete and communal expressions of
spirituality), 20" century composers who sought to express or evekenystical often found
themselves likewise on the periphery of the mands of “serious” music. Composers such
as Ernest Bloch, Olivier Messiaen, David Finko, apgsubaidulina, and John Zorn all
developed their own highly personal philosophiesudeligion, spirituality, and music,
which they steadfastly pursued, often at the expensoth social and professional
acceptance and recognition. This dissertation exasnithrough a selection of their music for
violin, both the ways in which these composers’ imusflects each one’s individual
spirituality and mysticism as well as common theneesll of them, such that would justify
classifying them together as “mystical’ composdespite their superficially different
musical idioms. One unifying trait is that all biese composers were interested in balancing
spontaneity and intuition with thought-out, struetllapproaches to composing. This might
sound obvious, but when one considers their conbeanigs such as serialist, aleatoric, and
minimalist composers, this balance is a notabie fFarthermore, they unabashedly drew
upon more traditional tonal and formal resourcesmvit suited their expressive needs. These
traits parallel the nature of mystical traditiondiich seek to aid the attainment of
indescribable personal mystical experience by meénedified rituals and symbolism. Most
importantly, all of these composers believed thasical ideas can arise directly from
inspiration and intuition and convey an experielnegond that describable by analyzing

aspects of form, harmonic and melodic language esen when these aspects contribute to



the symbolic meaning of the work. Although the noatexperience itself may remain
indescribable, the paths these composers have tak®nds it can be traced to roots in
Judaism, the occult, Christianity (Russian Orthodo® Catholicism), and Surrealism. The
first section, on works by Jewish composers, foswsethe role of insight and intuition in the
compositional process, as well as programmaticerdrihat relates to specific mystical,
religious narratives and liturgical elements. Teeand and third sections examine music that
is more pervasively mystical, incorporating mystiglilosophical and symbolic elements in
all aspects of the compositions.
Part 1: Jewish Mysticism

The works of John Zorn, David Finko, and ErnestcBlall express their mystical
leanings through the lens of their Jewish heritadeeir mystical philosophies are reflected in
the role of inspiration in their composing, as vasdltheir incorporation of programmatic
elements and traditional religious melodies. Bladditionally expressed his pluralist
leanings by incorporating both Jewish and Christefarences in hiBoéme mystique

The most eclectic of these three composers is dohm(b. 1953), whose musical
style is impossible to summarize succinctly. Higuences range from serial music and jazz
to Surrealism and the occult to traditional Jewrsksic. Reflecting this, he has produced
everything from light jazz (he plays the saxophaa] film scores to atonal music for
classical instruments. His greatest interest afiéh#ibn is with the avant-garde, in that he
blazes his own path, drawing from, examining, anéstjoning everything. Much of his
music also expresses his Jewish heritage, suélmasdores for Holocaust documentaries,
the hundreds of works for his jazz comWdasada(fusing jazz and Jewish influences), and the
presenKol Nidre for string quartet.

Kol Nidre is a renunciation of vows made on Yom Kippur. Theppse is to achieve
reconciliation with God for any vows between onkaall God that are broken. For the

recitation, two people hold the Torah scrolls witiile cantor stands between them and



intones theKol Nidre three times, at which point the congregation jeirescantor in
responding. John Zorn’s treatment retains the éisseoncepts of a three-fold repetition and
dialogue between a smaller group and a largerlmnegtains little of the well-known
traditional Ashkenazi melody. As Zorn puts it,
“My piece has nothing in common with the traditibdewish melody sung by cantors
during this solemn ceremony, late Beethoven ana &Aart seem more likely
references here, but there is a spiritual resontdrates unmistakably Jewish.
Sometimes the simplest things are the deepest,land the combination of intensity
and peace in this haunting melody from my Jewish. @l Nidre was written in one
sitting in less than half an hour” (Zorn 1999, 3).
Here, Zorn exaggerates a bit in claiming no conaerdb the traditionaKol Nidre. Cantors
regularly rearrange and personalize the traditiomelbdy, and other commentators hear
allusions to and snippets of thel Nidre melody in Zorn’s work (Levin, 2014). Either way,
Zorn’s focus is on the “spiritual resonance” of thasic rather than to overtly Jewish stylistic
elements, and he also emphasizes the spontang@lsjrtuitive nature of his creative
process for the piece. The work is not entirele figowever; its AA'BA” form reflects the
threefold repetition of the traditional melody. Tim@sent performance adds back in the
contrasts of dynamic and mood characteristic ottrgorial version (not indicated in Zorn’s
score), and the quartet is seated to put the sadolnd and viola, who assume the role of the
cantor, in the center, surrounded by the immuté@blah represented by the drones in the
outer instruments.
David Finko (b. 1936) originally composed lhiamentations of Jeremialin 1969 as
a sonata for solo viola. At the time, Finko wa$ Btiing in Russia, and was having difficulty
getting his works performed. Finko viewed the &jaleremiah, and himself all as outcasts
suffering discrimination. To him, the viola wask#i the Jews in Russia or Blacks in
America” (Finko 1985, 18). Likewise, the biblicaigphet Jeremiah was scorned by the

Israelites for prophesying that Jerusalem woulddstroyed if they did not heed him and

mend their ways. The Book of Lamentations, tradaity ascribed to Jeremiah, is a lament



over the consequent destruction of Jerusalem. Janernould have been in exile while
writing it, and Finko’s choice of the topic had seself-prophecy in that regard. Ten years
after its composition, Finko obtained a visa ariti3®eviet Russia for the United States,
feeling it was dangerous to remain in Russia asaash composer. The cost was great;
Finko’s father was fired from his job in retributicand died from cancer just days before
Finko departed. His mother passed away a few @dgs (Kaplan, 1999).

Like Zorn and Bloch, Finko regarded the “Jewislsfied Lamentationss coming
through instinct and inspiration, regardless ofdbmpositional techniques he employed:

“I was inspired by the biblical book of Jeremiahigfhl had read by chance. It

seemed to me that | had employed ancient Jewismaliwhich | knew by intuition.

The harmonic progressions were influenced by Baatick Hindemith, but the texture

was inspired both by old Italian violin music andthe sonatas of Bach” (Finko 1985,

15).
Though Finko doesn’t say it here, there is alseljilsome Russian spirit at work in the piece.
As both Finko and Gubaidulina have noted, “Russmasic is all about pain,” which fits well
with the subject matter of tHeamentationgKurtz 2007, 192). Also, much like Bloch with
Jewish music, even when Finko consciously soughtrite non-Russian music (in his case
an “American” septet), the consensus of the audievas that it was thoroughly Russian
(Kaplan 1999)Lamentationss in four main sections with programmatic headings
interspersed throughout. The fourth section bewitis new material, brings together and
summarizes elements of the previous three seciwaseeds to a frenzied climax, and finally
dissolves in the “Tears of Jeremiah.” Throughouik& employs a descending tetrachord
motive, the traditional Baroque symbol of lamemtati

Ernest Bloch (1880-1959) has generally been thoofjas a predominantly Jewish
composer, despite his own and his family’s effeatshow him in a broader light. Bloch
himself would point to the crucifix hanging on kall, the Buddha statue on his desk, and

other such objects as proof of his varied interstsligion and philosophy. Moreover, these

were far from merely academic interests. Bloch avaturalist, believing that no single



religion necessarily had a monopoly on spirituadrah, or philosophical truth. His
compositional style was similarly inclusive. Adhwegito no particular school or style, Bloch
picked and chose from several—from folk songs arebGrian chant to German
Romanticism and French Impressionism to forays i2done and quarter tones—in
accordance with what he felt suited his personalevat the moment.

Despite his ambivalence towards identifying sobeya Jew, Bloch wrote many pieces
that reflect his Jewish heritage, and these afaryis most performed pieces today. As
intimated by his compositional style, Bloch’s muygike that of Zorn and Finko, is Jewish
largely in feel and by association, rather tharsjpgcific compositional elements. A notable
exception is his incorporation of the Ahavah Rabsedie, with its characteristic lowered
second scale degree and augmented second, intoahhisyovertly Jewish works, including
the presenBaal ShemJewish folk tunes also appear, as in the midtiteeSimchas Torah

Much like his avoidance of any one musical “scHoBlpch disliked institutionalized
religion, calling it “a dogmatic and desiccatedmioremote from nature, morbid, lifeless, a
fairy-tale that has lost all meaning” (Mdricz 200®4). Thus, it is no surprise that he chose to
write a piece about Chassidic (or Hasidic) Judarsaming the work after Chassidism’s
founder, Rabbi Yisroel ben Eliezer, known as thalEshem Tov (d. 1760). Chassidism was a
reaction against precisely what Bloch disliked igamized religion—obsession with rituals
and laws at the expense of cultivating one’s imenity and personal relationship with God.
The basis of the movement was therefore joy angioek ecstasy: recognizing the divine
manifested in every aspect of existence, and sitd achieve oneness with God. Bloch’s
Baal Shem: Three Scenes from Chassidic fafeyiolin and piano, encompasses all of these
themes. This can be seen on a general level imBl@ompositional approach. He
deliberately wrote the suite in a less “seriousacademic style than most of his earlier
works, such as the Violin Sonata No. 1. Theredtile ldense counterpoint, the harmonic

language is predominantly consonant, the forms$oam®e and simple without extended



development, and the emphasis is on affective medod, in the last movement, danceable
rhythm. This immediacy of expression fits both @teassidic subject and the dedication of
the work to the composer’'s mother who, as Blochsghter Suzanne observed, “though
having had little knowledge of serious music, woldtve understood these pieces and liked
their titles” (Bloch 1976, 61). The pieces are tmesant to appeal directly to the heart,
without need for formal musical training. Each @mephasizes a different aspect of having a
personal, ecstatic relationship with God.

Vidui (orviddui) is a prayer of confession and resolution to awiighing similarly in
the future. It is said whenever necessary, butydvem Yom Kippur—the Day of
Atonement—and when one is gravely ill. Unlike al@dit confessionyidui is said in
solitude, and addressed directly to God. Blochasp piano part creates this sense of
desolate solitude, while the violin conveys corant resolution, yearning for reconciliation
and, at the end, expectant hope in the final najord.

Nigun is a musical improvisation to bring one closeGiad. The earlier Kabbalists
had taught that union with God was only possibfeuh understanding the interactions of
the various levels of existence from divine emamato the material world. In contrast,
Chassidism taught that one could achieve a mystiqadrience of the divine directly through
intense prayer or meditatiodgvekut, which could take the form of a musical improvisa
or nigun Though not a true improvisation (it is fully nted), Bloch’s Nigun is very free, and
affords the performer considerable freedom of prigtiation and expression.

The primary message of the Baal Shem Tov was joybel at all times, and this is
best represented by the holidaySinchas Torah(or Simchat Tora)) “rejoicing with the
Torah.” This marks the end of the old and beginmifig new cycle of Torah readings for the
year, and is accompanied by singing and dancingnarthe Torah scrolls for several hours.
Additionally, much of the congregation participaiedividually in the reading for the day.

The main rising fifth motive of this movement apgeim myriads of guises: sprightly, lyrical,



high, low, in large chords in the violin, and satlg as if depicting each individual
celebrating in his own way. The spirit of joyfulrdang is enhanced further by Bloch’s
incorporation of a traditional Jewish wedding damedody, themezinkain the middle.

As mentioned above, Bloch took an interest in aewahge of philosophy and
religion. As he put it, likely in defensive oversment,

“[m]y children did not receive any religious eduoatand our life is not Jewish. She

[his daughter Suzanne] has simply lived in the aphere of my books, my [statue of]

Christ, my Buddha, a “Confucius” and Jeremy [by Mitangelo] that | have around

me—one religion! Anamy only religion” (Méricz 2008, 153).
Written to contrast with the “tormented” Violin Sata No. 1, the Sonata No. 2Roéme
mystique a work of “faith and serenity,” shows Bloch'siggbus and compositional
eclecticism. As with Zorn and Finko’s works, thenata’s composition had an intuitive,
subconscious element. It was inspired by an “ematiand ecstastic” dream “following a
period of intense crisis and iliness” (Velickovi@l7, 5). Outwardly, the sonata contains
some of the augmented 2nds characteristic of Béodéivish works, as well as a declamatory
section in the middle that Bloch characterizedeagish (Velickovic 1997, 6-7). However,
this occurs within a setting of predominantly Imgsienist or coloristic harmonic language,
and coexists with sections incorporating Gregopkmnchant—the Credo as well as the
Gloria from the masKyrie fons bonitatisBy the end of the work, these diverse elemers ar
integrated into a seamless whole. Bloch’s incorpaneaof diverse musical and religious
elements in th€oéme mystiquehus expresses his belief in higher levels of esgsion and
experience which transcend any single doctrineligion.

Part 2: Occult Ritual: Demons and Goddesses

On the surface, it might seem strange to pair wbskJohn Zorn (b. 1953) and Sophia

Gubaidulina (b. 1931)—a brash American saxophamista deeply spiritual Russian

Orthodox Christian, respectively. Aside from th&hiared interest in the works of Webern and

their long roads to recognition and success, theyldvseem to have little in common.



However, from another point of view, the pairingleasurreal logic. Surrealism, a major
influence on Zorn, was defined by its founder AnBréton as “based on the belief in the
superior reality of certain forms of previously fesfied associations, in the omnipotence of
dream, in the disinterested play of thought” (Brel®71, 75). This particular association of
Zorn with Gubaidulina highlights the mystical sifyc&ance of numerology and ritual to both
composers, as well as their belief in the musigpeeence—composing, performing, and
listening—as revelatory, opening the mind and so@xperiences and perceptions beyond
description and rational, logical contemplatiorotfBcomposers also employ their musical
symbolism to embed concealed meanings and assosati their works, which they reveal
only partially when discussing their music.

The pervasive influence of Surrealism is evideotrf John Zorn’s album covers,
which often feature art or film stills from Surreslartists such as Salvador Dali (for the
present two works) and Luis Bufiu€loetiafor solo violin andAll Hallow’s Evefor string
trio show the influence of Surrealism in their lgtig contrasts and juxtapositions of musical
material and effects. Musical seizures erupt franeigsectionsponticelloplaying alternates
violently with sul tastg brief glimpses of tonality surface out of atohalin the trio, these
contrasts often occur simultaneously. In additm®tirrealism, each of Zorn’s compositions
reflects a unique blend of other influences. Thesent pieces represent Zorn's interest in
numerology, the occult, and with ritual in genematieed, Zorn sees music-making itself as a
kind of magical ritual (Brackett 2008, 64).

In Goetig the point of departure is the time-honored “myistes alliance between the
violin and the devil” (Zorn, 2007). When Zorn wasntposing the work in 2002, he was
immersing himself in occult literature, includirfietworks of Aleister Crowley, a prominent
early-2d" century occultist (Goldberg 2002). In 1909 CrowpeblishedThe Goetiaan
edition and translation of the first chapter of Renaissance grimoire, themegetoror

Clavicula Salomonis Regi$his book details rituals and magic seals—thedancluded in



Zorn’s CD liner notes—for the summoning and comniag@f demons. It is interesting to
note that Crowley himself saw the rituals not askéwy actual demonic beings to serve the
conjurer, but rather as tools to reveal and dratnoae’s own undiscovered aspects and
abilities—as windows into the mind (Crowley 2003, 8s Zorn observes, the rituals are
“meticulous and elaborate,” which led him to constreach ofSoetids eight movements, or
incantations, from the same sequence of 277 ndtes 007). Each incantation has its own
character—Ilikely evoking a different demon—and pres a different set of technical
challenges, ranging through erratic chords, pegdehotion, pizzicato, double-stops, and
even harmonics with simultaneous left hand pizoicall intended to convince the listener
that, as was thought of Paganini, no violinist dquiby the work without infernal aid. At the
very end of the eighth movement, a string of tlesegtuplets arises out of the chaos,
symbolically banishing the demons. In occult litare, seven is regarded as a holy number,
and 777 in particular is seen as the godly counatetp 666.

All Hallow’s Eve, subtitledSatanic Counterpoint for the Witches’ Sabhatiso has
ritual and numerological aspects, though Zornss ferthcoming about his specific extra-
musical inspiration than witboetia Rather than Paganini and Crowley, this work, like
Zorn’s earlier string triWalpurgisnachtis overtly a tribute to the second Viennese sthoo
specifically through numerological relations to 8ehberg and Webern’s string trios. This is
particularly appropriate as All Hallow’s Eve (orf#aain in Wicca) is a festival of paying
respect to and communicating with the dead, om#yewhen the veil between this world and
the next is the thinnest. The first two movemeifitalbHallow’s Evecomprise the same
number of bars as the two movements of Anton Wedetring trio (193 and 65), while the
total number of bars in the entire work equals tfagrnold Schoenberg’s trio, 293 (Zorn
2013). The movement titles correspond to the nzgaonical hours of the Catholic Church
(Matins, Lauds, and Vespers), and, in a charatitepty on meanings, the work contains

several musical canons. However, the cover patjgeascore foreshadows that the content of
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these offices will be anything but holy. Here, andaic sigil and the numbers 6-6-6 surround
an encircled inverted pentagram, all traditionahbgls of evil, and employed in the present
day by both Wiccans (not evil, but the source faini&ain) and the Church of Satan. The
number 666 in particular finds significant expressin the music. The “devil's interval,” the
tritone (comprising six half-steps), features pnoemtly in the work, such as in the opening
sonority, and particularly in the second and thimavements. The second movement opens
with three repeated [0,2,6] chords of six beathigand closes with three consecutive bars of
6/4, further allusions to 666. The same [0,2,6] ieated canonically in the three voices,
opens the third movement, and strings of tritoregsppr the rest of the movement.

Like Zorn, Sophia Gubaidulina takes a deep interesumerology and ritual, as well
as the interplay between intuitive and formal pdwres in composing. In all of her works she
strives to express and evoke a deeply spirituat¢eepce. According to Gubaidulina, who is
Russian Orthodox, all of her works are religiouggreif not openly; she takes the meaning of
religion from a literal reading of the worck-ligio, reconnecting the soul with God
(Lukomsky and Gubaidulina 1998, 33). Her violin cerio,In tempus praesenssflects
these concerns in several ways, notably througbragram, formal structure, and
instrumentation.

Sinceln tempus praesenwas written for the violinist Anne-Sophie Mutt&ophia
Gubaidulina’s initial conception of the work revet¥ around the meaning of their names,
both derived from the Greek word for wisdom. Thisra long tradition among both Jewish
and Christian mystical writers of personifying S@p{Chokhmahin Hebrew,Sapientiain
Latin) as the feminine, creative aspect of God ithiaracts with the material world. Although
Gubaidulina has not made known a specific narrdtivéhe concerto, she has indicated that
several layers of religious concepts and prograncnesments are at work. One is Sophia,
embodied by the solo violin, who creates multipyidrom the unity of God, and strives to

return to that unity. The orchestra, devoid of wis] opposes both Sophia and the desire for
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unity for the majority of the piece, all the waytiithe final bars, where the D minor chord in
the lowest voices finally fades away, leaving thenBjor of the divine shimmering in the
highest register (Schmidt-Garre 2011). This firsdemt towards heaven has precedent in
other violin works with spiritual elements, such/dsan Berg'sViolin Concertoand Olivier
Messiaen’'Quartet for the End of Time

From a formal viewpoint, the concerto reflects @idilina’s interest in structuring
her works according to mathematical proportionsctishe employs here for the purpose of
creating a mystical experience outside the ordin@oyscious experience of time:
In ordinary life we never have present time, ohly perpetual transition from
the past to the future.
And only in sleep, in the religious experience andrt are we able to
experience lasting present time.
I think that musical form serves this very functioring its course it
undergoes many events. A few of these turn ouetmbst important. (I call these
architectonic nodes of form.) And they can makeénd lof generalized shape, the
shape of a pyramid, for example. (The episodetokisacrifice stands at the pinnacle
of the pyramid of “In tempus praesens.”) The iné¢gxperiencing of this pyramidal
form produces lasting present time (Gubaidulina7200
The pyramid Gubaidulina mentions is a referenabedive sections din tempus praesens
which, according to her initial diagram of the @eare proportioned nearly symmetrically as
follows: 1:30111:488111:789 1V:675 (488+187)/:301 (Schmidt-Garre 2011). These are all
related by the principle of the Fibonacci numbesch number is the sum of the two adjacent
smaller numbers), and thus the ratios of the carisecsections approximate the golden
ratio. Gubaidulina uses this mathematical princgdéa way out of an uncontrollable wave,”
a way to structure her works and shape her ingjisubconscious musical ideas into a work
of art (Moody 2012, 33).

If formal procedures, for Gubaidulina as well asrZdalance out the uncontrollable
subconscious and intuitive aspects of the cregtiweess, Gubaidulina employs specific

instruments and performing techniques to delve eemper into the subconscious,

particularly those that transcend individual, fiygtthes. Percussion in particular, on account
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of their inherent inharmonicity (she refers tostam unanalyzable “acoustic cloud”),
Gubaidulina sees as existing “at the boundary batvpalpable reality and the subconscious”
(Moody 2012, 33).

They enter into that layer of our consciousnesskvig not logical, they are at the
boundary between the conscious and the subconsdibisssubconscious contains
information beyond logic, perhaps in the soulslithe space of the soul (Moody, 33).

Similarly, various violin techniques, such as hanime and especially thissandithat
permeatdn tempus praesenare also “attempts to penetrate into the deptoahd, as if it
were a metaphor for the soul” (Lukomsky and Gubiandu1998, 33). As a token to
Gubaidulina’s orchestration of the piece and thjaiicance of percussion in it, the present
performance includes the tam-tam from the orchlegtraion. This gong, possessing one of
the most complex sounds of all percussion, sounttedour architectonic nodes of form.
Part 3: (Other)worldly Love

For millennia, spiritual, religious ecstasy hasrbespresented in terms of physical,
romantic love; one thinks for instance of Beng of Songis the Old Testament, or the
Renaissance sculpture, tBestasy of Saint Teresay Bernini. Both forms of love have in
common their irrational—or perhaps super-rationaftdare, transcending logic and
description and existing as pure, time-stoppingee®nce. This theme of transcendental love
permeates all of the works of Olivier Messiaen|uding hisQuartet for the End of Time
Indeed, his main influences, along with his synesith were God’s love (through his deeply
felt Catholicism), nature and particularly birdspagd the legend of Tristan and Isolde’s all-
consuming romantic love; the latter two he regaratedarthly reflections of the former
(Bruhn 1998, vii). In th&uartet Messiaen, like Gubaidulina, also explored theireaof
time and sought to convey perceptions of time (&ndbsence) beyond ordinary human
experience. Tristan and Isolde exemplify what Messis contemporaries the Surrealists
prized asamour fou roughly “mad love,” or irrational, all-consuminigsire. John Zorn’s

eponymous piano trio exploramour fouas expounded by the Surrealists, combining
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Surrealist influences with Zorn’s own numerologiafilisions, as well as compositional
techniques and symbolism drawn from both Oliviersslaen and Alexander Scriabin.

The representation of transcendental, divine tbveugh sensuous experience lies at
the core of Messiaen’s compositional goals. Inipaldgr, Messiaen saw human romantic love
and birdsong as earthly emulations of God’s lowel, @mployed them as symbolic thereof in
his works (Bruhn 1998, vii). His own experiencemfisic was enriched by his synesthesia,
through which he perceived specific colors anduieg associated with different sonorities.
Messiaen intended his highly personal musical lagguo express sensuous experience while
also conveying spiritual meaning through theololgsganbolism. This can be seen by
juxtaposing two quotes from Messiaen, both conogrsbme of the building blocks of his
musical language—his modes of limited transposiéind nonretrogradable rhythms.

“One point will attract out attention at the outdae charm of impossibilities. It is a

glistening music we seek, giving to the aural sermdeptuously refined pleasures. At

the same time, this music should be able to exg@s® noble sentiments (and
especially the most noble of all, the religioustseants exalted by the theology and
the truths of out Catholic faith). This charm, ate voluptuous and contemplative,
resides particularly in certain mathematical imgubges of the modal and rhythmic

domains” (Wu 1998, 85).

“[The Quartet for the End of Ting musical language is essentially ethereal,

spiritual, Catholic. The modes, realizing melodicaind harmonically a sort of tonal

ubiquity, bring the listener closer to infinity, &ernity in space. The special rhythms,
independent of the meter, powerfully contributéhte effect of banishing the

temporal” (Rischin 2006, 129).

Messiaen’'Quartet for the End of Timefor violin, cello, clarinet, and pianthus
exemplifies both the sensuous and the spirituaittggcal (he disliked the term mystical
because of its connotations of vagueness) aspibis music (Darbyshire 1998, 33). As
would be expected from a composer with such ingnmatisical associations, the work,
written in a German POW camp during World Wardlaivivid depiction of the vision in
chapter 10 of the Book of Revelations, in whichdkgenth angel sounds his trumpet and

declares, “there should be time no longer” (KJVy RE:6).Messiaen conveyed the program

of these verses, as well as his own views on tatenity, ecstatic experience, and divine
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love, through his highly personal musical symboliSimce Messiaen’s own notes included
with the printed score are fairly detailed, andcgplaere is limited, | will address the above
concepts in turn rather than conduct a movementitbyement analysis.

The everyday human experience of time has magtsaand Messiaen employs
several methods of symbolically transcending théne first movement, “Crystal Liturgy,” in
Messiaen’s words shows “the harmonious silencesaf/en” (Rischin 2006, 130). His
concept of this is characterized by the absenteiofan influence, and more generally the
end of causality in eternity. The movement is cosgabof birdsong in the violin and clarinet
above rhythmic and melodic ostinatos in the piamb @ello. The ostinatos proceed
inexorably, unchangingly, and at different rateshsthat the movement would have to
extend for almost two hours for the cycle to cortgplend all the elements to line up as at the
beginning. The birdsong proceeds similarly unaéddy the other elements (Griffiths 1985,
94). Hence the symbolic meaning of the crystahadré Breton praised it i’ Amour fou,as
the opposite of “everything that attempts to foémnal beauty on a willed work of
voluntary perfection that humans must desire to(@v&ton 1987, 11). Thus the movement
gives a glimpse of crystalline eternity removedirthe human experience in which events
influence each other, punctuated by birdsong egu@oid of causal relationships.

Necessary to causality but even more fundamenthé idea of linear time, or before
and after. Messiaen dissolves this through rhythmeens, movement order, and stylistic
diversity. For the music depicting the seven trumseunding in the™movement, Messiaen
employed his nonretrogradable rhythms (i.e. rhythimas are the same forwards and
backwards) to represent “time collapsing inwardgails eternity” (Pickstock 2008, 185).
The order of movements is also nonlinear; the elmlogy (movement 5) could just as
easily be the final movement as the violin’s Euloggth programmatically and musically. In
fact, the composition of the work as a whole wagely nonlinear. The movements for solo

clarinet and trio were composed earlier in the \wwad the two string Eulogies are reworkings
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of still earlier pieces. This leads to a disjunetad style and time period that transcends “any

logic to temporal succession” (Griffiths 1985, 101)
The sensuous experience of the divine can betheaighout the quartet, but it comes

to the fore in the"” movement (in seven sections), which is no longerely programmatic

or symbolic, but the expression of an hallucinategstatic experience Messiaen had in the

POW camp, comparable to the visions of John orddjéatd von Bingen (Peterson 1998, 224):
“In my dreams, | hear and see classified chordsnaglddies, common colors and
forms; then, after this transitory stage, | pa$s imreality and lose myself in a rapture
to a whirling, a gyrating fusion of superhuman sband color. These swords of fire,
these pools of blue-orange lava, these shootimg: ¢tas is the tangled skein, these are
the rainbows!” (Rischin 2006, 131).

Along with the immensities of time and eternitye tabyss and heaven, the birds and the
angels, Messiaen included human music as welltWbeulogies, for cello and piano and
violin and piano, express the human reverence areldf God and desire for unity with God
(Rischin 2006, 130-131). The human nature of tmeseements can be seen in their simple
texture (melody with chordal accompaniment) andfABA’ and ABA’B’). The final
movement also has a regular 4/4 meter. Here, rliharthe representation of eternity and
immortality as remote and impersonal, beyond urtideding, we find a vision of eternity that
attempts to bridge the gap between the human amediThe tempos of the two movements
(“infinitely slow” and “extremely slow”) lie at thedge of human possibility, both for the
performer and listener. The final movement is casgat almost entirely of increasingly
upward-reaching gestures, symbolizing the yearfongternity and immortality. As
Messiaen put it,

“[t]his movement is pure love. The progressive asteward the extremely high
register represents the ascension of man towaidonis of the son of God toward his
Father, of deified Man toward Paradise.” (Rischid])

Unlike Messiaen, who discussed fQeartetat length and in considerable detail, John

Zorn has said comparatively little about Aisiour fou for piano trio. From Zorn’s publishing

company website, Hips Road, we can gleanAmadur fouis “a work of sensuality
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combining eroticism with mystical transcendenca inorld of Surrealistic French
decadence.” More specifically, the description @nrZs recording label, Tzadik, says, “the
piano trio Amour Fou explores love—obsessive louagd love, doomed love in a
compendium of moods ranging from Bufiuel to Batafleriabin to Messiaen.”
Appropriately, the cover photo for the CD is al $tame from Luis Bufiuel and Salvador
Dali’s film, L’Age d’or, which deals wittamour fouin defiance of societal constraints and
prohibitions. In this and other Surrealist films,ia Zorn’s trio, concepts such as narrative
and even clear temporal relationships between sadiseolve in favor of a kind of continuity
through symbolic associations and thematic sintjalhndeed Amour fouplays out in short
scenes or moods, as long as a minute or as shaffeasseconds, each as volatile and
idiosyncratic as the title suggests. Bataille’suahce is harder to trace specifically, but he too
was interested in the expression of uncontainaddsipns. As for Scriabin and Messiaen,
Zorn’s harmonic language is reminiscent of both posers, evoking their colors,
contradictions, and mystical symbolisms. Zorn'sthinyic symbolism is largely his own in its
obsessive repetitions and irrational, contradictargnerological combinations, but also owes
a debt to Messiaen’s rhythmic procedures and fr@eiiom meter.

Zorn borrows several compositional techniquesif@criabin and Messiaen, both of
whom sought to express spiritual ecstasy and tesnlemt experience in their music. This can
be seen in Zorn’s expressive markings (writtenrgmEh), which, like Scriabin and
Messiaen’s, are more evocative than strictly mliswigh indications such as “mysterious,”
“incantation,” and “with a sexual charm.” More tedtally, Zorn builds his melodic and
harmonic material from non-tonal subsets of th@gfatic scale, much in the same way as
Messiaen and Scriabin. Some of these sets corrégpdviessiaen’s “modes of limited
transposition,” such as the whole-tone scale ansyimmetric subsets, like the Frenth 6
sonority, [0,2,6,8]. Other sets are transposabltenbuinvertible—in geometric terms one

would say they possess reflectional symmetry btuitraaslational (or rotational) symmetry.
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An example iPAmour fouis [0,2,3,4,6,9], which is symmetric about 3 and/@st likely, the
use of these sets is meant to express the sensuatisnal, contradictory nature afmour
fou, as in Messiaen'’s voluptuous “charm of impossiletit’ Other sets are more closely
related to Scriabin’s Mystic chord (or “chord o&tpleroma”), intended to bridge the gap
between the material world and higher planes cfterce.

The obsessive, irrational, and contradictory reatdamour foufinds perhaps its
highest expression in Zorn’s rhythmic devices. $fnagjments are often repeated
incessantly, with contradictory numerological sfg@nce, as when a pattern of seven notes
repeats thirteen times, or a pattern of seven net@stten in quintuplets, stopping mid-
pattern at 39 (13x3) notes. The music is freed ftioenbounds of regular meter, and rarely do
even two of the three instruments play in synchrdiypically, each instrument plays
rhythmic fragments in a different subdivision, sashtriplets against duples against
quintuplets. As with Messiaen, some processeslomdyup after a staggering amount of time,
as when a 4:5 rhythmic relation between the ceibb\dolin combines with a 7:4 relation
between cello and piano, creating 35:16 betweenitim and piano; i.e. after the first note,
the violin plays 34 notes and the piano 15 befoey sound simultaneously again. Though
rational in a strictly mathematical sense, allhgge rhythmic devices project a wholly
irrational experience—the spinning in place of &sessed mind and the timelessness of pure
ecstasy—both equally divorced from the mundane pee of temporal progression.

It is this belief in the transcendental naturenofsic that characterizes all of these
composers—Ernest Bloch, Olivier Messiaen, Davik&jrsophia Gubaidulina, and John
Zorn—as mystical composers. Be it composing, periiag, or listening, they felt that there is
more to the musical experience than can be compdelaelogically and intellectually.
Furthermore, this belief informed their works tadrgj in ways thatanbe described, through
programmatic, melodic, harmonic, rhythmic, and fatelements, all of which display, to a

greater or lesser degree, the influence of myspibédsophy and symbolism.
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