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ABSTRACT

This thesis explores the Fre@Qathalcognposaedoi

(Catalogue of birds, 19561968) for the solo piano, a collection of birdsong works
which is widely regarded as one of the great repertoires from the modern period. The
complete work consists of thirteen pieces that progressively present a main group of
birds, followed by representations of other birds. These birds were found in France,
embedded in their natural habitats. The repertoire is usually selected to be performed
as separate pieces or as a group, depending on the length of time available, given tha
the total running time of the works extends to two and half hours. In this research,
there follows a close examination of landscape, which signifies natural settings, the
passage of time as well aslittle creatures. All of these elements are discussed,
including to what extent the introduction of landscape affects both birdsong as well as
my own performance.

There are six substantive chapters in this study.

Introduction

Chapter I i Birdsong: Pieces include birdsong by Messiaen and other composers
Chapter Il 7 Landscape: Works include landscape by Messiaen and other composers

Chapter Il 7 Cat al ogue : Geéneral sneanation regarding Catalogue
dooi seaux

Chapter IVi Analysis of LandscapeinCat al ogue dooi seaux
Chapter Vi The Role of Landscgpein Me s s i 8ielsoidgdViusic
Chapter VI i Effects of Analysis on the Performance

Conclusion
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Introduction

1. Motivation

Over ten years ago as part of my MMus piano recital, | performed one movement from
Cat al o g u e hythedrersrecanuprser Olivier Messiaen. This was the first time
| had performed his music. My piano teacher had originally asked me to read it and,
whil e listening to it, | was shocked. Up to that point, | had only ever played one piece
by Alberto Ginastera which could possibly have been categorised ascontemporary
music. Even for someone like me, who considered both Claude Debussy and Maurice
Ravel to be modernists, it was hard to understand and interpret many aspects of the
music, especially the complicated rhythms and harmonies. In fact, those aspects
represent the most difficult features of his music and, because of these, Messiaen is
regarded as one @ the most influential composers and teachers in twentieth -century
music.

The reasons behind why Messiaen is regarded as such an important composer of the
music of the twentieth century has been a favourite and much-studied subject for
scholars. Manyhaver e s ear ched Messi aeno6s loeuwhaslususet i on al
of Greek and Hindu rhythms, modes of limited transposition, chords, Catholic
symbolism, colour association and so forth. Birdsong music, including Catalogue
d 6 o i shasalsxhbeen discusseds a main topic by many researchers.

The performance was enough to stimulate my curiosity surrounding Messiaen'spiano
piecesin particular when considering first Catalogued 6 o i $§ éhereafter referred to
as Catalogue). Although this first experience was brief, it did serve to arouse and
prepare me for the demands involved in studying the piece deeply and to render all
movements of Catalogue. It made me wonder how Messiaen transcribe real birdsong
into music and how these two real birdsongand Messiasm 6 s bi rdsong are sir
however, more captivated to questions what landscape was used for the music, how it
was presented in piano writing, how it was described in music, how landscape which
does not have its own sound was reproduced as music irCatalogue. I n theory it should
be much easier to transcribe birdsong into music as it possessesactual sound, in
comparison to landscapefeatures such as rocks, mountains, night, and so on which do
not inherently produce any sounds of their own . Messiaen,therefore, needed to creae
a musical device or develop his own musical language tor e pr e s esoundéofh e 0
landscape to put into his birdsong work.

1This term has the same melich Mesgaeraused ih mstieatisedechnijuanguage 6
de mon langage musical (The technique of my musical language)and is used alternately.

2 QOlivier Messiaen, Cat al o g u, é_eddd)Raiiss1858)u x
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This study began with the question of how to perform Catalogue precisely as the
composer, Messiaen intended. It was one of the first, if not the first, pieces that was
focused on birdsong- how to play birdsong accurately, beautifully and realistically. It
was not long before there was an acknowledgment thatthe non-birdsong parts were
just as important as birdsong. It was a natural progression where | then decided to
concentrate more on landscape than birdsong for this research. The processhy which
the musical device or language used for landscapeis defined should assist in
understanding more completely how to interpret Catalogue for successful
performance.

For the modern performers, listening to recordings seems to be essential to
comprehend the works, although that does not detract from the need to analysismusic
before playing. This is especially true with Catalogue in which the space considered as
landscape is expressedn a variety of forms of resonance, birdsong and non-birdsong.
The purpose of this study is that, as a pianist, | am going to explore Catalogue given
its great popularity and that it is such an attractive piece among the twentieth -century
solo piano works. My study will, however, focus on non-birdsong rather than birdsong
in order to reveal how the musical languages were adopted in the pieces ando explore
the relationships between the various materials. This research will examine
background music more specifically, referre
Catalogue rather than that present in the foreground music, being the birdsong itself.
The application of this study will be shown in how this research influences in
interpreting th e piece and how it changes my performance compared to prior
performance that may previously have been highly focussedn birdsong. The presence
of various landscape materials such as sea, rocks, dessert, vineyard, swamp, night, day,
frogs and so onwas enough to provoke my intrigue so that | could examine Catalogue
in detail. It has widely been shownthat Catalogue became more diverse and enricted
by adding non birdsong materials on top of this birdsong piece.

This study will be conducted by investigating literature reviews (including an interview
with Peter Hill), birdsong music by Messiaen, general information about Catalogue,
analysis of landscape within Catalogue, the effects on my performance and final recital
which includes two pieces from Prelude (La Colombe and Ch a n t d'" extase da
pays ag e) andisix meces from Catalogue (Le Chocard desAlpes, La Chouette
hulotte, L'Alouette lulu, L'Alouette calandrelle, La Bouscarle and Le Courlis cendré).



2. Literature Review

Several theses, books and articles which focus entirely on theCatalogue are found for
this study.

I n hi sMbooi®aen Robert Sherl aw Johnson provi
concerning Messiaen &md aHioggluleusi bookcbedamg
reading lhogksétasafheMessi aen.coQlsapteers pléces
produced dbrrdgondcdheperi od and c hGetteelrogu2z |
speci fikdiasl gl assi fication arCatai ogruemapf et hé

are especially helpful I n under standtiwmag t he
groubsrdsong and other material, and birdson
somgatterns of birds. Sherl aw Johmisoads osnugg g ¢
material s.d Weinwved ke §avdticeh were common composit
i nn aear |l i er doirvg@engdsaerrek used in several ways &
combinations of rhyt hms. When contpomde ngoff or
pitches, durati odrandand orf ntcend viutrises he uses
transposéda tli aant tTwod drearn ghmbefsl tosk od rednro & d s e

described i n Shebbaw. JAhhsarmhe febiodsessngel
compositions are cruci al to my study and ar

Sherl|l aw @ oboekpvieas , r estma rcitredd otvheei anlflor mat i on
t hrough his book Albtoludugvie sisti afermovrar Isi shvilesir rytt I i
| ast ,omnolryk o n ei dcehdai pcta€lreetda Itwolyiueh means t he cont ¢
Catal mgwyenot be cemmrifedirhroleoedesi re a more t

revi ewMi s an@dtyaslicghiefsi de s, depends on music
|l andscape. That i's to say, Sherl aw Johnson
i mportanst famateuarteur al h a i taantya wjioeowd st e xt book

may be considesedl Ishpeeéidwdaenndexamphench i s a c
f e attuhraet Messiaen hopeéesn frtonpweintphrieeiemd sang i
birdsong wor k.

Peter Hill edits se ver al articles concerning Messiaenbo
Sherl aw Johnsonés writing in relation to bir
Hill 6s experience with Messiaen and, when
Loriod i n hNess shiommekn @6Tchpaologically éxplains the full suite

of Messiaenbds piano works including his ver

3 Robert Sherlaw Johnson, (Omnibus Press, Updated and additional text in 2008 ed. by Caroline Rae)
4The Othwedleves et sd will be used -bmsoghapter 4 for analy:
5The term PMaecrodo@ri s quite ambiguoustapterd. i t wi |l | be rec

6 Peter Hill, The Messiaen Companion (Faber and Faber, London, 2008)
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performance experiences’ | n hi s chapter on 6Birdsong6o, Hi
piece and bird-related piece which involves birdsong or bird-style8 material, and

states that a period of -birdsongematerials, which are 6 d a wn ¢
derived fr om idcrucialits® dxapn ¢ ad ,a wat Lfdadistoor eal i
say, the dawn Whitawah ga epfaehisquartet Q@iudd pour la

fin du Temps is symbolic of the time for religion but it is in fact used in Catalogue as

a Onarr at itopeesert the par@d ttimé for realism. © Especially in Catalogue,

Messiaen uses nonbirdsong material including time flows (Hill uses the term
6additional mat eri al 0) 6in order to create
pri nci plahdphovidesdsséme examples.

According to the interview that | conducted, Hill had prepared a new book which
includes articles about ,tuammatiegingis & ociok NMO$ $ivae
Messi aCeantéas ogue fdréboom s€angepti on 1twhichPnags f or ma
published recently. The theme of this book is quite similar to mine and therefore must

be reviewed in this research. Messiaen's voluminous cahiers areused in the book. In

contrast to his former works, this book is focused onCatalogue only and profoundl y

examines both birdsong and non-birdsong. Hill refers that time and colour are linked

deeply and they are as important as birdsong in Catalogue. For Messiaen there is no

distinction between current and past time.12 Hill compares birdsong from cahiers and

recordings.

Clearly, the ability to discuss Catalogue with Peter Hill, especially concerning the

landscape in Catalogue, was of great assistance for my research3 According to Hill,

Messiaen made considerable efforts to integrate birdsong and landscape where he

tried various ways to present them together in one piece of music. The question then

flows: what is the difference between a birdsong only piece, and a birdong with

landscape piece? In a birdsong only work, birdsong is more harmonised thanin work

where non-birdsong is included. In birdsong containing landscape work, the birdsong

is simple and the landscape is harmonised. For instance in Catalogue, being a

birdsong with landscape music piece, the birdsong heard is simpler than that from La

Fauvette passerinette, which as a representation of birdsong only music, therenothing

7 Hill, The Messiaen Companion, p.81

86bisrtdyl ed will be discussed in Chapter 2 in this the:
9 Hill, The Messiaen Companion, p.258

10 |bid, p.258

11 Roderick Chadwick and Peter Hill, Olivier Messiaen's Catalogue d'oiseaux From Conception to
Performance, (Cambridge University Press, 2017)

12 |bid, P. 59

13 Interview with Pet er Hill, See the appendix, p. 154
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about landscape but colour chords. This issue will be discussed in greater detail in
Chapter 5.

Il n her thesi s, aQlailvoigeure : MleAsosPisaechnooxsmer 6 s Per s
Fung Chiat chooses five pieces fromCatalogue to analyse in detail and selects seven

recordings of each piece to compare how each performer interprets the various works.

She closely examines them in terms of performance with a discussion on structure,
fingerings and speci f anowritirg.aSheudivides theonfaterdls s si aen
into two parts: a) static (describing landscape) and b) mobile materials (imitating

birdsong). She goes on to explain the features of each. She insists that a performer

needs to understand the role of pauses and restsin Catalogue because they are
fundamentally related to the construction of the music. 14 Such anexample is found in

Loriodods recording and Hi | | al so mentions
performance.15
Considering both birdsong and non-birdsongmat er i al s, she regards [

sources6 comparedong. nblaessi aenbds birdsong c
extensively after his studies with the ornithologist, Jacques Delamain. However,

Messiaen continued to incorporate some of the previous fedures for his landscape

such as developed modes of values and intensities, modes of limited transposition, use

of twelve tone technique, colour chords, Greek and Hindu rhythms and so on.16 This

thesis is a useful source as she focuses ofatalogue and deals with two materials

divided by locomotion. She observes both birdsong and landscape equally, although

she only analyses five pieces of the total thirteen movements. In order to examine
landscape in detail, all of the non-birdsong material needs to be concened and
subdivided into more groups. Specifically, non-birdsong materials will be divided into

several groups according to their characteristics in this study. In particular | will reveal

t hat sever al of Chiatbés fi gurdiestlyquoted. r el at ed

As the title demonstrates, David Kr asf t Do o k , M Brher Musio of @livier

Me s silackinsbcusses chronologically and examines
birdsong in general rather than focusing on just one birdsong work, Catalogue, which
occupies only one chapter. Kraft states tha
understand Catalogue 8 a n d borrows Sherl aw Johnsonos (
expl ain Otextur e, “groum brelagonships @nd atthei assootaon b i r d

14 Loo Fung Chiat, PhD thesis submitted t o Uni ver sity of Sheffield (May 2

Catalogue: dBdoPseefiaxmer 6s -erspectived, p. 213
BLHill, OliviCat aMeosgsu ea feanmbGmiceptoa to Rerformance, p.194
16 |bid, p. 215

17 David Kraft, Birdsong in The Music of Olivier Messiaen, (Arosa Press, London and California, 2013)

18 |bid, p. 176



bet ween birds and t h e il¥ Kraft analysesa ¢ach giece iinr o n me n
numerical order and starts with the environmental settings. In actual fact, he divides

both birdsong and | andscape materi al for an
birdsong. Kr aft 6s anal ysis is undenilalRougserojee ner al
effarvatte 0 , he decides not to use other musicolo
6refrainséo, Oimbdaddactilmmsesedadndhe creates S

Me s s i andigatrs of ime from the score which runs from midnight to three a.m.
the following day: resulting in twenty -seven hours. This example is similar to my own

research met hods. Messiaends use of technic
colour associa o n s , are also examined in Kraftébés bo
I n hi s thesi s, OMusi cal and For @atdlogud nt er r ¢

d 6 o i $*e Achilles Guy Calenti divides landscape into two groups: non-bird and
bird -related material. The relationship between birdsong and other material is
examined by pitch, tempo, dynamics and rhythm, not programmatically, but musically.
He selects only two piec e lse Cliocard desAlpesd f r om bdldBk uk c drontl e 6
book V which are studied in depth and delves into both pieces. Each piece is divided
into three parts by material si birdsong, non-birdsong and bird -related material i and,
two features of pitch and rhythm are used in order to analyse those materials. Natural
habitat presents non-birdsong material and bird -related material such as flight and
colour of feather describes bird itself. My thesis focuses on landscape so that bird
related material will be excluded. Mode of limited transposition and twelve-note mode
are frequently used devices and intervals for sonorities are examined for pitch section.
Hindu rhythm and rhythmic permutation which is sometimes augmented are
observed. Despite this study is quite interesting, it is insufficient to analyselandscape
part with only two features because habitat covers nearly 50 percentage of each
movement of Catalogue.

Cheong® approach to Catalogue is more concerned with symmetrical permutation. 21

I n her article, she explains the 6Symmetrica
designed by Messiaen and, because of the use of interversior®s, Catalogue seems

similar to le de feu 2 from Quatre études de rythme (Four studies in rhythm) for solo

piano. This conclusion is reached even though they are rarely used inCatalogue. The

most interesting point of Cheongds insight i

19 Kraft, Birdsong in The Music of Olivier Messiaen, p. 178

20 Achilles Guy Calenti MMus t hesis submitted to the University
For mal Interrel ati acshlipgueaddessseaexosds

21 Wai-ling Cheong, 6 Sy mmetri cal Permutati on, t h e Catalogue v e Tone
do6Oi HeawPxr spect isic,&d 45 NO.INWimter,2007), p.110136

246interversiond6 is used interchangeably with O6per mut
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controls much of the twelve-tone writings which are related to non -birdsong materials

such as rock formations, fog and flowing water or bird -related material such as bird

flight in Catalogue. She also states that the permutation of durations allows for more
freedom to Messiaen in colouring his music.
symmetrical permutation, is a greatly attractive proposition to me and assists in
examining Messi awork®atherlthanthe Catadogue. i n

In his article,2 Schel |l horn exami ne sCatalbgee andostates thatf o6t i m
Messiaend6s time i s der rsvaketechnicallevebsochgsrhythhro m t he
har mony and birdsong mel odydé Botal esfalmal st
Messiaends ordering of each mookearegglatedtand arr

6ti me of performing |l engthdéd that causes the
t hat the | ongest plLeRouwssemlle effarvatie6t h ¢ smit dhedl eno v @
most influenced by a 06senspassageoftimemfeddrdingi t i s

to Messiaends bi B4dadawm ghoraslomasseng atfsunsetaate ithe most
beautiful demonstrations of birdsong, so the sun also plays an important role in
birdsong in his music. Schellhorn concludes that Catalogue is deeply connected to
time and the dédmovement of the sunod.

Il n Freema®_0 st haer ttiecrlme 6 natured is mentioned di
two recordings of Catalogue: one by Anatole Ugorski and another by Peter Hill.

However, he relates more to the aspects of performance and interpretation such as

dynamics, tempo, timbre, articulations and pedalling rather than an analysis of nature

itself. He still considers birdsong to be just as important as non-birdsong.

Throughout the reviews, it is noticeable that there is no existing research which focuses
on non-birdsong material solely in Catalogue.

It is always the case that birdsong and nonbirdsong are considered together.
Therefore, the aim of this study is to establish the role and function of landscape in the
piece, both pictorially (its programmatic aspects) and structurally (as abstract musical
material among others) by analysing and examining only landscape in Catalogue. It
will be also stated in what ways my performance is influenced through this study and

2 Mat hew Schell horn,CadMé Dgiuaze alldted mm atalkgiden at the London
International Piano Symposium Hosted by the Royal College of Music, London, in February 2013

24 Claude Samuel , p. 86, Messiaen divides birdsong into f
6amorous i mpul sed, 06free songs6 evoked Is.yAmddewsni ng or
Press p.85-86)

25 Robin Fr eeman, 6Courtesy towards the thing¢&€atatbdue Nat ur e:
d 6 oi s EempoxNeew Series, No. 19 Cambridge University Press, April, 1995, p.9-14)
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how anacoustic | andscape should be rendered

purpose accurately.

3. Analysis

Chapter 4 will be devoted completely in analysing only the non-birdsong materials in
Catalogue. It will be divided into three sections:

1. Time - night and day
2. Habitat/Landscape
a) without movement or sound: rock, cliffs, vineyard, foghorn at the
lighthouse and mountains
b) with movement or sound: water, river, swamp, reflection of trees,
sea and wave
c) with colour: sunrise, sunset and light
3. Other creatures - flowers, insects and small animals.

The criterion is made from the most comprehensive approach of 1) passage of time,2)
spatial impression and 3) other living creature except birds. The three standards are
then fractionised by their own characteristics. The numbers of movements or
chronological orders are largely irrelevant. The non-birdsong materials will be
analysed by the criterion and the trait of each material will be explained.

4. Structure of  Study

This introduction provides a summary
birdsong for solo piano, Cat a |l o g uvaex. @hé af the mincipal objectives of this
work is to provide some of the reasons why this research should be undertaken and to
understand the way in which to process the subject to prove the necessity for this
thorough investigation. This study is comprised of five chapters and the contents and
outline of each chapter areas follows.

Chapter 1 will focus on birdsong works before Catalogue and examine their
development and progression. This section will demonstrate the differences between
birdsong works which exclude landscape or which include landscape but where the

8



role of such is less important than birdsong. This chapter will demonstrate the validity
of this research which focuses on the significant role of landscape inCatalogue.

Chapter 2 will consider the list of works which portray landscape by other composers

and addresses specifically the Inusicddedhispe t ha
motivation for presenting landscape in his birdsong music. This chapter is essential in

order to compare how Messiaenb6s works are ¢
differences also help in emphasising the variety, uniqueness and significane of

landscape employed by Messiaen. This will be the precondition to assert why non

birdsong material should be examined closely.

Chapter 3 will give general information about the main work, Catalogue so that it
supports to understand it before moving forward to chapter of analysis. Why only the
piano is used as mediumin mimicking various birdsong, what landscape features are
used in the work, which chords are applied for landscape, where Messiaen collected
real birdsong are explained in this chapter. Furthermore , a map will be given to help
understand the geography used inCatalogue.

Chapter 4 will deal with an analysis concerning landscape only in Catalogue. Non-

birdsong materials will be categorised into several sections and this will be the

criterion in analysing each movement. This chapter will focus on the role of landscape

T including the effects on building structure, the resonance, colour, time flows and

how non-birdsong is presented in Catalogue. Moreover, the contrast between

birdsong and non-birdsong will be highlighted as part of the examination into

Messi aenos own musi cal devices used for | a
importance of landscape and the validity of this investigation will be demonstrated.

Chapter 5 will discuss the role of landscape in birdsong music. It is used in particular
to survey the effects of landscape, the differences between birdsong with landscape
and birdsong without non-birdsong will be examined in detail. Therefore, we can
recognise how landscape works in birdsong pieces andhe importan ce of its role in
Catalogue.

Chapter 6 will cover how this research causes a direct influence over the performance,
especially in the rendering of landscape in Catalogue. Generally speaking, playing
birdsong seems to be much easier to make appropriate timbre than with landscape.
For example, the rendering landscape such as mountains, rocks, sunrise and
lighthouse at night is difficult to portray without a vivid imagination. Therefore, it is
not surprising that this study will help to understand, interpret and ultimately perform
Messi aenisceemast er

The last section will contain a summary and conclusion regarding landscape in
Catalogue. What the role of landscape in Catalogue is and how landscape is applied
in programme music will be discussed as evidence in this research. There follows an



explanation as to how significant and essential this study is and how this research
influences pianists who try to play Catalogue.

The introduction will touch upon what the essence of this study is, why it should be
examined and how this research will process. The subsequent chapter will investigate
the importance of birdsong for Messiaen, how birdsong was presented in music before
Messiaen, and then how it was used by him to prove how his birdsong is different and
unigue from other former composers.

10



CHAPTEIR

Bl RDSONG I N MU



Chapter 1
Birdsong in Music

Messiaen's birdsong music has a particular and special standing among his works so

it cannot be ignored when considering his work as a whole. One might even consider

if there is even a need for such a chapter as this given that birdsong is not the main

subj ect of this research and the title is 06RO
birdsong even needs to be mentioned.However,i t si mply must be tha
birdsong should be considered in advance in order to understand the reasons why
landscape hal b een added in Messiaends birdsong,
Messiaends music and to show how wunique his
other works. Above all it stands to reason that birdsong is considered before getting

into the mainissuesince t his study deal s wi tChtalohflbes si aen
d 6 o i sTmassist the validity of landscape in birdsong, the development of birdsong

should be a prerequisite step in the overall process.

According to the statement below, we can begin tounderstand how important birds
are for Messiaen.

€The birds are my first and my greatest t
their school. Each year, | spend fifteen days in the countryside in company with an
ornitho®%ogi st €

Here follows an overviewo f bi rdsong i n Messi Latalage. wor ks |
This chapter will examine:

1. Reasons why Messiaen uses birdsong

2. Other composersod6 birdsong

3. Messi aends birdsong process in: a) Ear/|
b) Works in the 1950s27

26 Messiaen, in Goléa 1954, p.196, Messiaen talking about birdsong in his class at Darmstadt in 1953.

27 The period divided by birdsong. In early works it appears as material among others, and in the 1950s
it is considered his main work.
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1. Reasons W hy Messiaen Uses Birdsong

Although Messiaen was fascinated by birdsong from an early age, it was from about
1923, during his teens, when he started notating birdsong during a holiday in the Aube
district of France.28 Messiaen was willing to walk through woods, seaside, mountains
and city without caring what time of day it was in order to listen to birdsong and to
record it. He notated birdsong directly on his paper and transcribed the sound
i ncluding Lor? iodaluse. Moeaver rthte imeeging with ornithologist,
Jacque Delamain in 1952is one of the most important events for Messiaen. For this
reason, Messiaen fully earns his reputation as someone who can claim to capturing
authentic birdsong as a direct result of his various activities.30

From Messiaends statements we can notice th
music. In conversation with Claude Samuel:

It is probably that in artistic hierarchy, the birds are probably the greatest

musi cians to inhabit our pl aneté the gr
precious for a composer of music Iis obvic
extraor#dinaryé

The beauty of bird songs leads him to compose birdsong music, a fascination hat
remains with him until the end of his life. There is no one like Messiaen whose music
is full of birdsong.

Messiaen is trying to be as accurate as he can in depicting those subtle soundbut at
the same time, he is trying to make an art out of birdsong material. Messiaen claims
in relation to his birdsongés accuracy:

28 Messiaen Companion, Birdsong by Sherlaw Johnson, p. 249

29 Messiaen never used recording machines. Only Yvonne Loriod made recordings of birdsong with a
tape-recorder when she went out with him to collect birdsong. (Kraft, p.47)

30 |t can be said that the sound of birdsong is not authentic as being transcribed, meaning that a
composerds subjective views are added in the music. Y
is authentic because of the actions that Messiaen egages in, including going out to real places where

the actual birds sing. There have been many pieces of research about the authenticity of birdsong in
Messiaends works among musicologists and ornithologi ¢
inthis study. There is appropriate reference about t hi
Keun O06The Evolution of Messiaen6s Birdsong Music: The
submitted to The Chinese University of Hong Kong) See lterature review in Introduction.

31 Samuel, Olivier Messiaen: Music and Color, p.85
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| tried to copy exactly the song of the bird typical of a region, surrounded by

the neighbouring birds of its habitateée
accuracy of my work; perhaps | am mistaken, because those who are truly
familiar with birds cannot recogni se the

myself who listen and, involuntarily, | introduce something of my own style,
my own way of listening, when interpreting the birdsongs. 32

Althou gh Messiaen tried his best to mimic real birdsong into his music, it is reasonable

that an expert of birds cannot notice familiar birdsong because birdsong is sometimes

layered with diverse kinds of birds or landscape. These case makes different resonance

and sonority. While real birdsong in nature is generally single lined melody,

harmonised birdsong or layered birdsong is heard as chords or polyphony. That is why

recognise which birds are singing is not easy work.

It can be acceptable that asan ornithologist himself, Messiaends birdsor
precise than any ot her ingsisbsugports &:rM@ssiacio is far. Gri f
more conscientious an ornithologist than any earlier musician, and far more musical

an observer than any other ornithologist.33 That is to say, krdsong music is not a
recording of real bird calls but | ust an art which composer ¢
emotion, experience, personality, musical characteristics and purpose which

composer to present in music are added.

In writing down birdsong, Messiaenis indeed trying to recreate it through instruments.

He is trying to achieve the proper timbre, for instance, in orchestrating birdsong and

using harmony in piano music by duplicating two or more parts going on. It seemsthat

the accuracy is important for him, especially in his birdsong music. However, the main

point of this discussion is to remember tha
documentary about nature but merely a form of art, music that is created by a humane.

Messiaen, simply, used birdsong as a material part of his music; it does not need to be

real, but we should appreciate that at least he tried to make the sound as accurate as

possible by conducting his research directly out with nature. This point also makes
Messiaends birdsong unique: combined reali st
Me s s i airdsor@ ss fobnd in the early pieces but it appears as one of many materials,

or it is used in only one or two movements as a musical device Birdsong, besides, plays

minor role such as decorating or resonant. For instance, there are eight movements in

Préludes for solo piano (1928-29) and the first movement, La Colombe (Dove), is titled

in name of bird. It is just a little taste of what happens in the later birdsong music. In

Ex11 the soft chorded descant takesmduor m of
chant dpand isceeates@a numinous mood with E major in the left hand. It

seems thatthe descantpresents a fluttering of birds but not real birdsong. At the same

32 Samuel, Music and Color, p.111112

33 Paul Griffiths, Olivier Messiaen and the Music of Time, p.168
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time, it expressesa biblical symbol34 by adding chords in such an early period work.

The infl uenc eréludésorDMebsiaen $sylivisus. Like Debussy, Messiaen

gave titles to each movement ofPréludes and used vague and unresolved harmonies,

together with a mystical mood. That is, birdsong composed of chords supplies holy

mood as an acoustic devicen La Colombe.

Another example in which Messiaen did not identify any particular bird is the second
movement3> from L 6 a s ¢ e(©h98238)nThe first piece which birdsong was used
properly as a main ddmhpuagiitei fwedlatuargatréed & |1 s 6
fin du temps in 194136 One of reasors that birdsong was used in this work seems to

express his desire for freedom as he was in prison at the world warll. Me s si aends
birdsong period 37, when all the works were full of birdsong, began with Le merle noir 38

and continued with Réveil des oiseaux (Dawn Chorus), Oiseaux exotiques (1956),

Cat al o g uaux. @hés onias ®llowed by Chronochromie (1960) 39 which is
categorised as a different era as 61960 work
colour, which is another important source of material for Messiaen. It is notic eable

that colour became more meaningful material for the composer after Catalogue. It

gives strength to the view that Messiaentruly has put every effort about birdsong into

Catalogue and then he seeks new materials for his music.lt seems that there is none

like Catalogue for birdsong, even though Messiaen left several birdsongs only pieces

and birdsong appears continuously until the last work. In 1961, Messiaen was
composing another birdsong for solo piano, La Fauvette passerinette which was found

by Peter Hill in 2012. This work looks like that Messiaen projected new birdsong cycle

like Catalogue or Book VIl of Catalogue.4© Compared to Catalogue birdsong in La

Fauvette passerinette is more harmonised but far less birds are included in this one

movement piece. Messiaen explains the settings in the preface yetthere is no
landscapematerial in the later piece, Pet i t es exqu.i sses dobéoi seaux

34 Dove is a symbol of the Holy Spirit in the bible. Although dove is, also, considered such as universal
symbol of peace, it has much stronger meaning of Christianity for Messiaen.

35 The title of the second movementisAl | el ui as sereins do(Geremeaiemi@soffui d®si
a soul that longs for heaven)

36 Peter Hill, Messiaen Companion by Sherlaw Johnson, p.251

3%The Obirdsong periodbé is used to divide the period v
foremost subject in his music between 1952 and 1959.

38 Usually Le merle noir is not included in the birdsong period works because of its short length.
However, | would like to regard it as being part of the birdsong period piece because it is the first piece
to be devoted to birdsong.

39 The title Chronochromie derived from Greek words means Time- colour.
W Hi Il , OliviCat aMeosgsui ea, pddibsd0s e a u x

Also see the preface from the score of.a Fauvette passerinette
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|t s eems t h@t eMersaoracginnary sense of pitch
recognition of the emakemehhmgha®sci hatvedowes
nat ur al4 Moruemalv. e r  h i stengs dor psefemsaunds tfrgm nature and

seek freedom, inspires him to use birdsong in his music according to his conversation

with Antoine Goléa:

It is in a spirit of no confid ence in myself, or | mean in the human race, that |
have taken bird-songs as model. If you want symbols, let us go on to say that
the bird is the symbol of freedom. We walk, he flies. We make war, he sings.
Among birds most fights are settled by tournaments of song. Finally, despite
my deep admiration for the folklore of the world, | doubt that one can find in
any human music, however inspired, melodies and rhythms that have the
sovereign freedom of bird-song.42

MessiBaern at ement giveshanwsderbirredasomg wihry hi s

My faith is the grand drama of my | ife. I
those who have no faith. |1 give bird soncg
never heard them, make rhythamsyfmar theseo
jazz, and paint colou¥ys for those who sec¢

Mes s iBaeinnt er est in birdedhg itk dkapl yscoone
Messiaen uses birdson®diadsangy mipele @ fswdirinks Mfe a
throughout his | ife because it is a symbolic
his faith. He has @Go@vowosmwIbat abpd Wwhyddess
still employs birdsmmg iomehpiesassr edli gmatusr mals i
to asta musital edpvesgeg Wwhseschefoef him.it i s

Therefories no surpriseitmhatpiweceddi ¢ bied dgomg
suchviarsegt regar d3®soDe elt bteyngiamdl bi rsisadg patt
up sohfort notes wamndr egrfaoovenhdn ghe s e @i aatnai3 Eixn 1E X
but the compwisedsainmptiayt.eds] nMEgssilaen actually
of real ebigasii ght i nigd loau)eltamedk) .

41 Hill, The Messiaen Companion by Sherlaw Johnson, p. 73, 76

2Requoted from the article OMessiaends Birdsd by Tre
book, Recontres avec Olivier Messiaen (Paris, 1961), p. 19, quoted by Austin, op. cit., p. 395

43 Independent, 9, December, 1988

4 Messiaenbs bi nfdsses msgovenlirature whictoarises from his faith.
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Messiaen simply wanted people to |isten biroc

for hi m. It iI's not Just birdsong acting as
birdsong itself is a repnesremtwittifonnatfure sar
Up to this point we can observe that birds
materials so it iIis not necessary that i1t alo
due to the fact that biitr disso nhga rwdh itcoh tirsa nrsecgriisb
high and has very smal/l intervaled scal es
instrun@dnbsher possible explanation is that
symbol i ¢ fédkecslsutaiecmn . was att eurcpet iamgkitmd refi nie
material into his music following his experi
with abstract concepts such as durations and
athematic integral serialorpieess hnsthaiearl

2. Earl Cempos@rig dsong

It is common that a birdsong is represented
sung f ast with irregular rhythm so it i's di
describe birddgddoreg bexactsliyngas with untemper ec
chall enges, many composer s Ihsatvyel eu sl diatuaxss i m
scal es, arpeggi os, trill s, grace notes and
simple birdsong makesl tbemauwt ibfeuleassoyu t o recog
should not be regarded as a true imitation

express birdsong.

Before Messiaen, weldelmewnnmpessryewhb compose
containing birdsong.

Daquampl oyed the <calll of the cuckhe@uicbuhi s
(Cuckoo) . It starts with minor third falling

45 Later to solve this problem Messiaen expands the intervals as appropriate into present instruments.

Al am obliged to suppress the very smal/l i nteser val s w
intervals of the order of one or two commas by semitones, but | respect the scale of values between

different intervals; that is to say, if several commas correspond to a semitone, then to the true semitone

will correspond a wheddwdonsown, p.417 auotecfromn Bamuedl p.95) ( S h
46 Hill, The Messiaen companion, p.252

47 They include Vivaldi (The Goldfinch), Couperin ( Rossignol en amour, Nightingale in Love), Louis -
Claude Daquin (Le Coucou, Cuckoo) and Beethoven (Pastoral Symphony), andare referred in the
conversation between Messiaen and Samuel’ Added to these are Liszt who used birdsong inLegend
No.1 St. Francois d'Assise: La prédication aux oiseaux (St. Francis of Assisi: Preaching to the Birds)
and Ravel composedOiseaux Tristes (Sad Birds) from Miroirs (Mirror). (Samuel, Olivier Messiaen:
Music and Color, p.97)
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at ypiomalerval for song of ci#bgkoo with major t
Beet hoven wusecdh baisr dtshoen gc uscuk oo, quai |l and nig
No. ®P&@sthoirnal hi sbesronWac htég¢ WeOlLR @Ppeandsesang de
Nachtol waO ¥4 h) #lastdéBreelt hoven indicates the n
without stating the actual names directly, &
birdsong because téteylceo rapibsseeaslsx@adpbhest notes
trill s nfgoarl eni grhetpieat ed notes in high registe
for cuckeoo. ( Ex

Particul®@lrelgyeNModif&§zobre ux L®waeasdesggarded as t he
greatest birdcdsong!| r Mpesi aelheizs ampkageidn birc
his piano StolFod awmemk,s d' Assise: (8t pF®Ramncias i
Assi si preachingxt’ehotwve bhedsypanodl birdsong
l ine, trills and scales with regular rhythm
AnotdxampDesehuxfitdiing oleys sRavel shows simpl e |
repeated notes and s(imB¥l)e | ining in arpeggio
There are many more examples that have a t)
shapes are adapted tedtbwh @gastionotavecesmpbe
Granados employed the s®ugj as, thhel @ai mAf anga
(Compl aint, or the @irrolm ahnids tghicey Nt aqehddidmeg & laes )
a sad girl with the beaugsd ffurl e esloy nidns tolfe ag ari ¢
in this piece represents a typical birdsong
For Messiaen, birdsong is not as simple as

more than just birdsongreFiresatligtidctchmpart
composers from early to modern music®&® Secon

musi c and that |l eads him into trying to no
naturally occurring habitat oft owards ami et
specific instruments for the prfopert htei n€ormanoa

MynaMai(nate )Hi amddhiRlelded LMedsiha i k ) de MEBBshnaen
instructs the player t o tpirmdrue e)d @fhdero is®huinnde s
Lei ot hOiisxeaiux ex (l-BEk qun d-& EX

3 Messi@eBi rdsong Process

Li ke other com@Bodemnmd,soMgsdiramemn hi s early work

devi ce, whi ch means t hat it uc adrdtrrearing®e rsienvge r a
@hi rgwindy high registered trills, abrupt cal
the examples becausedbdit+ha@&diceghmanvee utnr hadissheagpuaxa |

Through his |ife@ Wbhowaeseoem, Magss ideertgped gr

48 Sylvia Bowden, The theming magpie: the influence of birdsong on Beethoven motifs, The Musical
Times, Summer 2008, p.17
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compl ex ways to mimic real birdsong, and the

They appear as various shapes: from a Sir
har moni sation, as a main character or a decc
a csraed symbol , Galytl ko Ggds edathied | found in the |

i rdsondg. period

1)Ear Wgr kshiWwclhc | uBBier dsong

Theextirdsongf péasce nstiablat i vi t ® dOl%$ERFd)gnfeanr

organnd i s onedtemansfpeoecist iMd &b it rem isTs edas xu s e d

for the fQuattudri meourn laas fiindiduwmttisompbBentdhat t
first and t hiQudatnuoowlemesntaemnf i ndi cates his int
soubdd ke Baubi rdere i s no clue which bird is p
Ex1-11, nadti ktee@c obmnred un ),0i sshdmwbdds e ng whi ch st a
with high registered staccato and continues
guick ascending a®mgdgl des csemecdirngy awopr k so t hat

birdsong in this period is not so differen
Howevienr ,Me sss ibaierrdis®@e nghyt hm i s irregular and m
skips beaerdveteme wr amn g® hiBhese t h®bviernd s on g

The examples below show the typical birdsong

arpeggios are ascemwditimgtamnd ]l (d@sldensd icBegn t1s
Choradpsp arovm si o@amedrend @&r g V¥ alsdaudancdhoridsg pr es:
biddke (E&L BExl-14and -EP 1

| Vi si o@snethe 94 3) motvleemeint idmemtdaed ealnges, des
du chant doé Aamenseduxangel s, saints and bird:
Messi aen atearmlnay rl i ke birdsong and actually
moving single |ine with grace notes compare

soft chords to give more resObhdmhiei sanids uinm ef
the firanhcepptaibirdsddngmuisn cMe shtsiildie aii miss tdse
[Amens mdaardevlaydwlealn compared to bird®oaguon th
pour | a fo* du temps

The next pViamept pricegctesld®Bs(Uls944) includes three
T5,aB8dthlwhi ch contai Relgpiards dreg(Cblaméempltati on
the hetigehtasxact names of the Dbirds are nota
Messi aen, especod ab(k@l o uweetfidbriednde e s sy mb o | for
hei @R E¥L7) However in the other two apsi eces,
wi telar |l i er wor ks ahd sttrhaed iptait o nea(l4H Bsahlaasyielt DE x

Il n Messsisaeemg cycle forHasrmopWihao@smodr peandg mo

49 Hill, The Messiaen Companion, p.84-85

50 |bid, p.95
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(Song of | ove and death, 1945) which consi st
in various ways. The second, seveanltdmaea dv é ratse
(green dove), i n particul ar ilnvetsher esad c obnidr dr
Al t hough the subjecth owfe tamddss dppiddedies uibst i & d ceu ti
birdsong serves important functions. There
mention a speci fiBonpbioud: twohe (sHktbo midhee rveer tYeo
Gr een Dove) aAo urh e xidsedda (bli d ee-b St d) . Messi a
occasional lgyo mmediumadbgssesurg chirping or <cha
and applies his musical technique tonobesdson
staccat o, high pitches, grace notes and rapi
ge advantage for describing birdsong, the
t al s otl dkh s@liad rol e

the foCGhaht pi debr amsve@eugd 895 1) and the s
efei xautaeg r e Wiur ®e®eng appear s alsi virhee gdnai n n
ntains seven movements an@hainst ss ydrengest aa scead u
vot. At the beginning toie tédeasctcomame Measfs i ki
me were notated.

- T 0 T oS C© C

Apr-msdi des Oi seaux: -gmegée ogDIVve-emosgei
rossignol gua@d vient |l a nuit

(Pfternoon of the birds: -&d dctktha rndi, g hrtoibr gha |
darkrheag¢dk

Il n the | asfompayrmemte,, tHhue®edirds are include:
treat spotted woodpecker and bl ackcap. Thi s
rhythmic series.

|l Li vie gdeeach of the birds porsissetsisc st:h esipre co wni
register, dynamics and articulation. As a r
are singing. |t seems that tCheaearnd si 9dean diirsectt
t he nexltte wWaaokli(rel 352 i n Mes scihaen empl oys the b
main ch®racter.

51 Kraft, Birdsong in the Music of Olivier Messiaen, p.84

52 |bid, p.123
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2)Bi rdsWogkWr it Behween -1952

Bet ween 1952 and 1959, Messiaen considered
materi al i n his music. During this plkeiod f
merl e noir, R®veil des ami@aad ad»>0,gu@i, daanuds ¢ de |
performamgehs increase from about 6 minutes

Messi aen was asked to cBapbseCan, easnd pioneck9 5
he compleMeet edfnoori rfl utet mamtd wasanohe first p
devoted to a es pdcaiétkShcndbadMe dl, edhmoridrs ong was apry
into every one of h%s works wuntil his death.
't seems oibwilh2 meati ng withaldbhequed®DBMebama

musiLe. Mewoilies the first piece that ornitholog
birds and one that i's e¥vtUinrtelly tdewotheed ttroa:
birdéawindghout being able to determinef bbbt name
after the led asn@anan,wihtethcbul d recognise the ex
to mark the name of bird, its specifPic | oc
Messiaen commenced coll ecting birdsong disti
the exact dames whe bmusi c scores shows his ¢
to recognise specific birds.

According to &Alcnmountv eR%G@ltearon with the compos
principle of o&telietddatgnfbr sami rdsong which hel
recogni se it easily by wusing same p59al¥direrns,
instance, similar musical patterns ar® repea

20 anld IExfCaotna | @arge ethidt d reddddt| doen alne) il42 2Exan d

Ex1-:23 frbaFamuvette des$ Jar cioned Laeaorihet seol eft
hand sings gol den o l e, i n coMinn &thieo m i wgiht
hand to give rich <c ur 't has rl@d@ulaard r h)
Ex-21)LdFauvette desa Meé s1isi aen placedna si mi
of demi semiquavers focused more on birds
the song of oriole more varl2du&nmBt)ensi t

rio
ol o
Har
but
has

53 Christopher Dingle, The Life of Messiaen, p.140
54 1bid

55 Before Le Merle noir, birdsong mainly plays role of decoration in music. Birdsong became more
realistic and more complicated.

56 Samuel, Music and Color, p.91
57 Dingle, The Life of Messiaen, p.140
58 Kraft, Birdsong in the music of Olivier Messiaen, p.16

59 See Appendix, p.144
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R®vei |Oldeesa(ulx9 5 3)

R®veil d efsoroipsieaanuox s ol o aminacmsohri cchhe sotnrlayi sbi r ds
empl gyeadnadt hi ng el sededhcatewadr Kkoi she ornitho
and also to Yvonne Lomotoat iwhm afs stils® cepi Aeo t{

bl ackbirds, t hrushes, nightingal es, oriol es,
for&sTlsis piece was commi ssioned by Heinrich
Festival and premiered on 11 October 1953.

R®EVY&onsi sts of birdsong that ®e®esitadr daealtlwa
Cognarcdar nnanc ss-vash France and i BiGtehemaewwmo ds a
Layen®r gevél wester nR®PaegMels.sithaeknes t héi mdea o
passwmigch hAegmnhdni ght, continues through dawi

and the passage of time becomes aQatianipoogrutea n:
dboi seaulxhi-$omametd piecediasvndicinidhdaead bys al so us
the title awhi adhthesomegidf imirds kept througho
presented) (Fig. 1

Filgl) ArocronR®v e |

Dawn Cho
Cadenza: RO Cadenza: BI
Early Morning Late Morning
Cadenza: Wh Cadenza: BI
Early Morning Late Morning
Mi dni ght : Noon:
CadenNiaght i CadeinzaVar i (
birds
Start

60 See D&dci dodPdllieafion) inthe score
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This piece invol v@nso dneosn eb uaf i1Me sddooeasé dr eotfu r mu rt
chr omatli(cniossrm does it use any rhythmic patter
Greek exampl es) .

An i mprleissi yeetght species of birds sing in
pol yphoni c atreex truarree ldgir®dmeinldi € . wi t h noctur nal
ni ghtingales, |littl e owdrshl| ewvoo dwhairdckh alnld rCed
musi €atal.ogAuceti ng as the main instrument, th
includisgntlngpmany kinds of bird, 2) helpin
features of the music by udseivn,gc é&&9h ec rpd atnion gnay
ti mbres with harmonies and 4) changing mood
Messiaen descrspelsebi plsa skepst iiGekaodt hi &kéd ntdi @ hi s

indicates that whichd isloa nadsaflsdneiudird )b b alamaed een
are many | mi t®atsiionngsi nogf ibni rtdhi sdigii-éede; trtaptoi
tiot-mdj appubi ai a an@4sanada=E)x( Bx 2

Birdsongs appear in aheilyiemgnat ehgdemwzah few
whereascontrast the orchestra pitaevwr ntds.ortuvse n
Given that he procl ai mdd ctohmptoR®resi boifdgs ar s8¢
Messiaen declared in his progr aioda fionrc|tuhdee |
any biography, or any personal or muén cal [
anxious to disappedrMelseshiared twaentledr don.l y bi
hi ghl i gR®tvebde tianuse, according to him, birds ai

Oi seaExti quEeshHh b )

Due to his&@wgfaeve&€l analltress, Messiaen was not
during although he was finall Yi aklhextexoeéeiqgr
for solo piano and an ensemble of woodwind b
by rPriee Boul ez and pr enoemmacidn aMsiesa icmar tof ofc otnlt e
Mar c h 1986 .se&0X e X aatnidquaisst i ngui shabl e fror
Messi aen uses birdsong i n Ameri ca t aken
transcriptions ewhifalmweries mnatsdatt to the bird
Paris where exotic birds from North and So
n

ut
t he Canary | sl affdwe swseiraee ne xjhuixbtiatpeods.es 48 ki nd:s

61 Malcolm Trou p use this phrase for Réveil desoiseaux.
62 Hill and Simeone, Messiaen (2005), p.208
63 Samuel, Olivier Messiaen: Music and Color, p.131.

Al so s ee Oibeaux BxotiguexilOd ivi er Messiaeno by Birmingham Coil
Group from the website http://resources.bcmg.org.uk/assets/ Resource/Downloads/Files/Qiseaux -
Exotigues-Downloadable-Version.pdf
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never practical logemder um ochesire@glt worl d. T
prese@uspBsaiatiuati on which is impossible in na
environment, such as i n a zoo or aviary. Me s
i nstrument arorradnegre nmeore p oidbnd b € e and ancient
Hi ndu rhythms are u$®eddasng hmatoerliyalnotno pr
rhyt hmi c f emewypt kmi thdevices produce a music
in free rhyt hms.

Bi rdsong scekrevne st hteo htahrimoni es i n an attempt to
Messi aen uses birdsong more freely and S
possibilities or combinati ons. This piece i
monophony to hybrndmbextofepwheseanane not f i x

2-26, -EX, 2E8 2and2 E)xXx 2

l nvented various musi cal devices combined w
point of Tthhei ss ewmdrekn.c e tbhhed to wWéaad ipa ensstmemad g h
years had been assimilated:

By the @iisneauxt exhoet icghueersges i n | anguage b
experi ment had ta&emusioot hadlebzabbhwme moeeoc
modern in sound and spiritagagstgrei [{dae @woay e

frofmurangal "Wwiat h sharply sculpted ideas al
Most dfi salalux ewacst itdhueeswor k i rc evalsieadh toi rbdes
end in itself and became t he st&arctrienagt ipvoei

i maginéati on.

3)Cat al ogiesedr(d 9559 5H8

Il n the cahier 1dP&3ed hemel2 sJelvydence that Me:s
new birdsong piece for solo piano:

®#our pieces piano sur oiseaux: noter | es
l a for°tlh equni | fi eut dan® i Is eegsupe® c icahlaenmeen tl | e
t omb®e degrliavenumiutsi ci enne et & houette hul

For the piano pitweeeshenr bytldwwi talidre si | e

64 Hill and Simeone, Oiseaux exotiques p.112

65 Cahier 23086, p.7
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sounds of the forest wh wechh him& k & intglidse ss ur
especially 1 n t bkseonev enmirnugs;h mingdh ¢éfaaMnly o wl

Messiaen composed the | ast wo-L R5®)at dalheg ubel r
ddoi s evmhuixch was premiered by Yvnonne Loriod o
piano work, which is the second | ongest piec
among his works, i's his finest achievement
considerefl abeogeeatest editions of the twen
thirteen pieces are divided into seven volum
four as a pivot: 3121213 and describes seve
habi tFrtancne. The titles of each piece are de
each piece is preceded by a short preface wtk
describing the Dbirds and their habitat. As
musicnisne@d in its musical stylhne camdrasty w
nineteenth cMadwuirayemusdwl,d be more realistic
hiusni qué&mwédhen he incorporates tédel tswventcibkbthds

There a@arendesf among birdsong pieces even Wwi
aspect R®y ei hatdeasn@oiesaewaatxi gues pl ayed by many
instrument, which could allow for an easier
of Dbirds,anHowernv,erte anhiigthyt be one of the harde
proper biCatsalnaggtien onl y e@rieanmediTlhms seems t ¢
composer téoe wi ncvheonrtd s sonorities, combinat.
compl&8xAensot her fgas$eiamatrienamong hi sCatialdegpuneg r
uses not only many kinds of birdsong but al s
combined and juxtaposed CwittaH ,otgause maogr B mmd s m

Messiaen indicates pecefycmbmgntempeoyi sg t he
ti mbre he intends.

There are several WwWayaslefguecrdssigfioat henmane
The foll owing broad facts should be consider
of monthiawred otfheg etar, these al/l represent en
an indication as to whether or not the surrc
cliff, and also give sound to other creature
|t i's al-keadWy wheail@G@ewei rdsong i s based on r
66 Hill, article R®v e i | des o0i seaux 1tMe sGd t@atiedganetatidnd des centd u x

do6oi sEa2b% p.152 from Messiaen Perspectives 1, editChristopher Dingle and Robert Fallon
(Ashgate, 2013)

57 Firstly, the motivation that Messiaen employs birdsong to his music is unique because he wants to

express his faith through birdsong. Secondly, his canposition of birdsong is also unique because he had

lessons from a bird expert and explored the wild to listen in order to and collect real birdsong. Finally,

the composer develops his unique musical language to describe birdsong as he intends. Thereforetf is

natural to say that Messiaends birdsong expresses his

68 Samuel, Music and Color, p.116
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coll ected in the wild. As a natur al foll owi

whet her the | isteners are required to posses

i n advance to enjMeyp s @admuusnidce risitkaendhe or ot he

woul d do. He®e oips nMeosns iomnernt hi s subject:
Knowing the bird and the | andscape | wan:
pl easure for the |Iistener who redirs@aowner s
t hgsn | ost in the back of& the méealding.n Mewe
t he musi cal result is théEreecagdi sbdet hesbi
may take pleasure in the music al one. Mo |
revealed on its own without identificatio
portraits of past centudrilesowreyeotf tchay as
to be crying out with |Iife and &eubhbaVvVeWe

seen becausne  NMhhese @Mve successful

That is to say, if the |listeners have an abi
recal |l their own, per sonal speci al me mor i es
enjoyment of the music ®kor wihéoluitstegepsiwho
Af tCeart al,o gMiees si ae nChcroanpoocsierd®&®i®¢ f or a huge or
which contains eighteen bird sounds, al | fr
t hecnont ithnmewmpose | arge scal ementecarsr asmngdhmebnitg
rarely composes birdsong works fphoraweonk® pi e
i nclluad eFaupaststee i(1Otdtlaa,uvet t e des97@aPdamées
esqui sses(H98®8bpseaord one piece of tCtambrhpnati o
Vitrail et (f¢esagbrmdesawx ndow and birds, 1986)
wind and percussion.

Il n this chapter, there is an exploration as
what the characteristics of his birdsong are
up to the pCatdailcda ghoer emfver , i n order to c¢o0mj
compoGbeirrsdsong, sever al pieces which invol ve
introduced. They play a |l ess important rol e
t han Mesds same.n

't is i mpossible to deny thatcibnatdisrogagmatsertih
Messiaen. That is why birdsong is the most o
his | ife. I't seems that the periodgpebetwe eorf

MessiBaen rdsnomg. t he birdsong wabks®)] ubrpeceaha
t h&at al ogueéehe work which the composer hi ghl
birdsong accurately and beautifully and is r

69 Samuel, Music and Color, p.96
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Before going strabigrhds dmg eatmainiegllmemnl |  di s c
t he foll owing ash ap a@ds cvaepses/i haaebni t at t o pr o\
suggestions as to why Messiaen wadgiirmtsemegst
mat er i ailss hinr ds ohlyi smuwii Icl acknowherdgedt be v
| ascdcape in birdsong by Messi aen.
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CHAPTER II

LANDSCAPE IN MUSIC



Chapter 2

Landscape

Il Paysage
Le lac comme un gros biju bleu,

La route pleine de chagrins et de
fondriéres,

Mes pieds qui hesitant dans la

In Music

Il Landscape
The lake like a big blue jewel,

The road is full of pitfalls and
guagmires,

My feet falter in the dust,

poussiéere, _ _ _
The lake like a big blue jewel.

La lac comme un gros bijou bleu. _ )
There she is, green and blue like the

Et la viola, verte et bleu comme le landscape!
paysage!
Between the corn and the sun | see her
Entre le blé et le soleil je vois son face:
visage:

She smiles, her hand up to her eyes.

Elle sourrit, la main sure les yeux. ) ) ,
The lake like a big blue jewel.

Le lac comme un gros bijou bleu.

From Poémes pou Mi, song cycle
(1936)7°

Landscape, that place where birds live and sing, is one oMessiaend three loves (God,
human, nature) that are repeatedly presented in his music. The lyrics of this song,
titl Bdy a flgra€cape), are filled not only with his love for his first wife, Claire
Del bos but with amagat!| refl eagengd®etichet

70 Translation from Sherlaw Johnson, Messiaen, p.56

71 Hill and Simeone, Oiseaux exotiques, p. 66
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summer house was locatednear Grenoble in the French Alps. This also demonstrates

that Messiaen has long been attracted by to nature/ landscape.

Messiaend6s | ove for nature started when he w
wrote a vol ume olfd @noeeteny ,0b odulrtitgetd®eocdl | 6 ¥2n  Bud)
and it served to motivate him in relation to both nature and music. Her works inspired

him and influenced in his music which contains birdsong. According to her letter to

her husband, Pierre Messiaen, (Olivier) Messiaen appears to begin showing an interes

in nature.

With Olivier | leafed through L 6 ©me en .bolutr@se ofnor you, I
with its bees and grasshoppers. Mu mmy ,
Shakespeare. Like him, you have suns, planets, ants, and frightening skeletons.

| prefer things which are frightening. 73

Heref ol | ows Messiaenbdbs reference to nature wh
which he began writing down birdsong.

As with music and faith, alwaysé. my memc
or fifteen, when | used to stay in the Aube region with aunts who owned a

rather quaint farm, with sculptures by one of my uncles, a flower garden an
orchard, and cows and hens. ¢é The Aube <co
simple: the plain, the big meadows surrounded by trees, magnificent sunrises

and sunsets, and a great number of birds. It was there that | first began jotting

down bird songs. 74

After meeting with Del amai n Bsumwountlifgs@rds Me s si
became deeper and more professional, while at the same time his interests in musical
experiment 7> seemed to get lessen. As his interestsin birdsong grew further, he

72 There is no dedication in the first edition (1910) but it has dedication to Messiaen after her death
posthumous (1929).

73 Hill and Simeone, Oiseaux exotiques, p.10

74 Samuel, Olivier Messiaen Music and Color, p.33

“Messiaen invented amgdiager secrthusfiscalode of | imited tr
and intensities, various chords and so on. He al so
new musi cal ideas | i ke other modern composeltarbwd ap

prevalent during the period bet wieheen EXOMer iamén t1815 1P e rwih
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started to observe nature as a whole,where birds live and sing and of which he had
been fascinated throughout his life. Messiaen explained the reason why he converted
from his technical theory to one that was more based on nature, as per hisprogramme
noteaboutCat al ogue ind@®:i seaux

Nature, birdsong! These are my passions. Theyare also my refuge. In

mel ancholy moment s, when my usel essness
what else is there to do except search for the true face of Nature, forgotten
somewhere in the forest, in the fields, in the mountains, on the seashore,

among the birds? For me, it is here that music lives: music that is free,
anonymous, improvised. 76

For Messiaen, nature is a great wellspring which is full of sound. According to Hill,

Messiaen is such a person inspired more by the wild, and his papers (cahiershre filled

not only with birdsong but also with squiggling of all kind of birds and landscape. 77

Hi | | al so states that Onature was his gr es
imitations, his expression suffused with enchantment as he recalled the settings in

which he had colfBected their song, é6

Messiaen spent his spare time devoted to researching birdsong in nature: during

weekends during the spring he escaped to the forests on the western edge of Paris and

during the summer he visited his holiday house at Petichet. He travelled throughout

France and abroad to teach music at the music schools and attended concerts of his

music. Visits to his wife Claire Delbos at her nursing home in La Varenne on Sundays

were of crucial importance to his composing as it allowed him to notate birdsong while

he was there.In his interview Matthew Schellhorn mentioned that Messiaen made "no

distinction between noise and sound i the sounds of wind and water, or mountain
streams and wat er f al I"Forhilitlis, atsmpmedgecti t ut ed musi

76 Guide du concert, 3 April 1959, p.1093, requoted from Hill and Simeone, Messiaen, p201

77 Hill, From Réveil des oiseauxto Cat al ogue Meéwd is&ahier&de notations des chants
d 6 0i s1®52-5Xfrom Messiaen Perspectives ledited by Christopher Dingle and Robert Fallon, p.143
(Ashgate, 2013)

78 Hill, The Messiaen Companion, p. 274

]l nterview with Matt hew Sc lthe freedoro of birdsany,cqquoted floile s si aen ar
Fifteen Questions, www.15questions.net
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€ nature never displays anything in bad
lighting or coloration or, in bird songs, an error in rhythm, melody, or
counterpoint. 80

As mentioned in Chapter 1, there are many composers who argascinated by birdsong.
In the same way, there are many composers who were interested in landscape and
nature. And in a conversation with Samuel, Messiaen directly mentions several
composers, such as Berlioz and Wagner, who were captivated by mountains, ad
Debussy, who was fascinated by water 8 cl oud:
There are other composers that can be added to the list: Liszt travelled to Italy and
Switzerland aAdn@®&eanpdes e ddYe#re of iPilgengaged which
describes the scenery with the inspirations during the voyage. Ravel, who loved water,
compodedx 6@ 6(Rau h in this piecd, not only describes water but adds
his emotions. RaQ@redi fram Gaspard detaNoitsd% Messiaen also
composedseveral pieces which portrayed only the landscape. For instance, irPréludes
there are two pieces that depict landscapes: No.2Chant d'extase dans un paysage
triste (Song of Ecstasy in a Sad Landscape) and No.8Jn reflet dans le vent (A
Reflection in the Wind).

As mentioned previously, it is not hard to find musical works related to birds or nature.
However, the most distinctive features of Me
when considering the coexistence of habitat and birdsong. The greatest intigue is
found in the organisation of them and the way he expresses landscape, which obviously
does not have actual sounds as musicOf course, it can be said that wind and water do
in physical action create sounds, although it would probably be more appropriate to
consider it as noise rather than sound. Messiaen organises landscape as one othe
structural elements and one of the devices with which to distinguish birdsong in music.
Needless to sayit is hard to search for music that has been treated equally in terms of
both birds and habitat together in one piece by other composers. There is one example;
and we turn to Bartok, who Messiaen was influenced by and composed several pieces
associated with birds and nature. Bar t - k6 s | &yespecially his attactione

80 Samuel, Olivier Messiaen: Music and Color, p. 33
81 jbid p.97

82 There are lots of orchestral and vocal pieces about landscape but here only piano pieces are listed.

8 Bartwtiodks using birdsong and nature together form 61

suite (1926), the third movement of the String Quartet No.4 (1928), the second movement of Piano

Concerto No.2 (1930-31), Music for Strings, Percussion and Celesta (236), Sonata for Two Pianos and
Percussion (1937), O0El egiad from Concerto for Orches
Concerto No.3 (1945). On particular note at the begi
calls and noises of insects are presented, which may have influenced Messiaen himself to add noises of

frogs and i nsect s LaRousbkerobe effaivattelés of nCgdalpguee c e 0
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with bird calls and insects is relatively less known than Messiaen. Bartdk travelled to
collect and record folk songs with an old-fashioned heavy recording machine like
Messiaenand Yvonne did.

In this chapter, | will examine:

The motivations for adding landscape into Me s s i Aairelsorig $nusic

The i mportance of | andscape in Messiaenos:s
The evolution of the process in effecting the transition from nature to music

The features of landscape whichhave effect on birdsong

1. Motivations

When Messiaen heard birdsong, he considered it to be genuine music. Additionally,
when he finished the Réveil des oiseaux, he assured that the birds were the real
composers84 At the same time Messiaen refers for the first time to his new birdsong.

For the piano pieces on birds, notate the rhythms and silences within the
sounds of the forest, which make the environment within which the bird
sings.8s

Laszlo Somfai and M.A. Harley mentioned the similarity between Messiaen and Bart6k in their b ooks.

Laszl o Somfai, 60 An a lkytsi cRPaila ndotYeesarono fBalr%t2 6 6, Studi a
Hungaricae, 26(1984), p.8 Harley, Bar ts- ks s ay , 6Natura Naturans, nat ur a
Nature Music | di omdé, St uHungariche36/3-4(@995),p.i38la Academi ae

(Quotedfrom Chi at , Ol i vsi eQa thelsosg ugee redd6 e rsfeaarume r 6 s-9)per spectiv
84 Hill and Simeone, Messiaen, p.208

85 Cahier 23086, p.7 made on 12 July 1953, quoted from Chapter 7Réveil des oiseauxto Catalogue

déoi sedMex sGaheinedrss de not at i on,d9545 by Petér &ith frosm MdsSiaen s e a u x
Perspective 1: Source and Influences edited by Christopher Dingle and Robert Fallen, p.152 (Ashgate,

2013)
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When he travelled to several countries to collect birdsong, he always took pen and
paper.| t was a f or m toowrite dolvn Hirdséng ongaper stiaighd from
nature:

| make one notation on the spot with all the variations, and my wife makes a

tape recording which is less varied than mine, but which captures everything

exactly. Then | make a second notation from the tape recorder which is more
exact but | eSod alveaysthave myi notationg, érle exact and one
more artistic, and | mix the t wo.86

Sherl aw Johnson mentions that 6composition
throughout the different regions of Prance
There is no wonder that anything he felt, saw, heard and smelt during the journey has

an effect on his compositions even though t
collecting birdsong. In other words, it is neither listening to audio nor watching

scerery at home, but physically going out into wild, itself, that should have the full

effect on his music.

According to Sherlaw Johnsonés c¢ | as sbirdsang mdteriad musedoir non
Catalogue, there are five groups:#8

I.  Mode: twelve-tone. Rhythm: (a) Greek of Sharngadeva
(b) Permutation series
(c) Free
[I.  Mode of pitches, durations and intensities
Il Modes of limited transposition
IV. 6Turangalilad motives

V.  Colour-chords other than those in groups | and IlI

These groups will be explored in greater detail in Chapter IV Analysis of landscape

86 Roger Nichols, unpublished interview with Messiaen, 1978, quoted from Hill and Simeone, Messiaen,
p.208

87 Sherlaw Johnson, Messiaenp.116

88 |bid, p.136-137
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In order to collect birdsongs, Messiaen had to go out to nature to listen to and notate
birdsong directly and this operation plays a significan t role to the composition of his
birdsong. In such anatural setting, itis reasonableto assumethat the composition was
affected bythe ¢ 0 mp o wnregpsrience of the genuine habitat where birds dwelt,
flew and sang. In fact, the journey itself was a source of inspiration, providing him with
the astonishing views of the blue sea, cliffs, terraced vineyards, woods and permanent
snow. These features and more became the base of the pieces fromCatalogue

)l

déoi seenaudelMed | é, lkebreaudu et a n deeTéaquét stapazin .8°

Hill refers to the importance of landscape as follows:

7

He relied always on observareasamiheplamde 01 |
is important to his music i and the pieces of theCatalogue are as much about
the landscapes of France as about the birds that inhabit them 0

From Hill ds st at e meoarMessiagrelandseapeamd his feetingsfar h at  f
the nature as awhole are as important as the birdsong itself. In particular in Catalogue,
landscape playsa highly significant role. There are a whole range of birds that sing at
night, during the day or at dawn, in the mountain, desert, field or at sea, in April, June
or July i birds usually sing between spring and summer. Thus, it is not an exaggeration
to say that birds sing not only because of the surrounding landscape and time but also
for any multitude of reasons, including mating calls.®! If Catalogue was composed
without all these non -birdsong materials, it might have been difficult to recognise the
piece as solely one of the great repertoires for the pianist. One mightsupposethat were
Catalogue composed without non-birdsong materials, it would likely be much shorter,
and simpler such as that found in later birdsong pieces for solo piano such aslLa
Fauvette passerinette (the Subalpine warbler, 1961 92, La Fauvette des jardins
(Garden warbler, 1970)%3 and Petites esquisses d'oiseaux(Small sketches of birds,

89 Samuel, Olivier Messiaen: Music and Color (1994),p.35

% Hill, The Messiaen Companion (2008), p. 326

91 Messiaen contains notonlysongf or | ove but al waduddpiliai)gSeescoredfa nupti al o
Bouscarle from Catalogue.

92 There is one more birdsong work for solo piano which is La Fauvette passerinette (the Subalpine

warbler. This piece was composed in summer, 1961 although it was uncompleted. It was found and

completed by Peter Hill and premiered in 2013. This is will be excluded in this study because Hill edited
it, and should simply be r egafodGatdlogaes anot her of Messi

93 The main bird is a garden warbler, although eighteen other birds are also presented. The birds sing
at the Dauphiny mountains of Isére during a mid -summer night and the following day. (from the preface)
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1985).94 In fact, the length of La Fauvette des jardins (app. 30minutes) is only than
one fifth 9 of Catalogue and is of a similar len gth as La Rousserolle effarvatte , the
longest movement of Catalogue. Petites esquisses d'oiseauxasts only 15 minutes, and
is one eighth of Catalogue. In these two works, landscape does appear, although its
role was noticeably and sharply reduced.

La Fauvette des jardins consists of only one movement andthere are presentations of
birdsé singing asichwes$ehtstahse |caonndpsoasEtpmEacevwdf a v o
visit, the mountain Dauphiny . In this work non -birdsong material is still presented yet
the overall impression of his feature wasweaker than that found in Catalogue.

Each movement that excludes IV La Grive musicienne from Petites exquisses
d 60 oi sstaguwith complex chords before birdsong appears. According to the
preface, the chords progressionpresents colour changing as non-birdsong material.
For the blues, reds, oranges and violets Messiaen uses transposed reversal chorés
and in order to add more violent or delicate colours, chords with contracted resonance
and chords of the chromatic total are applied. Of particular note is that most of the
chords and notes arearranged in treble clef exceptfor a few chords or notes. That is a
strong indication that birdsong plays the main role in this piece, in contrast with the
harmonic chords as non-birdsong material which play aless important role. There are
examples of this contrast in Le Rouge gorgeand Le Merle noir. (Ex 2-1 and Ex 22)
Kraft reports that Messiaen used natural sound to accompany his birdsong. As an
accompanying part plays an important role in song works, background music should
al so not be underval ued. DBeémakedigmssibldferbimi aends
to describe non-birdsong material which does not have sound such as the landscapes,
fragrances, colours and the passage of time% It also supports the reason why
Messiaen apples nature to his birdsong music.

94 Composed of six short movementsand dedicatedto his wife Yvonne Loriod. Three pieces are devoted
to Le Rouge gorge (robin) and the other three pieces appears alternately with the robin

9 The running time varies due to several popular recordings of Catalogue. Pet er Hi |l lWis ver si
130 minutes, Pierre-Laur ent Ai mard i s about 150 minutes and Anat

% TRC (transposed reversal chords) are the chords that Messiaen developed for his music. The
explanation and the examples are attached in the appendix.

% Messiaen mentioned dl see colours when | hear sound
colours intell ec tFomaHdwOliviei Messiagn HeaedandColor by Geoffrey Brown,
25/01/08 Times newspaper) That statement proves that Messiaen has synaesthesia. However, it is still
debated among schol ars, andtybbeesdormlesivdlyconirmed.ae st hesi a h

98 Kraft, Birdsong in the Music of Olivier Messiaen, p.17

36



2. Importance of Landscape

One of the most important components to observe in the Catalogue is the landscape.

The habitat cannot be separated from the birdsong because bird calls are varied

depending on the variety of time and places in which it is found; even if they are the

same kind of birds, it makes a difference from the other pieces.

Messiaen insisted on the reasons why Onature

Thereareat housand ways of probing the future
not forget that music is a part of time, a fraction of time, as is our own life, and

that Nature, ever beautiful, ever great, ever new, Nature, an inextinguishable
treasure-house of sounds ard colours, forms and rhythms, the unequalled

model for total development and perpetual variation, that Nature is the

supreme resource?9

For Mes s i ae mMaturdabdresants rfotoonlyemusicdl material but also serves as
a musical device through which there is a plentiful supply of a variety of birdsong.

In the conversation with Samuel, Messiaen refers to how the background affects the
birdsong:

~

fné free songsé generally (birds are) pro
dying Iight. Tih thes Jura Bnbegpecially gifted somgl thrush,
whose song was absolutely brilliant when the sunset was very beautiful with
magnificent red and violet lighting . When the colour was less beautiful or the
sunset was shorter, the sthrnuseh editPindgt tshier

Because birdsong is changed by time and places, music can be enriched and vail by
non-birdsong resources. Messiaenreferredtot he 6 gr e ad® of differerd arsas t y 0

Y Requoted from Dingle, 6The Lif eCanferenbbeds Bruxellesnd p. 137,
prononc e 7 Inteth&@ianpl@de Bruxellesren 1958 (Paris: Alphonse Leduc, 1960), p.14

100 Samuel, Olivier Messiaen: Music and Color, p.86

101 Quoted from ibid, p.86
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Indeed, the difference is considerable according to thespecies; first, according
to the species of the same habitat, and, finally, on a larger scale, according to
the same species throughout the world 102

From the view expressedabove, we can notice that even the birdsof the same species
sing in a different way in different regions. It also proves that birdsongs are affected
by landscape whereby the habitat gives variety to the avian calls. The result is that
adding non-birdsong sourcescan beone of the methods to make birdsong music more
diverse. In order to listen to more beautiful birdsong Messiaen seems to travel directly
into the wild and collect it at specific time at certain places. The statement below
supports this.

Messiaen also mentions the difference with listening to birdsong in woods:

I f he (a |istener) was taken to the edge
the beauties of light, the perfume of dew on the leaves and on the grass, the
perfumes of the fl owers,; hedd haape an el
scent, colour, and thermal sensation, which would render the aural
phenomenon very natur al for hi mé Al so, i
songs in nature gives®® hem minimal attent
From these quotations, we recognise the importance of landscagg i n Messi aen

birdsong works. Messiaen once again insists that birdsong is changed by the
surrounding landscape.

The reason why non-birdsong is important is that landscape here plays the role of
structure. For instance, very loud chords constructed by the twelve tone are used to
describe diverse mountain sceneries: glacier of the Meije (e glacier de la Meidje) at
the beginning, the fallen logs around the warren of Saint Christophe (chaos de blocs
écroulés du Clapier Saint Christophe) in the middle, and the mystic stone circle of
Bonne Pierre (Cirque fantomatique de Bonne Pierre ) at the end of the first movement,
Le Chocard des Alps.These three sections are called
0 E p 3% leydlessiaen and are distinguished from strictly birdsong.

Moreover, by juxtaposing birdsong and landscape, birdsong becomes radiant: usually
birdsong is arranged in a high register with a single melody line and is fast-paced. On
the other hand, non-birdsong is organised in low register with various chords.

102 |pid, p.86

103 |bid, p.132

104 They are poetic terms originated from Ancient Greek tragedy and Messiaen borrowed the concept

for his music and it is also used in Chronochromie.
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For this study, Catalogue is the main work under discussion and the landscape is the
most distinguishable compositional feature, in contrast with other works. To present
landscape, Messiaen takes his veous musical language and uses it to mimic
instruments or express colours, the overall efforts and effect being that Catalogue
becomes a truly special piece.

In Quatuor pour la fin du temps (1941), Messiaen indicated a specific time (between

three and four o0o6clock in the momRévelndegs)
oiseaux (1953) was the first piece that portrays a time flowing from midnight to
midday.

Messi aends c a hwithenotsonlyamusic biitialsd wodds which describe

ounfamiliar | andscapes of Japan or Ut ah,

and s uU% Bheytsldow that he started to collect both birdsongs and landscape at
the same time. In fact, only birdsong is transcribed on the manuscript papers, whereas
there is no music for landscape transcribed when he was in the wild. He seems to write
down the single melodic line of birdsong which represents his first hearing of the

sound, together with sketches of the landscape which are his first visual impressions
of the scene, with some comments.

This may be because the landscape does not possessusical sounds but it does have
shapes or movements. In order to transcribe landscape into music, therefore,
imaginatio n is needed so that the procession is quite subjective compared to birdsong.

That i's why Messiaends writing of natur al

considered to be one of his most unique characteristics when assessing how he
differentiate his bi rdsong music from other birdsong or pieces which represent natural
landscape.

In order to explore how Catalogue was processed | quoted and edit@ the Fig 2- 1 from
Chi at 6 s t-hiefeamssus wh& Mapsia2n did between 1955 and 1959 during his
birdsong period. It also shows us the exact places where Messiaen listened to and
collected birdsong and the dates when the birds were singing.Messiaen made a short
note to capture the landscape, such as ponds, lakes, Mediterranean coasts, mountains
and so forth and translated it into music in Catalogue.

Fig 2-2 is drawn on the evidence of Fig 21 and shows how the journey had proceeded
when Messiaen was collecting birdsong. Here we can observe that Messiaen travelled
to collect French birdsong between 1955 and 1959. He spent a great deal of time
wandering around the mountains in the south of Fra nce, as well as the south and west
seaside areas.

105 Hill and Simeone, Messiaen, p.204
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Fig2-)Dat es

and places of

Me s si ae nCatalogege®d | ect i o

Date Place and Event Related movement in
Catal ogue dbo
1955 In the Solongne region (south of Orléans), La Rousserolle effarvatte
with its network of ponds and lakes and
among the marshes where Messiaen found
the reed warblers
1956 Second visit to the same place after the La Rousserolle effarvatte
April performance of Oiseaux exotiques
July First time experiencing the birds of Provence | Le Merle bleu and
and Mediterranean coast L6Al ouette c
Discovered the interesting landscape which Le Merle de roche
are strange shapes of rock at Les Baux
14 Jul Went to Paris, travelled via the Forez,anarea |LO0 Al ouet t e |
on the north -eastern slopes of the Massif
Central. On the way Messiaen heard a flock of
woodlark.
6 Sep Second trip to Ouessant Le Coulis cerdré
1. Le Chocard des Alps
Early Composed six piecesofCat al ogue ¢2. L&louette lulu
1957 3. La Chouette hulotte
4. Le Loriot
30 Loriod gave the premiere of these six g td\lcc:)uetlt.e calrc]adn(J,IreIIe
March movements at a Domaine Musical concert. - e Lourlis cendre
Went to Orgeval
April On the way, Loriod and Messiaen visited La Bouscarle

Chartres. At Gardépée, he discovered a
numbe warldefs6 6 Thi s trip
i nspired LlaiBonu ¢ © @amstlee 6 0

banks of the Charente.

106 Quoted from the thesis by Chiat and edited to make proper to my subject, p.20-22
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Sketches which have

Late Travelled south to the region of Perpignan some notation
June where he explored with the ornithologist contributed to Le Merle
Herni Lomont . Saw rocky coastline near bleu, Le Traquet stapazin
Banyuls. and Le Traquet rieur .
28 June | Cirque de Moureze Le Merle de roche
Summer | Petichet Reworking La
Rousserolle effarvatte
which grows from 14
minutes to 32 minutes.
1958 Collecting birdsong i South through central
End of | France, via Issoire, Saint Flour, The Gorges
March du Tam, Millau and Beziers, to Banyuls on the
Mediterranean coast south of Perpignhan
Late Returned alone to Banyuls, enchanted by the | Later stage ofLe Merle
May scenery of Cap Béar and Cap Rederis bleu
and Le Traquet stapazin.
End of | Set off south, research the birds of Causse
summer
26 June | Arrived at Mont Aigoual, the highest peak in
the Cévennes
Loriod accompanied Messiaen on his
birdsong voyages with a tape recorder
End of | Showed Loriod new pieces Le Merle de rocheand
summer Le Traquet rieur
Early Loriod had six new pieces to prepare Le Merle bleu, Le Traquet
1959 stapazin and La Buse
variable
PremiereofCat al o g u e atdh 8alles €
15 April | Gaveau
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1) Examination of Nature

As mentioned in chapter one, nature is one of the most important themes in his music.
Needl ess to say, Me s s iisaleeplydredated to hisdaveeo$ tature.n b i r d

Nature, such as oOowind and the waves of the s
rhythm, frequently gives off essential effects in the birdsong pieces.19?7 Messiaen
hi mself said that &énat eran has beensvenauseafuato mye | | ou s

w o r R8AVloreover, he suggests that there is no distinction between the sounds of
nature such as wind, water, streams and waterfalls, all create music.

For Messiaen the natural world, that God created, means more than realty; it is a more
completed reality than the artificial world that man has made. 199 He records his
perspective on nlaeGudeduContertfBiAgril 1859t i cl e 6

€ when | s u d daward of mybowrc fatilitye when every musical
idiom - classical, oriental, ancient, modern and ultramodern - appears to me
as no more than admirable, painstaking experimentation, without any ultimate
justification, what is left for me but to seek out the true, lost face of music
somewhere off in the forest, in the fields, in the mountains or on the seashore,
among the birds.110

His love of nature compelled him to become even closer to nature, to meet the vastness

of landscape and observe the habitat for himself and in great detail. Taken together

with all of his own musical language, he expresses his love of nature, that is, loveof

God. Therefore,f or Messi aen as such a believer of
deserved to be an important element with which he could express his love of nature.

107 Sherlaw Johnson, Messiaen, p.116
108 samuel, Music and Color, p.35
109 Sherlaw Johnson, Messiaen, p.117

110 Requoted from Sherlaw Johnson, p.117, quoted by André Hodeir in his baok Since Debussy (trans.
By Nigel Burch), p.117
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2) Enhance ment of Birdsong

Let us suppose that there is a listener who has littleknowledge of birds and has rarely

heard a birdsong because he lives in the big city without woods or parks nearby. He

may not recognise exactly what sort of birdsong Messiaen intended to describe, but he

may notice which part concerns birdsong and which par t does not . Me s
birdsong has developed and progressed throughout his years (in fact throughout his

whole life) so his take on the bird and its song has its own character as well as
possessing a tr astyjletoiseaux)d!t Birdslsingrfagt orsstary slow éand (

get faster with a high registered single line or octave. Added notes and dotted rhythms
satisfy Messiaends |l ove of rhythmic freedom
chattering and flickering sounds. All of these devices give insight into birdsongs to

listeners, while low registered slow chords, simple rhythmic patterns, and steady

speed are used for nonbirdsong materials. There can be one exception causing
confusion between birdsong and water due to the fast asceding and descending
movements with cresc.and dim.

In Ex 2-4, the 1t Cochevis de Thekla(Thekla lark) has a shape of E-Bz-Az-Ez which

is similar with water in Ex 2 -1 and similar shape ofcresc. and dim. The beginning of

the water figure looks like birds ong yet the ending shows a traditional water shape like

wave which concludes with a ofter descending pattern. (Ex2-3)

Ex 2-5 looks like there is an interruption of birdsong (the second bar) between waves

yet it is still one continuous wave. It is a traditional bird -style with stressed short notes
finished shortly and here Meuwwt) ahe whippedt ual | vy
pattern seems to represent dropping or splashing water.

Guillemot ( Guillemot de Troil ) (Ex 2-6) hassimilar shape of Dr-Ez-Az (C-E) -B# to that

of a wave (Ex 27) and also of the ascending and descending ideas wittcresc. and dim.
However, the wave movesist er (A=176) and is placed in
gui | I e mxThe Igsthbard of both Ex 27 and Ex 2-8 have the similar shape of

Dz- C3- (F3) - C#- (G7- F#- A%- E2) - Ez in the same tempo and range, even though one

is a wave and the other is the guillemot. This means that water is the element most

closely associated with birdsong among nonbirdsong materials. This shows that

Messiaen did not always add big differences betveen birdsong and non-birdsong. By

adding little changes into the music, the work subtly identifies the diversity of sounds.

Aside from a few exceptional examples, Messiaen juxtaposes landscape at the
beginning, between birdsongs and at the end, and it provides excellent points of
comparison, allowing us to divide them easily so that it does adorn only to birdsong.

M The t estymoisedux6é i s used for the features which is unl s
or sounds like birdsong. (Hill, The Messiaen Companion, 2008, p.250)

However, it is not too difficult to recognise which one is birdsong or water.
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Messiaen uses dynamics to make big comparison between birdsong and norbirdsong.
Commonly bird calls have weak volumes so that the range of véume could be wider
from ppp to fff . The loud unfamiliar chords for landscape give more focus on the soft
melodic birdsong with splendid grace notes. That is to say, Messiaen adds landscape
for the sake of demonstrating the variety within the birdsong.

3) Painting of Musical Sound s

While birdsong is expressed in vivid, short and rhythmical timbre to imitate the real
birdsong, the non-birdsong material excluding water is noted slowly with exaggerated
and lengthened notes. It is difficult to create smooth phrases in the landscape sections
due to the unexpected directions and irregular phrase shapes that the composer has to
contend with.

In interview with Claude Samuel, it is clear that Messiaen considered the habitat as an
important source of material and strove to depict it accurately. On the Catalogue,
Messiaen says:

| have tried to render precisely the typical song of a region, surrounded by
those of neighbouring habitats, as well as the singing at different hours of the
day and night, accompanied in the harmonic and rhythmic material by the
perfumes and colours of the countryside in which the bird dwells. Personally,
| am very proud of the exactitude of my work. 112

Claude Debussy seems to know that nature gives a colour to music and that there is a
connection between sound and col thanlisteningTo s ee
to Beethovenods P #3sMessinen,lwhognsigets oofoyr asoone of the

most important factors for his composition, may need to paint his birdsong with

nature. Like stained glass which needs light to make fabulous colours, the compser

actually labels colours where he needs them.

112 samuel, Olivier Messiaen: Music and Color, p.94
113 |bid, p.36
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4) Add ing Reality to Art

Each bird has a different habitat and sings in different circumstances. Messiaen tried

to be as scientific as an ornithologist as well as artistic as a composet!4 In other words,

he remains being balanced between focusing on birdsong, which needs more of an
objective view, with landscape, which places greater emphasis on the subjective view.
Compared to earlier pieces such as thd.a Colombe (Dove),11> we notice that birdsong

has been describedin a more realistic way. (Ex 2-9)

During the various journeys to collect birdsong, he hears birdsong from specific areas

and at specific times. According to the interview of the fifteen questions with Matthew
Schellhorn,hest at es t hat Messiaends music has a

In particular, | have visited the areas of France that inspired the Catalogue
d'oiseaux and also La Fauvette i the Meije Glacier and the Dauphiné (Isere),
for instance. Here, | have got a feel for the landscape;l have seeni and heard!
i the environment that has inspired this music. Perhaps | have heard some
descendants of the birds Messiaen himself heard16

This explains the feeling of a perfor mer
subsequently listens to real birdsong. He feels it is very similar and familiar, when a
performer who plays Catalogue is in the actual place which is described in Catalogue,

and when that performer hears the music which Messiaen himself listened to. It seems

that the landscape is the path takento connect the composer with the performer and

the audience. This reminds us of the significant role that landscape plays all
throughout Catalogue.

Even with a single source material, Messiaen presents it in different way according to

the state, ti me or |l ocati on. For i nstance,

r

like to classify it into several varieties to express differentsoundss uch as 6seab,
owaved, which itself has various sounds depe

114 Samuel, Olivier Messiaen: Music and Color, p.95

115 This is one case highlighting this lack of reality and he is only concerned about the making of the
mood with veiled sonority ( d 6 u n e gé&s prwaloppéd®See Chapter | Birdsong

116 This interview was published in December 2012 on 15questions.net:

http://www.15questions.net/interview/interview -matthew-schellhorn/page-1/and Schel |l hor nds

page: http://www.matthewschellhorn.com/press/messiaenandthefreedomofbird  song/
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http://www.matthewschellhorn.com/press/messiaenandthefreedomofbirdsong/

the seab0. The pianist Anat ol Cdtglaguesdierstowho r e
water below.

For the sea, like all other natural phenomenon, hasits own way of sounding in
Messiaen. There are a thousand examples of the sea in music, from Debussy to
Rimsky Korsakov. You can usually expect to hear some kind of wave movement,
an arpeggio or something like that. But the sea sounds different for Messiaen,
like short, hard, firm knocks, for example. Or pointillist, in separate, flashing
droplets; the way a wave runs back, or the way the wave strikes a rock, the way
the spray flies up or shines in the suni we all know it really. Yet it has nothing

todowi t h i mitation. Messiaen doesndt compo
sea, and thus something of the platonic idea of the sea itself, which is
represented in the sound. Someti mes he dc¢
and t hen it 0 sForpexamplesifydu siim endes water for a while
you get a particular sound in your ears.
And thatoés exactly what is heard i n Mess

And sometimes the water sounds happy, sanetimes melancholy, and then at

other times the chords are as sharpedged and cold as blocks of ice knocking
against each other. How can there be sou
secret117

The water examples are found often inCatalogue so will be observed more specifically

in Chapter 4 Analysis of Catalogue.

Further non -birdsong material which needs to be considered is the concept of time.

Here, seasons, a type of time, will be considered and time will be examined in detail in

the section discussing time in Chapter 4. In general, time affects the birdsong. Even

though it is the same kind of bird, the bird sings differently or does not sing at all
according to the months and time of d®¥y. Mes:s
Messiaen states:

117 Quoted from Chiat, p. 27-8, DG 493251-2, taken from CD notes- conversation with Anatol Ugorski
on 13 May 1993, transcribed by interviewer Eleonore Buning (translation: Mary Whittall).

118 Samuel, Music and Color, p.93

Schell hron, article 6Sunsets and Si | eQacteasl:o githee. dPéacsissagy:
This article is adapted from a talk given at the London International Piano Symposium hosted by the
Royal College of Music, London, UK, in February 2013
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The best time is spring, the season of love the months of April, May, and June.
The best times of day correspond to the s

~

six o6clock in the morning in theloadkont h o
in June; and setting around seven ob6cl ocl
o6clock amdhevenmy hnnéune. é when you hear
noon and one o6clock é everyone is silen
Finally, winter co me s : no more singing. € That | e :

birds start singing again. 119

Fig 2-3) ThemonthsinCat al ogue12d6oi seaux

Month Volume Title
End of April IX La Bouscarle
May X Le Merle de roche
Xl Le Traquet rieur
June [ Le Merle bleu
End of June I Le Loriot
\Y Le Traquet stapazin
July VIII L6Al ouette ca

TheFig2-3si mply shows us when birds are singing
seasons. In other words, we can notice which birds in Catalogue are affected by
time/season and the season of love, spring and early summer is the best time to sing

for birds.

This also helps us to understand the natural settings which is suitable for the seasons.

We can imagine the scenery according to how the seasons change such as the green

118 Samuel, Music and Color, p.93

120 Adapted from Ibid
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field in April, colourful blooming flowers in May, woods with lush vegetation in June
and dazzling sunshine in July.

In the cahier which is noted from the Black Forest, on 6 October 1953, we can find the
list of birds categorised according to landscape and among them twelve species that
appear in Catalogue:

Birds of the high mountain: ch ough

Birds of the vineyards: linnets and ortolan bunting

Night birds: tawny owl

Tropical birds: shama, Indian minah and white -throated laughing thrush
Sea birds: curlew

Birds of the reeds and ponds: great reed warbler

Birds of the pine woods: willow warble r and great tit

Birds of the cornfields and open sky: lark

Birds of orchards and woods: blackbird and robin

Birds of the oak trees: golden oriole

Birds of gardens and parks: blackcap, garden warbler, starling and chiffchaff
Birds of the copses: robin

Birds of the woods: green woodpecker and great spotted woodpecke¥1

This categorisation informs us that his birdsong is bound with specific landscapes and
will be observed in particular in Chapter 4 Analysis.

In the following composition, Chronochromie (The Colour of Time, 1959-60) for
orchestra, the importance of habitat is less important whereby Messiaen blends all
birds from different countries even in the distance. It is not realistic music any more

but a genre that <coul di bé wonki ddeesedi aenodna

121 Hill, Messiaen, p. 210-211
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the memory of the birdsong in his imagination rather than engage in the activity of
going out to collect it himself.

Up to this point we have discussed in detail the reasons for the existence and the
importance of landscape i n Messiaend6s birdsong works. TF&
Cat al ogue ingéneral and manexspecifically in terms of landscape.
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CHAPTER Il

CATALOGUE
DO OI SEAUX



Chapter 3

Cat al o goiseauxd 0

Before analysing the landscape ofCatalogue in detail, it is well worth examining
Catalogue in general in this chapter.

During his interview with the newspaper France-Soiri n cel ebr at iton of
birthday, Messiaen refers to his deep admiration of birds. It was an unpredictable

answer.

M: The birds.
F: Excuse me?

M: Yes, the birds: |l 6ve | i stened to them
notebook in hand.

F: And to which do you award the palm?

M: To the blackbird, of course! It can improvise continuously eleven or twelve
different verses, in which identical musical phrases recur. What freedom of
invention, what an artist! 122

Catalogue was composed between 1956 and 1958 afteDiseaux exotiques (1955-56),
although its research truly originated in 1953.123

Between 1952 and 1960, a period in which Messiaen composed only birdsong pieces,
he was suffering in his personal ' i fe with
nursing home in 1953 which meant that he composed no work in 1954) leading up to
her death in April 1959. In addition, he had worries about his son, Pascal as well as
concerns for his own health. At the same time his work as a teacher at the
Conservatoire and as an organst at Sainte-Trinité church became a heavy burden
upon him. Nonetheless Messiaen composed as many master pieces during this difficult
time as in any other period. All the evidence suggests that birdsong is rightly an
absolute and essential part of his music and it would be easy to assume that he had
tried to overcome his melancholy with widespread use of that birdsong in his music.

122 France-Soir, 28 March 1948

123 Dingle and Fallon, Messiaen Perspectives |, p.144

52



One of the reasons for choosing birdsong might be that birds are regarded as symbols

of freedom because of their free singing syle and flight in the sky without any

limitation. Another reason why he appears to escape from modern life is that he did

not want to be so engaged with the modern world which is full of unnecessary
complications and str ess e gause Himdo think bfehe@s i | | n
6eternityd expressed by the bird which he r
messenger on earth. It seems to be a symbol of hope and a reason for Messiaen to keep
composing his music that he and his wife Claire could one cay meet in heaven.

At this point, there is one obvious question about the instrumentation: why does

Messiaen use only a piano inCatalogue? During the birdsong period, a flute and piano

duo is used in Le merle noir, then continues with orchestra and piano in Réveil des

oiseaux, and further wind ensemble and piano are used in Oiseaux exotiques and

finally only for orchestra in Chronochromie (surprisingly no piano in this work) .

However, a piano is the only medium in Catalogue. For Messiaen, the piano seems to

be one of the best mediums with which to imitate birdsong and describe landscape. It

is difficult to deny that the piano as a solo instrument is one of the most useful

i nstruments i n mimicki ngsingitsfast mavdment of scaldsy | e 6 s
and arpeggios. Moreover, it makes use of as wide range that covers everything from

the nightingale which sings rapidly in high register to the raven which sings in low

register with both hands laid on bass clef, and from waves in high to fear of night. Even

though piano is the most appropriate instrument with which to mimic birdsong, we

cannot avoid the question that it does not fundamentally sound like a nightingale, as

it essentially is a piano. According to Hold, the authenticity of how the actual birdsong

soundsis not an issue in Catalogue, rather more important is how the real birdsong is
sublimate into Messiaends uniquelnusic throu
Another very simple explanation for the use of the piano could be that Messiaen just

likes the piano and there with him is Yvonne Loriod who is able to play the
6extraordinary new 2% The reassndtherbfere coutdvbe,nmoe d .
specifically, perhaps more concerned with how he went out to collect birdsong in the

wi | d. Fr o m cdliersi,iitasectedr shat Messiaen started to describe the

scenery with birdsong transcription on paper. Besides, the length of the introductory

texts grew longer and the detail became more and more specified over time. At the

beginning of each cahier, the dates and places where he collected birdsong were

notated. The important thing is that Catalogue is the first proper birdsong work for

solo piano, and the reason why the landscape is portrayed in his birdsong is that use

of birdsong alone would not be sufficient as a masterpiece when compared to other

2 Trevor Hold, Messiaendés Birds: Music and Letters (1

125 Samuel, Music and Color, p.114

126 The cahiers which are owned by Peter Hill and photocopied by himself.
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birdsongs. In other words, the two hands can only represent the song of a maximum
of two or possibly a few birds, and the result is that there is a lack of sound and
harmony. Typically, birdsong is expressed as figures of high registered scales,
arpeggios, trills and single lined notes in rapid tempo rather than full harmonies. By
setting the landscape which is presented as forms of low registered full chords, scales
or arpeggios in slow tempo, the work could now include rich sounds and various effects.
(Ex4-10l,c horus of gr abk@Glhoypetetres Faloamdr el | e
For instance, Catalogue cannot become a great work until the non-birdsong is added
into the birdsong. As Messiaen has always denied being an impressionist1?’ he
pursues reality as his focus. As a result, he tries to create the most systematic structure
possble.

A natural follow -up question to the above is: why then do later birdsongs for solo piano
not include landscape, or why is that role extremely reduced. The later birdsong works
for solo piano present only birdsong, or alternatively present just a few chords to
present the mood or col our . These reasons
eagerness to present reality is weakened by combining birdsongs from different places
into one piece and he satisfies himself with more harmonised splendid birdsong in the
short works.

It is worth formulating a list to show the exact places where Messiaen collects the
specific birdsong, which assists in our understanding and imagination surrounding
the landscape which has a visual, rather than an audible, sense.

Geographically it is reasonable that he starts to collect birdsong from his own country,
France. He then goes on to collect birdsong from other countries and experimentally
puts the birds together, a quite surreal task.

Between 1956 and 1958, Messiaen composedatalogue which was premiered by
Yvonne Loriod on the 15th of April 1959. This collection of thirteen pieces, which
describe seventyseven varieties of bird and their natural habitat in France, is divided
into seven volumes symmetrically, using the longest piece of book four as a pivot:
312121328 as Messiaen was attracted to the palindrome arrangement such as non
retrogradable rhythms.

Any distinct movements of Catalogue can be selected and played in isolation because
there are no organic/structural relationships among the pieces, collectively rather just
being a collection of birdsongs. In contrast, Book Il is presenting night and Book V is
presenting day, so it could be a natural progression to perform both books
consecutively to show the symmetric permutation or comparison. However, it is not
easy for the listeners to recognise whichpiece presents day or night by listening only
to the performance, and without any previous instruction surrounding the pieces
beforehand. The preface which explains the natural settings provides the opportunity

2761 am a French composer , biunconwersatiorawiti-Reteriitl, lquotednpr es si o
from Chadwick and Hill, p.13

128 This refers to the numbers of pieces in each volume.
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to imagine the scenery but it is still vague and unclear for the performer exactly how

to present or express that section. For example, both night from L Alouette lulu and

day from L'Alouette calandrelle start with low registered soft chords moving very

slowly and both imitate larks. (Ex 3-1 and Ex 3-2 ) To represent ni ght
r e s on apppc ferdight hand and p for left hand), composed with five notes, are

used to describe the abundance in the empty darkness. For day, sparse chords,
composed with four and three notes in one octave, are usedwith pp for both hands.

This can be considered as producing a warmer atmosphere.

Fig 3-1 shows the materials used in theCatalogue yet all the birds, except the main

birds, are excluded due to the focus of the research which is the nonrbirdsong

materials. The titles are based on the principal b
Fig 3-1, and describes birds and their habitat withMe s si aends own musi cal
After what could perhaps be regarded as the golden age of programme music in the

nineteenth century, its notion of association with description and explanation became

less common and declined in esteem. However, inCatalogue, as programme music,

Messiaen indicates every moment very specifically with the exact colour and timbre he

intended.

Messi aends f i iadamecda Shalotts(1917), was for piano solo and the

piano is used most frequently in Messiaenos
asReéveil des oiseaux(1953) and Oiseaux exotiques(1955-6). Such reliance means that

the piano plays a si gmudicilcisaawell-knavh éact that Me s s i
Messiaen was an organist himself but the predicaments that he found himself in from

the 1940s made him use the piano as his major instrument.29 Moreover Messiaen

needs more identical i nst r unoeurdsfashordalssoupds o d u c e
than the orchestra which deals with each bird discretely. The piano, which has wide
dynamic ranges, Ogreat flexibilitydé and pl en

from tiny insects to enormous mountains, is the most suitable medium to satisfy his
requirements. 131

129 Hill, Companion, p.72 The situation was that Messiaen was in prison and there was an old piano
which was the only keyboard instrument and he premiered his piano quartet Quatuor pour la fin du
temps (Quartet for the end of time) for violin, cello, clarinet and piano (1940 1 41)

130 Sherlaw Johnson, Messiaen, p.128
131 jbid
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Fig 3-1) Landscape in Catalogue

Book | No. Titles Subjects Landscape
| | Le Chocard des Alpes | Alpine chough glacier, stone circle
1 I Le Loriot Golden oriole sun, morning, rainbow
[l Le Merle bleu Blue rock thrush sea, cliff, water, wave,
rock
2 IV | Le Traquet stapazin Black-eared vineyard, sea, field,
wheatear sunrise, sunset
V | La Chouette hulotte Tawny owl night, fear
3
\ L'Alouette lulu Woodlark night, calm
Vi La Rousserolle Reed warbler | Swamp noises, pond, sun,
4 effarvatte flowers, frogs, night, stone
VIlI L'Alouette Short-toed lark | desert, day, grasshoppers,
calandrelle cicadas, passage of time
5
IX Cetti's warbler | river, reflection of poplar,
La Bouscarle bank
6 X Le Merle de roche Rufous-tailed night, stone hand,
rock thrush rock formations
Xl La Buse variable Buzzard flight over the landscape
7 Xl Le Traquet rieur Black wheatear sea, wind, sun
Xl Le Courlis cendré Curlew wave, water, foghorn,

night and fog
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Messiaen himself gives the reason why he predominantly used the piano for birdsong:

The rendering of the timbre of the birdsong is particularly difficult. As the
timbre is determined by a greater or lesser number of harmonies, | had to look
for combinations of unexpected, reinvented sounds for almost every note of
each birdsong. On the other hand, the piano, due to its extensive register and
the immediacy of its attacks, is undoubtedly the only instrument capable of
rivalling the rapid tempo and the changes
such as the woodlark, the skylark, the garden warbler, the blackcap, the
nightingale, the song thrush, the sedge warbler and the reed warbler. The piano
alone is able to render the raucous or grating percussions of the raven and the
great reed warbler, the scarping of the corncrake, the howl of the water rail, the
barking of the herring gull, the dry and imperious struck -tone-like timbre of
the black-eared wheatear, the sunny charm of the rock thrush or the black
wheatear 132

Loo Fung Chiat also states her reason for such heavy use of the piano in her thesi&33
The composer seems to give more freedom to a performer as a soloist. In particular
when attempting to express nature, a solo instrument is a more appropriate medium
than the orchestra which is always controlled by a conductor.

In general, there are several ways of classification in Catalogue: by volume, by
chronicle, or by birds of similar specie or from the same regions. There are some
examples of classification from the previous researches.

The foll owing division by Kraft is d®&ived f
1) 6Techni qué®d Materi al

a) Modes of limited transposition

132 Requoted from the Thesis by Loo Fung Chiat, quoted from CD liner notes,Cat al ogue, d6oi seau.
Erato ECD 71590 (March 1970)

133 |bid, p.3
134 jbid

BThis Omaterial & i s expl Bechniqua deimon LéhguageiMasical §Psris,t r eat i s
Leduc, 1944)
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b) Greek and Hindu rhythms
c) Characteristic harmonies from early period

d) Use of Turangalla motives

2) OExperi ment al periodd Materi al

a) Quasi-several treatment: modes of pitch, rhythm and dynamics 36 (as in
Mode de Valeurs)

b) Twelve-tone modes (appearing in any sequence omermutation)

3) Birdsong
a) Varied species (77 different songsters)
b) Using full gamut of complex sonorities available on the pianoforte

¢) Hybrid, polyphonic and many one -voice-dominant textures

4) Innovations
a) Useofchordakc o mpl exes (not Dbel ones) Nng to Messi
b) Attempts to depict bird habitats, animals, human perceptions
c) Experimental use of pedal markings
d) Hybrid textures using both inferior and superior resonance effects
e) Homorhythm and homophony (one voice or part dominant)
f) Quasi-glissando effects

g) Polyphony on piano137

136 While Messiaen did not employ the twelve-tone technique, after three years teaching analysis of
twelve-tone scored, including works by Arnold Schoenberg, he experimented with ways of making scales

of other elements (including duration, articulation and dynamics) analogous to the chromatic pitch
scale. The results of Molesaei wvad \walttiKspiho. wédn vt teme 6

137 Messiaenis the composer who is deeply aware of resonances, sonorities and tone colours so that he
layers birdsongs and landscape. He often uses three staves for solo piano.
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According to Sherl aw Johns Cataddogue aré¢ dvsledinbi cat i o

four distinct groups, mirroring the characteristic song patterns of each bird: | calls, Il
short repetitive song-patterns Il varying declamatory or melodic song -patterns and
IV rapid, chattering songs138. In comparison, non-birdsong materi als are divided into
five groups by his own compositional elements: whole tone scale (twelvetone) with
different rhythms, mode of values, rhythms and dynamics, modes of limited
transposition, 6 Tur andy arhotliaves and¥®Col our chords.
Several common points are found from both classifications regardless of which
material is concerned: birdsong or non-birdsong.

1. Early musical languages are employed: mode of values, rhythms and
dynamics, modes of limited transposition and twelve -tone modes.

2. Tur an gneotivésla Gsed.

3. Various rhythms are applied: ancient Greek and Hindu rhythms, non -
retrogradable rhythms and other free rhythms.

In this research, however, the classification and analysis are strictly focused on the
non-birdsong materials and in this respect, several facts should be considered in
advance: time (day, night, and dawn), environments (containing movement or not)
and other creatures.

Fig 3-2 provides the information of harmonies and what the harmonies present in
Catalogue.

Catalogue will be analysed by the following categorisations:

1. Time: Day, Night, Dawn and Time flows
2. Landscape
1) with movement - water (sea, wave, river, swamp, pond and water) and
reflection of trees
2) without movement i mountains, cliffs, stones, dessert, bank and lighthouse
3) light 7 sun and rainbow
3. Other creaturesi small insects, flowers

138 Sherlaw Johnson, Messiaen, p.132

139 |pid, p.136
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h e&Cramman ioqg uper*dgrod ss<ei

Fig3-2)Ex ampl es of Messi aenos
Harmony Titles Presentation Bar No. Ref:
Traité
Vol. VIl
Résonance Le Merle bleu Resonance of 31-32 Pages
contractée bell 150-164
LeTtraquet
stapazin vineyard 2
La Rousserolle Sunrise 135, 140, 146
effarvatte
L Alouette Resonance 15
calandrelle
La Bouscarle Resonance 12,14
Le Merle de roche Night 1
Renversement Le Traquet Sunrise-sunset 107 p. 142
transposé stapazin and resonance 147
for the
gol dfinc
L Alouette Resonance 24-5, 49, 51
calancrelle
Accords La Rousserolle Water lily 367-74 p. 166
tournants effarvatte 172
L Alouette Resonance 19
calandrelle
Four chords Le Traquet Vineyard 1 Vol. Il
pattern - stapazin p. 240
Tarangalia 168-9
La Rousserolle Sunrise
effarvatte
L Alouette resonance
calandrelle

140 Direct quotation from Chiat P.49
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Changing L Alouette resonance 20 Vol.ll
seconds and calandrelle p. 239
thirds - Vol. Il
Tarangalia p.303
@nacrouse, La Rousserolle Sunrise 149, 1623 Vol.ll
accent, effarvatte p. 372
désinenced
L Alouette Resonance 46
calandrelle
théme Le Traquet Sunrise 133 Vol.ll
ddacco stapazin p. 486

As a rhythmist, time might be one of the most valuable features observed, and

Messiaen refers to time as foll ows: fi él sou

vivid course of thel¥hours of day and night.

Fig 3-4 is drawn from the evidence of Fig 3-3 and shows the exact place where
Messiaen collected birdsong, together with the exact names of the birds which are used
in Catalogue. This figure helps to recognise roughly the landscape in which the birds
live without any further information. For example, the background of Le Courlis
cendré is the east coast andLa Buse variable is located in the Alps of the Dauphiné.
Moreover, this map shows us the intimate relationship between birds and their habitat.
We can therefore establish that birdsong in Le Loriot and La Chouette hulotte was
collected in two different places and combined into one piece of music. In particular
the birdsong in La Chouette hulotte was collected from two places quite far apart, one
in the forests around Orgeval on the western edge of Paris and the other from the
mountains between Petichet and Cholonge.It appears that Messiaen is partially free
from the restrictions of location if t he bird is living and singing. It is therefore not to
incongruous that he combines the same kind of birdsong from a variety of places with
the music as he did it for several other works such as Oiseaux exotiques and
Chronochromie.

141 Samuel, Music and Color, p.117
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Fig 3-3) The list of settingsinCat al oguel*2d 6o0i seaux

Books Titles Settings

I. Le Chocard des Alpes Alps of the Dauphiné

Il. Le Loriot Charente and Loir et Cher
Book 1
lll. Le Merle bleu the Mediterranean coastline near Banyuls
(Roussillon)

Book 2 | IV. Le Traquet stapazin vineyards near Banyuls

V. La Chouette hulotte the forests around Orgeval on the western

edge of Paris, and between Petichet and
Cholonge (south of Grenoble)

Book 3
VI. L'Alouette lulu near St Sauveuren-Rue, in the mountainous
Forez region near StEtienne
Book 4 VII. La Rousserolle the lakes and marshes of the Sologne district,
effarvatte near Orléans
VIIl.  L'Alouette near Les Baux, Provence
calandrelle
Book 5
IX. La Bouscarle beside the river Charente between Jarnac and
Cognac
Book 6 X. Le Merle de roche the Cirque de Mouréze, a rocky landscape
north -west of Montpellier
XI. La Buse variable the Alps of the Dauphiné, at Petichet,
Messiaends summer
“2The | ist is quoted from Chadc€aitak ogne frenddohcspgo@luixvi er

to Performance (Cambridge University Press, 2018) p. 9-10.
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Book 7 XIl. Le Traquet rieur the Roussillon coast

XIll. Le Courlis cendré the Atl antic coast (
(Ushant), Finistére

Fig 3-4) Map of the places in France from where birdsonginCat al ogue doéoi sea
was collected

4-\_.,.!"4,’

,the Atlanti
inistere

The next chapter will examine which musical languages are used for landscape and
how the landscape is used efficientlyby analysing non-birdsong materi als.
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Chapter 4
Anal ysi s of Landscape
| Cat al o dgouies eda u x

Al t hough a great deal of focus so far has &L
charactefCasal adggweefmain focus of this chapter
birdsong materials. Birdsong is not consider
Il n or der eQaot aalnoagfuyes st | vy, | andscape el ements r
five groups: (1) ti me, (2) light, (3) water,
4-)s hows wh-bchdesong materials are involved in

Figl)d LandatapgeriiGattaloongue

Categoris nobirdsong mater.

Ti me day and night

Li ght sun (sunrise and

Wat er sea (wave), river

Geographica mountains and cliffs/

Ot her s fl owerssmadnd ani mal
Those pieces which involve sunrise or sunset
only refers to specific moments and is more
time plays a sCanalffbgiaett rewbeks nin combinat
features. |t wild.l not form a category in its
categories. For LanRobamscer oaf ledyesi gdanr vtahtet et i me
t wermstewen hours,d iitntios selpagsaitfei sun and ni ght
which involves day time seems more appropr.i
section because the exact colours of the sun
and the movement eandfcdadalhcecurs umhanegsul t i n a ¢

Catalagueart -bfrdsBengomateri al s.
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Fig2a)d Categorisat#¥on by | andscape
Landscape Titl es
VI ILAl ouette cal a
Day | XLa Bouscarl e
Ti me
( momen VLa Cholueltatet e
Ni ght VILAIl ouette | ul
ViLa Rousseroll e
XLe Merle de rqg
| IL.e Lori ot
Li ght Sun ViLa Rousseroll e
Xl'La Traquet ri
Il TUe Merl e Dbl el
Sea |l VLe Traquet st a
Xl'La Traquet ri
Wat er X1 ILle. Courlis ce
River, p ViLa Rousseroll e
| XLa Bouscarl e
Mount ain I Le Chocalrgpledes
I Le Chocdalrpledes
Geog g Cliffs, R ¢ Il TUe Merl e bl el
Fea [ |l Ve Traquet st a
VI LaRousseroll e ef
Vineyar |l Ve Traquet st a
FI ower s ViLa Rousseroll
Ot her
Ani mal s VI La Rousseroll e
VI ILAl ouette cal a

143 A piece can be included in more than one category.
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The order of anal ysis will -2folHgacwhuphiwsg | ¢ 1 &
considered accor didngnutso cltad w | Menguiaaggen i s appli
and where possible, the examples wil/l be giwv
MessiBaerhyt hmi ¢c arrangement is one of the mo:
t her edfearaends a great deal of study and scrut
attempt to be helpful, Messiaen actwually i

exactly the nuances and Obsatvemstons hé saotw

nuancesdert Pé&sE o r i nstance, rhyt hrha hiGruet he
hul oatrtee compl i cated indeed but the composer
as he notated. However, we | earn that some
performer. According to Hill

He urged me al ways to phrase twd tthréddtetxd bi

@l ways O0Mest saxadn wrote at se¥eral points

La Buse vareableded from this analysis becal

available to act as a reference point,. but
La Rousserolwiel lefbfearavnaatityesed i n the greatest
mat er49%al s.

1. Ti me
Messiaen was preoccupd ie@enwi thre tcloen sd arec emt i df,
to be one of the most | mpare anlteal eenmeampl. e 1
assoca atbweidteghol dsmugah Chr onoc harnad@woiud eur s de |
cel eGsnt ee.he whol&,t Mees siimemot i ndicative of
time which is profoundly connect édd diero hii s
music directly. Such an exampldeh emaBEn dbéo ff oTuinr
(Quatrugour | a ¥Yjinidspitrenppsby t he Bibli-cal
Pekka Salonen, the principal conductor of
advisor &f Plhaoddamr monia Orchestr a, men& i oned

t i me bnastende obi bl e:

144 See the fatnote on the first page of the score ofLa Chouette hulotte.
145 Hill, The Messiaen Companion, p.278

146 The fig 5-2 shows the numbers of analyses. VII will be discussed three times and others will be
considered one or twice depending on how many non-materials are used in each piece.
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Unl i ke al most all ot her Western music whi
forward movement , t he recapitul ation of
Messiaen al one, and characteristically,
ti mel ess alnadt icwentemgper stopping of ti me,
eterity.

I n the preface toAbhme t the s(dobnyssesa moefntbi r ds)
Quartet, Messiaen writes about time using a

Ohe abyss is TimendwpgtbomtsTiweabindssaae t hi
they are our |l onging for |light, for stars,
song'

Messi aen states that Dianhe Guedredit ends tar di sn
ti me, and tGonle dtsr aomgee tf creatures since it |
eternaléédtatur e,

Time is also related to rhydhwmtdwidgtMehsighey
irregul ar rhythms playing an i mportant rol e
rhythms dé% nature.

6€éi me has alwagyenbeenobht myhereoccupadtei ons.
endeavoured to divide this time wup @ansd to

composers, we have the greatd®ppower to chop u
Rhyt hmjich Messiaen dédbresifdersg ,t ®@slsentd al el e
indeed one of t he most i mportant el ement s
possibilities for &iversity and innovation.
Mor eoMessi aen dictated to Samuel that ti me i ¢

“ro6Maestro of Joyod, art i c | Magadine Andench:nThe Resit Rewiéewe2da n f r om
November 2008

148 Samuel, Music and Color, p. 34
149 |bid, p. 67
150 |hid, p.34

BilKal tchev, Il vo, Articl e, Rhyt hmi ¢ As\ngtRegardscstir Me s si a
L6 En{lesust p. 192 from 6Journal ofl&2&a2)o Musicb, No. 99
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& 1| nCamyal|l ogiusceadudkLan Fauvettet datd lyawmidn d s

my great for mal i nnovation. Ther e, i nst
cl assical moou | sdg meo rmoeuviedn It mi ght have 1in
reproduce in condensed form the vi™id col
Whil e Mé&é sibveseunal 'y has meaning in terms of r
i n the Quarthe€tat atogumor e r epwesadntsatiicvém nadf ph
ti me. Messiaen ventured out to coll ect bird
sounds indicating the exact ti me, mont h and

conversation witht8amoeéeli cewbi ar prieibdee ences r

Samuel: How do you go about collecting bi
Messi aen: The best time é TBShesphrastg,t itrhee o
corresponds® troi stihneg saunnd setti@lgock iismngh
mormg in the month of Apri&lockbenhwdemef
setting ar&dmadc ksewern h® eveningtlionc kAparnid ,
even -tnhinrety in June.

Samuel : Il n t he mi @&dIneo ocfh atnhcee doafy ,h etahre rneg
Messi aeYnes. Certain birds l i ke the bl aclk
afternoon; but there is one hour &hen vy

bet ween noo@l!| alkd. one o

The above statement expd aopdsayhsow ni nbp ordtsaomtg a
hew time affects birdséaosnigngilnng odtehpeern dwso rodns ,t hbei
seasons, and they sing differentl y®Aboudtfteéeer
cal andrselolne such example where we can-find t
toed | ark a% time fl ows.

@Gunrises and sunsets occupy&Q@atvealrognmg e aniea le |
present as representations of realities or m

152 Samuel, Music and Color, p. 117,
Chadwick and Hill, Ol i vi er NMead il sogruéesfrardCGonceaptoa o Rerformance, p. 57
153 Samuel, Music and Color, p. 93

154 Day section, p. 72
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e parameters byofwhihceh ptacs Segas wrfe

identi fiabl
nd sunset are good &e xfaanvpoluersi toef sstyrnun

Sunrise a

Fi g3)4 Types oaft atlioimeusee adu X

Types of Titles Number
Le Chocard dg¢ I

Le Merl e bl 1

Abstract

Le Bwasrei abl e X1

La Chouette Vv

LAl ouette | VI

La Bowscarl I X

Locati ¥e | Le Traquet X1
Le Coenld®s c X101

Le Loriot 1

Le Traquet s IV

Narrati¥e La Rousserol | VI
LAl otue cal and Vi

Le Merl e de X

Fi g3 4whi ch reprod@ceat Sgheil ¢é®hore worth quoti
This figure shows an arr &@mgemneagictersfdi mgv ¢ me rit
typedi mé€ Abstract time, (2) Locatil™®e time and

Abstract time indicates that the composer do
any clues about the gener al t i mentlLsocsaudlbl ea:
ni ght, day or morning. Al t hough the night 0

155 Ar t i Surdsets add Silences: The Passagef Time in Ol i vi er CMaogueidaiseaukds by
Schellhron, adapted from a talk given at the London International Piano Symposium hosted by the
Royal College of Music, London, UK, in February 2013

156 The time is indicated by the composer when certain activiies ar e happening or 6cont g

within a Iimited time fr améaBbusdaderis mornisgtaradnnclLed, Alloouceatttiev e
lulu is night.
5"This type of time is O6intrinsic to the mungthe al narr

sunrise and sunset.

8 They are Schell horndés term which | would Iike to ci
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represent flows, yet do not change into enti
ti me has t he same meani ng as time fhews a

devel opment of the events, and usually the p
Catalioguprot the first work which Reveillvedesar
oi seauxhe composer specifies in the prefsace
well as clearly identifying the seaBR®weiof sp
(trans l@waekdeda sn@gooviall ar mé¢ lhosk particul ar pass:
used to identify the momestawbedhadgfher €éot sl
R®&vesl full of birdsong and the speciftihee ti me

clues with whicishtpensteuthararthat accompa
portion of the RRvesdgnachf |teisme tihm@at daleo g u ene

Wor k Caitral wlgueh cdoindaatien di vi ded into two sect
this study: day and night musi c. 't 1s a |ik
is the first sctredayi.on on the fir

1) Day

Book V i s dadeey ombeerdd ctios arranged symmetrically
presents night music. Il nLBbokeWVt et mamidanadr el K
Bouscarl e.

LAl ouette cathedsbblte€satapbpeguer baysma warm da
desert and recd®I|Viesxitts tMe stshemechesert o,fi nLa Cr
Les Al pill eg®Tme Jludcoyatli9obn6 .wher e the birds we
rocky terrain filled with thirmmsn tamrde € ypp ecisf.
t he preface: t @wd ockoum ardadh eaifrtelsd adpaningi( £
heur els' adpmmi deinder s 6 heuiselsn dasa marked differe
ot her day mav8wvemtnde( Eor it b eronmprossats t he da
si mpl yh aarsmoan i c Ofsourp pboirrtdsong i Rl)t hTihsi spiterceea.t n{e
al so fbandarnmdl ouet . teAtl wlhue begi Acnhionrgd, niohtei ft,
which represents the heat aChdiril ®alrateiton odfit
desert d)e, lmaLrauresolution of F# Major and
with the two chord motif which repbLeskaotisot h
The two fifth chords in thebelefghttédhdodentdet h
cal andrmrel leexactly the same with the parall el
the bottom notes (A# and B#) in the(Ewxght ha

159 Chiat, p. 95
160 Notes from preface.

161 Chiat, p. 101
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2Whil e the sulng ilsecroinmmtey $§ anwi der and brighte
upwards, t he L&lagu entotte f padlna mr caryesl lae ¢l osing (r
stifling feeling by moving downwards.

The day motif is always foll owed Byoeddkpiact i o
Bet ween the two char actseornsg,o fs edvaeyr aaln dr et nmaer K aak
are found. The day motif i's invariable and
movement whi®l e otnlge ilsarnkai nl'y comprised of th
senehs and ninths with slight changes, in hi

right =& 8z-Aid Dz-Bz
| ef t A -aCritdAz - BE-E2-C #

The day motif i1 s owerslommppedcktwitthire tbh e dlsaormnkg f i
note and stays silent until the next day mot
The motif with tdhedrtteepgmpeps emdrn igh@ | azy after
bird and t he Gaeemsse ,ofétsemdrepr byi des for a st a
withfohkeowing chochsumfdel caddgalbds dsong whi
rapid repeated movement s. This motBfands rep
reappears at the end of section 3, just befo
of a skwbi aaki ¢n) .v@e®hh®memnlt@ese of this piece
birdsong disappears. It I's typical bhe Mess
beginning and at the end.

The other pielce BouBbaokhe/cas be classified ¢
musi c. Il n the preface, Masbeawenhi Hekcmobebngh
and 6C¢gdst une bell e mati h®el td' osnebtrtei negt i de n

river on the banks of the @hrarcent eL,a alrdachhea:
Charente on the®] ast day of April.
There is no directimorndyvegr twei ncdame rasteieo gb hoed t | f

from the sprwaftehcea.heA nor mal day motif, its sha
ofstCICR atn@C ¥, and merges gently into the bir
appears twice, i n the introduction and coda.
hands mova tien dadppas3) ons. (Ex 4

By repeating the morning motif both at the |
Messiaen hints at the passage of time, even

162 Kraft, Birdsong in the Music of Olivier Messiaen, p. 195
163 The structure of this work is section 1, section 2, section 3 and coda.
164 See the preface.

165 See appendix, p.155
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Mi nute by minute, the form fholurewoft @& yl iawnidn

| n addi ti on, t he appearoasmsd) nwhii cah nisghdne g a
representative nocturnal birds, provides th
pi el®élowever it i's notable that tpreffacant lbe
actualdmiwplgtd i ndeed any musi cal motif direct

That being the case, it may be more reasonab
not ahebeautiful mor ni nogu fcef bseH d deb' rosanntbdr rele ieegth t d
Lumi)rien the p4xrface. (Ex 4

1) Ni gh't

Among the various | ands ciaipghsmau redda mil asb |cyo ntshi
di fficult and complex materi al to transcrib
darkness, indicating only the absence of |ig
which to see movements, and does not have it
t he dtamamd by contrast, day is the period w
movement s, colours and hear noi se made by ¢

descrhbeambience and mood at night rather th
ni ght .

Typically Book dil ¢ hi Sameds iaasrsriafnigeedd assy mmet r i ca
V whid@dhyi sdfHoiwever, there are three further

motL&d; Rousserol,le Mdéirflae achdlérce€Coel i s cendr ®

There is no |l andscape material described oth
Of cogumseght is a colourless materi al and it
expresses it effectively as a composer, esp
considers colour to be one of the most i mpo
terms, we might be able to predict that the
t hrei ght, according to Messiaen the sei§ al | al
La Chohueltgliétleouet baedeéuMarl|l e adee wodhd en i n a
register and the | ast piece skipha Rousseralw
effarvtaantes in the middle register and desc.
same materi al of night is wused for these pi

applied for the night are significantly diff
The backaglrao LCrhdo uceft e €8 hhhé owoods, one in 6whi ch

6 Requoted from Schell horndéds article

167 See the score p.15

% Samuel , Music and Col or , p . 241 Messiaen said Ot he
coloration. Al ways black, gray, black, grayéebod
Sherl aw Johnson, M e-Boseiseatseare ,useg for thg purpdsesvokdeseribing the more

colourless aspects of naturei the white of the Meidje glacier in Le Chocard des Alpes or the grey of
descending for and the dark night in Le Courliscendré, f or exampl e. 6
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cal l i's heacddoak Bboubhe2morning at Orgeval,
way from 8Messmmem house in Petil8fAmong ot IChoé o
pl aces wheldel obuiertdase eilnel ngi ng are the woods a
pondha Rousserol | ¢ hef fametatste call yLeh®Meededo

de rbyghehiehese@ourlisThenarwor ks present noct
various habitatnso.t el ti ni shoom rmaonuys dtiof f erent wa
the same materi al of the night. While the ot
and sl ow moWoi nmgpomdhphalsy keeps moving very f a
and withouta rCesotuse taétare Hh Unleotbtegi nning and i n t
pi ece.

The technique, whi Mo dies deorwvrad werd s(f Meoddred 'oif nt e
values and firmQeasiei ® udeb6Fader rRhyhtmem St udi
appli€@anti ®@yo(dgxay®X adm@houett et dudxpness the t
night &%To2 ganv.e a sense of the fear of night,
by adding pitches to an earlier technique,
accurate term with evhhrihgue may che blkotdtea rs da
of pitches, dur aB’2om eand i imet ertsiitsi eesechni qu
Mode of ti mbres, dumian i bhe SapHmmtan-toeinssid'i Ass
(198%) which includeswthandafFlkaonof ot bawhy. o
Messi aen emphasi sk bdasriggas mmoedcee ssf t yt:i mbr es, d
intensities. Thi s iio dneo td ec ovrapl aer uarhislb eettt odt' mynd eil
the same spi-seti alThpsaouaper gideas of my feelir
musi c: Il find it capable of ex&Tdssi sfgavdeimegn
su orts why the mode of pitcheslLa dGQhauadatotne
h u tte

Th range of notem tlse fbtoave wicddhvde sAhfer r hyt hm
r gul ar i-mesatdebame. tWer vi ngMadeadeowmpheuss
' tenshe®attacks are ndta iCholued dd nilanmli tehsde em
e piomabnif f e x c mp,dinmlg are arranged in the sha
dynamic is fixed opppwo chmot es aepddaptt R#H O
se two are only fixdd doWenocee @St ¢ headhst
intervals is increased, the range of dyn

O T —

®®d® D® > — = d® T O
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169 From the preface of the score.

170 An exception is Le Courlis cendré composed of slow-moving chords with changing dynamics from
fff to ppp .

171 Seethe prefaceP| us encore que son aspect, |l a voix de cet ¢

vers 2 heures ad matin, € (Even more than its appearance, the vo
terror. ... around 2 o'clock in the morning, ...)

2The phrase 6émode of pitches, IldChoaedtte holotte asatechnidalint ensi t
musical term in this research.

173 Samuel, Music and Color, p. 241
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assume that the biggest compari sodD#i mndynanmn
actually, there is an exa+ipl edoavfevietr , i n hlear o¢§
l evel of dynamics descends after the tritor
increased because of the symmetricalthAsyst em.
G# witfhhas only one degree of ({d(t)e6pnEmchet w

note has the same dynamics even i f the range
dynamics and durations are relatedtthe tthe sno
note F# in the middle amd the | ower F# in ba
Durations increase chromatically by a semi gl
and intewnsad.i eBn itshe score,-prheteosned®misi not he

bar whia&thp pi mdsit cepapdpg’4d f( b) 6n Ex 4
Fi g4 4shows how the notes and dynamics are re
ranges are not considered in this piece.

Fig4d3tructure of pit cLhae sChanude tdlyen ahnuil cost tien

pivot

A Z BB C C# D D# G# A E

fffff fp ppmitpppl pp p m f f ff fff

aAttttrtrtrtrrtrrtrtrtrrtertrtrrrrerrerrerrertrrerrrrerererrerreorott
Thins ght passage has no pedal mar ki ng at al
changing. More besides, al | the notes are s
flowing phrases. It seems that there is no o
rat heomlai nati on of per mutati ons. I n such a
notes and sustained notes can provide <clues
because they give a similar feeling of res
sustainehimcdt eags,e regi stered | ow and remain f

suggesting the ends of the phrasesinTihhar | G&ast
7, note G#3ianthanotld-1G6# iBGEMedAaNsl&nd of phras
The secomassagédt which separates this piece
is expanded to more than-26viltar s tand esagd dnd
55bars). The motif hB#f bbhe tritsesnshanedr watl
t his occoashieorn.wolrnds, the tritone in the firs
4-7) but it is shared wi7t ( at)he ammidd dlhee am dd dtl cep

174 According to the rule of the mode, it must be pp on D#.

175 Adapted from Chiat, p. 82
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form of clcchrod,d loifké@( &0 d@im)k ke
Messiaen adds two moypdes bwfeteowmeni eanglht figur
One i s | abbedrl éid&ttipfe@and t h&@agubeandéuggue fyinr

et tenri fBioamt types maxi mise the fear of nig
the callwbfclhwase not beauti f ul or lyrical
horrlble feeling of night, Messiaen instruct
ti mbre | i ke tar ksetstelce,drpmear c(ut ®, c)ommlen umred eri r
achieve thwvat aolmoemot onous C, in the | owest re
note wand ®#, all which combine to increase
and C, which | $Specel ohr Mebdaraeher s, appears
motif pefloug siken motif raises the thrilling a
( Ex8 )

This motif appears three times thédowagh|tRacw
me with the articulations and the detmpe th
ightful mo o d .

is worth mentioning thatd EdiEx8)4handaAn nb

ACmotif flows through the enti-Il) wor k as
re is an expland®ionetbr theupaeteflamgat idin
the col of tShmesv@ruand nBoiuse,ati nStt he mount ai
e pinewoods to the right o#80]tridel owetdt, e alnul
f

t chords which have a chraeamajforc Eehomgde®essl

@ P

ti

fr

|t

| owe st and highest not e, iI's the most emp ha
prevalent in Whhenfght metithat-Aai combechat oo
principal bird, the tawny owl, with the chor
an inner or o®Hher voice. (Ex 4

The second type of emAtistbmapl moti fi nalogaehatg
terrifying resormsarnmaeg moMe £ssi asauc husaes perfect
di mi ni shed octaves, and seconds. The tempo i
the tensdi1@0®n. (Ex 4

From the beginning, -falarwhtdee rsg & cytiinggn s s(tmicgh to
anot heércwalhminate in the creation and buil din
night in the forest.

Finally, the climax of the call of dthhee ctraywny
of a mur decroemimec hui@ rdé (int d @ &&Tahsissi mM@& rpddti wher .
theACmotif remains is one of the most dreadf
owl hoots in the distance | ilWkleulaemendtl imlgu bledi
sembl ant und udlrec Ipd’hMes $i aen doetso nionts efrotr gtel
interAailntCo the inner and the outer voices 8
t h

Th

i s

ar

SO

176 See Table VI in Messiaen, p. 134. The owls are categorised as Group 1 (a) which usually consists of
short calls, thick homophonic and dissonant, and atonal by Sherlaw Johnson.

177 See the Fig. 44
178 From the preface.
179 This is notated in the preface of score.

180 There is an indication in the preface.
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main, full chords of three quavers and a ful
ofni PhE X1 2A)wi t h four exceptions: one quaver a
7/ 3/ 1,-13)Exeidght quavers andE»»wln4) carnodt cnhiente ignu :
and one crotchet5)ynTharMadparnof{sE®®emds t o be sel
opposite pole of E Major, whidahghilas€ohbhembase
i n order atiogiprr etsheit®t pi ece.

The choedowédnce, which emphasises a | ower sc
night and melts into the song of the woodl ar
sings with a fast t empo. The typical ni ght
regi stent @mpanpeacef ul mood and wusually finis
not eD) (Fhe | ast two chords of the night moti
for the night and appears throughout the wol
appearsivmeprlye and easy to perform, but Hi | | |
section. Proof of this lies in the fact that
Messiaen than on an@atodlhegHie d s s adglgeeisnisg it ahta r
chrods have to be balanced with the | eft most

octaves, but not so qui é%l aspaotbeubntirbeygs
hi m@gtitooe a very <t eagdhwhpircenf eirse ntchee péntag o r mak e
char @&ch &r( Ex1 2)

These short motifs are made up of two chorc
ics to describe the night, which is gr:
en the night gets deep enough, a ni
ds,bstarts to sing as if it is having
e raises the tension that is already
h
p
s

-IBQ.
3
o

4 7T 4H4u >0 5
O TS~ —"—0 kK<
9 0O WS
So ——~—o

- - O C

- T o0 9 —9

@ waogoidtlaatrok conversation with the nig
assionate mood, the dynamics changin
t and the | ast chord of thi-®) moti f
ing representL@atovet.deddaleuof night in
gegti fnicogmtsimd s of f ourzcdroouwp svha rcch fsiere
ify that the night is deep and becomi
of the pie
icant 418jerv
By i concl usi on,
by a hird. By repeating the night mot i f, \Y
wandering in a tranqui l forest atdensi gahtc | eTahr
i f
e

® O D
. —

T 0 —
o e R

Cc
signi a ( Ex

s
he night motif i mplies f

D

>S5

o
-, — 5 =

e. Each group of each pa
I
t

comparison with ferent nocturnal moods,
hi By t he end, t
di sappears in th
( Ex1e&)

softest nigh motif emer.

d
h t
e darkness of the woioglst .| ea

181 Chadwick and Hill, Olivier Me s s isa eCaft a | o g u:drord Gondeian aolPrrformance, p.
49-50

182 Hijll, The Messiaen Companion, p. 275

183 |bid.
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More varied |l anguage i BauRedsberroheée dnmiedlint gma
motif has a frantic beginning consisting of
indicate the i mminent solemnipgcbfithenpteaom
ounds to i mit atteem, ctyrntbnad csne taanmd met al vibr a
Xpress the appropriate timbre for a perforn
f night, a performer s hotudnl oprb otdreccres sobhoadds
esonance. Written down, these clues appear
our staves with a sustained | ow -h&3%s not e,
n contrast to othemiwdhrnlogowMEcb e Westcaiimeas
ot only night butthéat padesfagralolife tperei od fr
nd one which provides the best opportunity
char actceorliocshre cpi ece commences witlbtafdeépchr
al ways appears with the i mmense stone motif
signev(iee en si)gnelimagmMiglLee and in other piece
moti f, Messiaen uses bass <clefs for both h
Resonance) depicts nohe gt o)fpawilbeumidigdptht ( mot i
piece is compogsddrdf sehquedc Ry tamudC R e3 2
emer gi ng &Gitndmee t ti he mai n )dewhiieh ries i n the trel
movesyvsel owly in the same tempo as the night
This device indicates a clear contrast betwe
stone hand which t h &5 (noxdrl)i grthte snh igred sMeoont .k f
de reegbl udes any emotional el ement and pl ay:
hlight the stone motif.

Courl,j sMeesiida®n describes not only night
r tlhe mseiat (et | e broui | l)awrdd nmsa&k ers®pg ehred enn tg h
ker and more sombre. Prior to the night
omatic scale,ilappeagrasssiagesi ngl each hand
péeSuddenly terrible thic-kott%agabsengmand ei nu pa
h register and profound at the same ti me
water motif composed of twelve semiquav:
i f is fixed in a quaver note, téattedumbre
freely. The sustained pedalling helps to cr:¢
increasingly bl ubreui lalngé cmifMwsead) )( The fogg
mot i f becomes l i ghter with the use of soft
appearance of a magnificent | i gfhfiehfoarsen enot i f

Q> —™"T" 00w’

184 This stone motif will be explained in Geographical Features.
185 See the preface.
% See the section of O6waterd.

187 According to Jeremy Thurlow, twelve-n ot e wr i ting is Messiaends nor mal
i mparti al mat €rit all o gMe piB®»aseauxyd

188 See the music ofLe Courlis cendré, p.17
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chord.-19 Exb¥) The I ighthouse motif appears t
f

the role of refrain. This repetitionngl d®orin
the matnfbinmd sol o

Even though the same essenti al materi al i's d
be used according to the mood or feelings wh
instance, for cal m nieghts, utsheed.c hHoorwdke voefr ,r e soorn
mode of pitches, durations and dynamics is .
night play the role of creating the entire n
I 11 present night yetgbnlwheneasephetset bafl md
ni ght . dphecewlss ar t-sotwe thodevetl v eexpress the
on the contrary soft chords of resonance det
| as k pi ece. Thabi i dsnamg siaygl snochet er mine the w
the birds are singing. Moreover, | andscape a
the performer as to which feelings to hold i
pi ece.

2. Light

It is commonly held that light has a deep relationship with the passage of time. In

addition, light has also held a profound connection with Christianity. The theological

i magery of the sun is |ikewise a rich common
Malachi 4.2, Marmion refers t o t he 06Sun of Justice, who
dar kness t o enl 8y NMamey) theesunemegns Jesus.Kor Messiaen,

therefore, the sun is one of the most meaningful landscape features in both his music

and also for his faith. It is inevit able to consider the sun for the light motif because

there is an obvious, natural connection between the two.

The very essence of light is that it has more inseparable and @ect connection with

colours than any of the other materials examined thus for. Of course, the sea music

contains its own array of colours but the descriptions in that environment relate more

to the aspects of the shapes and the movements rather than thepure colours in the

Catalogue.

According to his own statement it is clear that light is deeply related to chords for

Messi aen. I n fact, as Messiaen himself ment.i
Chords are expressed il¥ His @lourssaare defeplycanheotedr s f or
to his synaesthesia and naturally reassigns chords to describe the various colours of

189 Quoted from MMus Thesis by Dunbavand, S.J. p. 35, Marmion, Dom Columba, Christ in His
Mysteries, trans. By Mother M St. Thomas (London: Sands and Co., 1939) p.115

¥ RoCl er , Contributions to the Spiritual Worl d of ol
Chronochromie by Amy Bauer, Messiaen Studies, p.160
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6l ightdé such as those found in the sun and i
to chords which are made of several notes, he ca see numerous colours because

different notes illuminate different colours for him.

The light motif appears in five pieces of the Catalogue as the shapes of the sun, the day

and the rainbow. The pieces under consideration here arelLe Loriot, Le Traquet

stapazin, La Rousserolle effarvatte, L 6 Al ouet t e amddé aragdet eelrl. e

However, it is important to separate O0Day Mu
to categorise it according to an OAnalysis
dividing the 6Dayd and ONL @AIlt®uentott ewiskeel Sred r e
examined in the section | abelled the 6Analys

In Le Loriot, the main motif is a passage of time that covers that period from early

morning at 5. 30 am to midday. The sun is used as the main nonbirdsong material to

present the passageo f ti me. The opening i sLG&GAIMUaEetrt et
calandrelle in stylising the characters which present early morning in Le Loriot and

day in L6 Al ouet t e acdausirgnaddec tedomancel®l for the birds. This

movement starts with the arrival of sunlight early in the morning and all is very calm.

The two-chord sun motif is formed from F#7 Major and G#7 Major chords which

ascend whenever the golden oriole follows on except at the ending. (Ex4-20) After the

sun motif associated with other birds, it descends in a resolution onto E Major. It

seems at this point that a new section will begin. E Major192 jtself has a theological
connection which means O6hymnic pr Maomsadof God
E Major should be consider ed® @&s4-2d)ne of Messi
At the end, the sun motif announces its end by staying on F#7, neither ascending nor

descending. The isolated sun motif from the golden oriole brings about the conclusion

of this work. (Ex 4-22)

In actual fact, the descending sun motif (b) reminds us of the second movement,

d-euilles Mortes6 ( Aut umn |Peédes Bodk 2 byr Debussy. It is well known

t hat Messiaen was influenced by Ppattdinsars y, an
recalled by the transpositions witnessed in this piece. (Ex 4-23)

¥MThe device of O6added resonanced is used for emphasi
to SherlawJ ohnsonds definition: 60t he device can take the
above a louder principal note or chord, or of a chord played loudly in the bass register of the piano
against other material (inferior resonance). In Catalogue, there are many examples of birdsong
coloured with either upper of | ower resonances, or bo

¥ E Major key has a theol ogi c a the fiftmmdvéemerd,tLouvange &and t he

I'E ternité de Jésusand the last movement, Louange a I''mmortalité de Jésusfrom Quatuor pour la fin
dutemps. (Si gl i ndMB8sshaends I nterpretations of Hol i ness ¢
Theol ogy in the Oratorio, Organ Meditations, and Oper

193 |bid
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Here we see a longer sun motif without a label in the score. Sherlaw Johnson simply

notes OE major 6 but does n 3% Howeveranimpertanti t t o
point should be made here because it is made very clear that the sun motif has different

shapes and harmonic progression compared to those found in the birdsong material.

The sun motif is duly repeated between the appearances of variais birdsongs to

express the sun rising, indicating that it is not involved directly in any birdsong motifs

but that it is a motif in itself. Moreover, the features of 6 sun moti f 6 such &
marking (Lent), pedal markings (pedal on each chord) and dynamics (pp) clearly

distinguish this motif from birdsong. (Ex 4 -24) It appears constantly in a similar shape

from the beginning to the end. The motif is expanded continuously to describe the sun

rising until the song of the golden oriole is introduced once mor e.

Ex 4-25 seems to show the expansion of the sun visually by ascending in the right hand

and descending in the left hand which creates a bigger gap with crescendo. Iri_e Loriot

only tonal chords are used for the sun material and the chord progression iscaused by

whole tone descending.

The sequence of chords seems to depict the sun, still blurred and not quite yet a perfect

circle as it starts to rise from the sea. As the sun reaches its zenith, the shape gradually

becomes more perfect and Messiaen uses dnal triads to describe this serene
transformation. A magnificent five -octave chord of E major is used for the colour of

copper (cuivré) and melts into the song of the Pouillot véloce (chiff chaff) as a

depiction of the full sunlight visible at midday. (Ex 4-25 ) The last two chords are

repeated once again in an attempt to recreate the climax of feeling when the sun is

rising. (Ex 4-26)

The golden oriole sings very slowly with added resonance and with the chords in the

l eft hand quoti ngCitnhge Roe cohvaen ttshde meFdi voef Rec han
philtres sont bus ce soir). Thispr esent s the sun which O6reser
rainbow rays of15t he oriolebés songbo.

Messi aen associates the sun motif with the n
labelled as nonchalant- souvenir d éepn-ciel (memoryd @ ayoldc and the

rainbow in the sky). Fundamentally, the motif of the main bird is based on mode 2

with colour chords and consists of a homorhythmic texture throughout the movement.

However, only this combined passage is arranged on three staves in very slow tempo

(Lent) which seems to represent the recalling of the memory concerned with the sun:

the two top parts imitate the song of the golden oriole and the bass part depicts the

memory of the sun. Added resonance is used for the song of golden oriole in the middle

stave. The melody in the middle stave crosses between mezzo and alto parts. In order

to emphasise the melody, the composer separates it from the top staves and it is

9“4 See Sher | aw J o h whiagh heicategdrisea lgrdsangs andrE major. At the Form section,
he does not even put it in the diagram. He ju-st stat
chords in tempo. Sherlaw Johnson, Messiaen, p.144

195 From the preface in the score. Griffiths, op. cit., p.183, Hill, Messiaen Companion, p.333
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notated in the middle stave. The bass part moves smoothly in the vertical chord
progression while the principal birdsong remains in a similar pattern which skips with
articulations. (Ex 4 -27)

The combined passage implies an approach towards the end oLe Loriot and in fact

the sun motif reappears only twice before the end. Adding this section that involves
Messiaenb6s per sonals omevneonriyr ndeéteert @edtdoadsd aor c
gol d and rainbow), this piece notrebutmalsoy st ay
takes further steps towards achieving a kind
example of the anthropomorphic feature of landscape.

Messi aends f hdeToaquetistapazinpg® hagas its temporal setting almost
exactly the same time of dayasLe Loriot, in other words early morning (between 5 am

and 9 am) at the end of June (Fin juin ). While the sun, which charts the passage of

time by its movements from dawn until midday, opens Le Loriot, it is held back until

the secondsection is initiated in Le Traquet stapazin. This provides for an extended

cycle from sunrise to sunset where Messiaen had previously indicated a specific time:
sunrise between 5 am and 9 am, sunset between 9 pm and 10 pmAfter alternating
between the vineyar d mot i f and songstersdé sol o, sur
chords. Messiaen describes the sunrise as a red and gold disc rising from the sea to the

sky (le disque rouge et or du soleil sort de la mer et monte dans le ciel). At the same

time all the other chords resonate in a majestic colourful sonority (majestueux, sonore,
colore i laissez resonner toutes les note$. This sun motif increases dynamically until

it reaches the zenith with its full rays on display.

For the first chords of each bar, one of the Chords of Transposed Inversions (CTI)97

is used to represent the sun and the remaining chords are selected from the Turning
Chords (TC), Group A or Group B'98 to portray the colourful sun spells. In fact, the TC

is used without the top notes or with the semi tone rising notes at the top. (Ex 4-28

and Ex 4-29)

The sustained CTI chords drawn from Group A and B in the middle register, present

the sun itself with accents for emphasis, and TC are used for desdbing sunshine,

which can be described as the sun disc, a halo around the sun or broad sun rays. (Ex4

28)

While the pattern of the two chords preserves the rhythmic pattern of semiquaver -
quaver, the melody which commences in a very high register graduallyvaries. A very

low melody is maintained on Group A or B, thereafter alternating between the two
melodies. In other words, the bass line remains constant while the upper chords are
transposed. (Ex 4-29)

196 Hill, Companion, p.336
197 See Chord and the CTI table.

198 Group A and B are divided to make it easier to explain.
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For the sunset, the sustained chords, which are set inthe treble at the beginning of
each bar and are made of CTI, describe the sun itself by means of the falling minor
third, and the other chords, which are brought from the motif of sunrise, present the
colours of red and gold (s a n g  @.{Thisdndtd mas a similar shape to that found in
the sunrise section, and the only difference is the location of the sun which is placed in
the high register to represent the sunset starting from the zenith. (Ex 4-30)

In the last section, Coda, the slow homophonic chords describe the colours of sunset
which are red, orange and violet in the sky behind the mountain (rouge, orange, et
violet du ciel, au dessus de la montagne). (Ex 4-31)

The outer notes of both hands are the same notes across two octaves and display the
fift h intervals for both the first four chords and also from the eighth to eleventh chords.
However, it seems that these chords are placed in no particular order for representing
colours so Messiaen elects to arrange the chords with a flat rhythm to focus on he

harmonies. (Ex 4-32 ) The sunset motif recalls Cantéyodjaya which is used for the

yellow iris motif 199 in La Rousserolle effarvatte (Ex 4-32 ) and originates from the

sixth movement,J ar di n du s o mfrom iTuranghlfaa. (ks 432 ).

In the longest piece, La Rousserolle effarvatte, time flows for twenty -seven hours from

midnight to 3 am the next day. In this extended time various non -birdsong materials

are applied to cover the long period.2°0 As a programmatic piece, the movement of the

sun which Haskeadn sthaarpeeh pl ays a significant r
time and it appears after the night music as a motif of sunrise and reappears as a motif

of sunset at the end in Coda. kg. 4-5 shows the structure formed by time and non-

birdsong materials in La Rousserolle effarvatte .

In order to describe the colour changes of the sun motif efficiently, Messiaen combines

his musical languages because this motif portrays not only the sun but other natural

el ements as weéll jesuolms uarh el6dpdotmadndg {jdMode 2n ®n u p h
(1) is used for the colours of pink and mauve (ever de soleil rose et mauve) at 6 am

and Mode 3(1) is used for the colour of orange which should be a very soft sound°!

This sun motif finishes with t he Chord of Contracted Resonance (CCR). e primary

function of the 1st CCR, which emerges into and birdsong, is to portray the sunshine as

the backdrop between the birdsong and sunrise in front.202 (Ex 4-33) Likewise, as

observed in the sun motif in Le Traquet stapazin, it is layered on three staves inLa
Rousserolle effarvatte.

199 See Chiat, p.164
20See the cat-bgodgoafy MBWoberial 6 of the figure.
201 These colours are labelled in the score.

202 Chiat, p.125
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Fig. 4-5) Structure of La Rousserolle effarvatte 203

Section Time Non-birdsong Material Other
A Midnight 12:00 Pond, frog Landscape
am
3:00 am Solemnity of night,
B Noise of the marsh,
frog Sunrise
8:00 am Sunrise
Yellow iris
Midday 12:00 pm Tam-tam Day
(Bird)
C 5:00 pm Purple foxglove
Water lily
6:00 pm Tam-tam Sunset
Yellow iris
B6 |9:00 pm Sunset
Memory of sunset
Midnight 12:00 Solemnity of night Night
am Metallic instrument, trombone,
xylophone
Noise of marsh
Frog
3:00 am (Principal bird)
Landscape in
A6 |3:00am Frog, Pond retrograde order

of section A

If there are no specific directed explanations in the score, we are able to identify the
sunrise and sunset because of the typical shapes ascending and descending previously
recognised, consisting of two layers marked p andpp.

203 Quoted directly from Chiat, p. 106
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There are a few symmetricaldevices with which to compare the sunrise and the sunset.
Firstly, they are easily recognised by the ascending and descending chords or notes
which are symmetrical. The ascending notes D Ez- E- F#- G#- A# at the top are

descending as in exact symmetricalform: A#- G#- F#- E- Ez- D. (Ex 4-35 and Ex 4

36).

Secondly, the habitat is arranged symmetrically. The sun rises on the pond of lilies at

6 am and goes down onthe pondofiris@ ur | 60 et aatgpmd(Ex4-38 and Ex)

4-40) The pond with iris (Ex 4-40) is formed in the same way as the pond of lilies (Ex

4-34 and Ex 4-35) but the CCR between the longer gesture is used once before the
descending chords. Another examples are Ex 4-37 and Ex 4-39 which show the

symmetrical process of sunspells. Sun whid is hainging in the sky for a while just

before sunset is used as a pivot. (Ex 438)

Messiaen explains the sunset motif in detail through the following description: the red

disc of the sun reaches its reflection and sinks in the water (e disque rouge du soleil

rejoint son reflet et s'enfonce dans l'eau). (Ex 4-41)Messi aendés common | al
used: one can observe descends with softening dynamics to present the descent of the

sun.

Fascinatingly, Messiaen uses his favourite intervention into the landscape in
describing the sunset, whi c hsouvesirdueobchekrdeed as
soleil) in two sections with the colouration of dark violet ( violet sombre) (Ex 4-42 and

Ex 4-43). Fig 4-6 shows the list of colour association of sunrise and sunset inLa

Rousserolle effarvatte . This motif appears occasionally in a number of ways and shows
Messiaends splendid colouration for the sun.
In the shortest movement of Catalogue,L 6 Al ouet t e,therais anlydne kindl e

of non-birdsong materi a l , t hat of Il i ght presented as a
portrayed is not only the sense of sight but also includes a sense of touch which gives

a feeling of dryness and heat by using simple chords which are moving down slowly

and softly, adding to the overall association one feels with the desert here. Colour

chords which resolve to F# are used. (Ex 444)

The soloist, short-t oed | arkés song has a similar patt
So it is easy to recognise it even if there is no specificdbelling of birds. It seems obvious

that the passages in bars 15, 17, 19, 21, 245, 43, 46, 49, 51, 53 and 5556 are not

presenting short-t oed | arkds songs, even i f there is
and between bars 43 and 57. These passages arevitled into two types and built with
Messiaends speci al chords. One such type is

other type is in the form of vertical chords. In bar 15 the first half of arpeggio is formed
with the 1st CCR 1 AB and the second haf is the 2"d CCR 4 AB. Bar 49 consists of CTI
11 AB and bar 51 is figured with CTI1LAB. According to Chiatds an
are used for oOwar mt h and Chaleurde solituelesdsl deaert t he C
de la Crau), or may be consideredto be merely a harmonic function to expand the
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development of the short-t o e d

| ar ROEBX 4-44ohag precisely the same

progression as the vineyard motif from the beginning of Le Traquet stapazin, although
it diff ers in range and tempo. (Ex 4-45)

Fig 4-6) Sunrise and Sunset inLa Rousserolle effarvatte 205

Page Description/ Characteristics Location Time/ Period
Sunrise 17 pink and mauve
11 Orange
Rose and mauve (dreamy) Waterlily pond 6 am
12 Sunrise 21 dense chromatic chords 6-8 am
12 Sunrise 31 dense chromatic chords
and cluster ascent 6-8 am
13 Sunrise 41 mauve + gilded 6-8 am
14 Sunrise 5- mauve + gilded 6-8 am
15 Sunrise 6 - chordal ascent 6-8 am
Sunset 1- red and violet
38-39 Orange, red violet
Descending chromatic chords + violet Iris pond 9 pm
and gilded (dreamy)
40 Sunset 27 red and violet descending Iris pond 9 pm-
chromatic chords (dreamy) b midnight
. , . 9 pm-
40 Sunset 3i all lower in range Iris pond midnight
Sunset4i 6t he red di s
meets its own reflection and sinks into 9 pm -
41 the watero Iris pond midFr)ﬂ ht
Chromatic descending cluster chords 9
(extended version)
Inthe Le Traquetrieur, t he | i ght moti f appears briefly

on t h epousrei@m&nt grgenté du soleil sur la mer) before ending. In spite of

204 Chiat, p.102

205 Quoted from Kraft, p. 193
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dealing with it as water music206, |ater, it will be considered in this section as well,
given that it was more likely to be intended as music associated with light.

The sun feature is homophonic and formed with regular rhythm (only using semi
guavers). It is mostly made up of semitones in a combination of sevenths and ninths.
It is likely that Messiaen prefers to use chords here rather than any other materials
such as scales or rhythms lecause chords are related to colours. One can deduce that
clearly in Messi ae ncomectadwithdcolouts.i(ExhB-46) i s deepl y
Through the study of several works which contain light or sun motifs, there has been
a careful examination of how Messiaen uses these motifs in his birdsong. Sometimes
sunshine is more brilliant than birdsong. Sometimes the sun moves from the bottom
to the top and all the way back to the bottom, sometimes light is described as a
colourful rainbow and usually chords are used to represent the light and all the various
colours. For the self-styled colourist Messiaen, issues pertaining to light/sun are rich
sources for material which cannot be ignored in the process of producing such an array
of dazzling sounds. One might use the example of a stained glass window in a chapel
as a source of inspiration for the performers to make their glittering timbre to present
this light.

3. Water

Water is probably one of the most favoured topics for discussion by the artists, and we

can find many pieces related to water. It is, also, the most common non-birdsong

material used in six pieces in Catalogue; nearly half of the work involves a water motif.

In general, water is material which flows or waves, and has its own sounds so it seems

much easier to depict this in music than the more complicated mountains, fields,

woods and so on. That is why water is such a popular subject for composers.

Particul arly, French culture itself has a deep relationship with water, not only in music

but also in art, and in great abundance. For instance, there are several works by French
composers: the piano part represent-Saeny, wat er
Barcar ol | elsa bNé¢'mEapure dubaséind f r om t h@amansdec f or
Bilitis, Reflets dans I'eaud f Images | and 6 On dbi nf dPréudes by Debussy and

deux d'eaud Une Barque sur l'océand f Mimine a n @©ndinedé f Gaspard de la

nuit by Ravel. At this point one should of course also refer to other composers from

other countries who have used water as their main material such as Elgar, Chopin,

Liszt and Smetana20’ One famous representative French artist who loves water was

206 See the section that refers to water music.

207 Example lists: the 2nd movement from Symphony No. 6 by Beethoven, Barcaolles by Chopin, Faure
and Tchai kovsky, 6The Troutd by Schubert, 6Sea Pictuy
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ClaudeMonet , and his series of masterpieces, 0
artistos deep relationship with water.

Water is a 6symbol of gr @cHe citestie tegt fraemrJohn t y 6 f o
4:14: O6but whoever dr i nlkethimawelflofwateesprimginger t ha
up to everl ast i Réesdes HeledHeaufFestiVitiessof brautsul waters)

for six Ondes Martenot. 209

It is common for scales or arpeggios for waves and skipping notes or repeated notes to

be used to descibe falling water. 210 Messiaen, however, uses diverse techniques and

divides water types more specifically such as water €au), wave, sea, pond and river by
locations or size. In Le Merle bleu, Messiaends intention seems
of energy disappearing from a central point with descending tones, and eventually

softening. This perhaps gives a kind of resonant, visualisation of water ripples dying

out in nature. (Ex 4-47)

In Catalogue, water is the only landscape material that is a creator ofnoise in itself. It

is used in various forms depending on the place, such as the sea, waves, rivers, ponds

or just water itself 211 Moreover, water has inherent movements and specific colour
associations related to harmony, which makes it distinguishable fro m other materials.

There are three kinds of water present here: water ( 6 ¢, blue sea (a mer bleu) and

waves (es vagues in Le Merle bleu. Based on these variations of water, Messiaen

describes them in order, from near to far away.

Firstly, forwater, des cr i bed | § ®&mp Mg s & svai@usa typessaedshey are

repeated alternately. Type (a1), formed with freely juxtaposed atonal monophony

fixed in mf, seems to represent tranquil water drops and introduces placid water. (Ex

4-48)

When the water motif is repeated, it becomes more complicated (a2), an expanded

gesture of the first motif placed in a higher register. (Ex 4-49)

Water (b) is a form of homophony with articulations and dynamics changing to express

small movements of water, whichar e not bi g enoughandwhelee cal l

Mussordgsesklyacode WAItlI eraktea dMad A e nisd rad t d 'a(Bedieled@sspring) c e 6
from Premiére année: Suisse by Ls zt , 6 Di e Mol daudé (VItava) by Smetana
opera O6Peter Grimesd by Benjamin Britten.

208 Messiaen, Commentary forFétesdes belleseaux r epr oduced i Gatabgugef WO mkeod e,
(Tutzing: Schneider, 1998), p.194, See also Mic e n't P. Benitez, 60l iander Me s s
I nformation Guide (New York and London: Routledge, 20

1: Sources and I nfluence6 (Routledge, 2016) p. 254
209 Fallon, Messiaen Perspectives 1, p.254

210 Examples: an arpeggio-style progression in the left hand from bar 4 of Barcarolle op. 60 by Chopin
and a mixture of triplet scales and arpeggios in the left hand from the beginning of Au lac de Wallenstadt
by Liszt.

2lMessi aen <séuat es ofehet s o
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the gesture descends at the end very softly. Both (bl) and (b-2) contain the same

gesture that consists of ascent with a crescendo and descending at the end with a soft

sound, which implies natural sounds and is a traditional pianistic shape. (Ex 4-50)

Water (b2) is similar to (b1) in that it arises with three chords, but the difference here

is that it has a bigger and longer gesture than (b1) to burst and it takes time to exhaust

all the energy contained within. It has a similarity with the waves of the sea (les vagues

de la mer) in Le Courlis cendré in terms of its ascending and descending shape,
dynamics of crescendo and decrescendo and its depiction of the time it takes for the

huge waves to lose energyln other words, an archetypal shape is used to express

waves in both pieces.(Ex 4-50 and Ex4-51)

Water (c) appears in a low register and has a narrowly layered homophony in a soft

dynamic to express the calmest water type. This presents a naturalreverberation that

settles down after being disturbed and is characteristic of water which never can be

still in nature and flo ws from place to place. (Ex 452 ) This type appears only twice

and it has the same shape but is transpogd down a major second.(Ex 4-52 ).

Ex 4-53 water (d), which starts loudly and becomes softer as if it were lapping water

(cl apot i 9-adesluctiondc thauwater shape,is composed of the last gesture of

Ex 4-50 b-2. Acting as a contrast to those waves which have &igger gesture with

sweeping scales or arpeggios, dropping water is better represented with small gestures

with a few notes or chords and movement in an unexpected direction. Water (d) seems

to describe precisely the characteristic of water via the use of staccatos. Chords
composed of 4th and 5th in 5/4/1 are especially well-presented water drops: staccato

presents the lightness of the water drops derived from big waves, and the grace chord

and note of the second chord arranged in lower position describes he natural
phenomenon where a bouncing drop starts from a lower level as it falls than when it

started.

Water motifs mainly appear in the introduction, once before waves (Ex 4-48), and

finally reappearing as a form of water drops with the softest sound at the end in the

coda between recalls of the blue rock thrush ouvenir du Merle bleu). The
reappearance of water motifs shows us what a significant role water plays in this piece

and informs wus of Messiaends unmistaleabl e
potenti al as an effective Opainterly backdrc
in particular, those memories that he experienced directly at the place where he heard

birdsong together with the sound of water. In the light of this factual backg round, he

is not a passiveobserver but an active participant in his music and reminds us of his

physical presence in the landscape when he transcribed the birdsong and its
surroundings. Messiaen directly notates®d t o |
voce in the distanced i n tSheees820Exi4-64) a souven

212 gherlaw Johnson, Messiaen, p. 129
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For the variety of water motif, the titte 6 L e Me r6l es olulnedis v elemersi mi | a
b I ehlué sea) which is used as the main material in the middle section containing

waves. The blue sea has the role olfeMé&leefrain
bleu and wave/water motifs. 213

Messiaen was captivated by the sea and his first portrayal & landscape in his cahier is

also of a sea description in Brittany. His interest in the changing colours and

movements of waves that he observed from Brest to the island of Quessant is expressed

in detail.

Blue sea, marine blue, Prussian blue, with reflections of silver and fold. The

wake behind the boat glistens with white
valleys, valleys transformed into hills, in ceaseless exchange. Within the blue

of the sea the sun traces figuresof-eight, grey-orange, and at the centre a

murky pale green.214

Messiaen uses modes of limited transposition in several pieces inCatalogue to present

specific colours and Mode 2215 is used inLe Merlebleut o descri be the &6bl 1
the sea. In addition, A major, which is associated with the colour blue and is used for

the sea inLe Traquet rieur and for the river in La Bouscarle, is used to portray the

blue sea in this piece. The sea motif starts with a moderately loud chord sustained

through the bar and ascends softly in steady tempo. Messiaen instructs the performer

to make soft, harmonious and contemplative (doux, harmonieux et contemplative )

sounds for the sea and to stay in moderate dynamics to present a calm sea. It describes

the surf crashing on the sea shore and ebbing away. The bass notes with pedals also

play an important role in the resonance of the tide. (Ex 455)

Considering the third variation of water, wave motifs are changeable like real waves

and different timbres should be created in each bar. Due to the dynamics and shape of

those bars, the size of the waves can be estimated. After gentle, descending waves,

which are probably medium sized, we suddenly find that furious ( furieux ) waves which

are assumed to be larger and composed of white kgs on the right hand and black keys

of the left hand, appear (Ex 4-56) and they remind us of the gesturei nJ edu x @y eaud
Ravel. (Ex 4-57) This wave motif can easily be distinguished from the other types of

waters because of its various shapes and dynanas. (Ex4-58)

There is an unlabelled example which could easily be considered as water material in
addition. It appears as if it is involved in the motif of Le Merle bleu but is more likely

213 |bid, p. 145
214 Cahier 23040, on 22 September 1955 trip to Brittany, p.2 trans. by Peter Hill

215 Mode 2 is used not only for the blue but also for the pink and mauve of sunrise in La Rousserolle
effarvatte . (Sherlaw Johnson, Messiaen, p.136)
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to evoke the tides flowing from far to near and crashing against the cliffs. The tempo
of the blue sea ( = 138, 6/1/1) and the descending shape which is similar to the
inversion of the blue sea shape lead us to rgard it as a sea motif. (Ex 458)

In order to create the loudest, most resonant sound of splashing waves onthe rocks,
which is notated as echoes from the rock walls ¢(ésonance des parois rocheuses,
Messiaen writes ffff on an Ez Major eleventh chord overlapped with the song of the
blue rock thrush. He also indicates the fingering of the left hand with three fingers to
emphasise the 7th note, ¥ which lingers longer than the element representing the
blue rock thrush. (Ex 4-60)

Rocks and sea waves are the main norbirdsong features in Le Merle bleu and for the
climax of the piece, Messiaen uses both materials at the same time. As a result, some
extraordinary non -birdsong effects are derived. (Ex 4-59)

It would be perhaps too convenient to consider Le Merle bleuas mer e 6&ésea mu
However, there is more information about the work p rovided in the preface and it is
important to read that section carefully in order to be able to fully understand the piece
as intended by its author.

Le Traquet stapazin is set in Rousillion like the other sea music, Le Merle bleu and Le
Traquet rieur . This work was notated at the end of June in the region of Banyuls?216
The landscape is described at the beginning of the preface:

€ |l e cap | 6Abeill e, |l e cap Rederi s. Les
mer, les vignobles en terrases. Lavigneestenor e en feui2¥|l es vert
(écapes, rock cliffs, mo u nTheavinassare stdl e a |, t €
green | eaves. ¢é)

Messiaen describes his unforgettable impression of the landscape in conversation with
Claude Samuel:

In the course of the journey that was the origin of the pieces in my Catalogue
dbéoi ssaa u telMerld bleud e Taquetrieur 6 abe Traquet stapazin, 6
| became acquainted with the region of the PyrénéesOrientales, and was
absolutely thrilled by that extraordinary place, which combines the blue of the

216 From the preface

217 1bid.
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sea, overhanging cliffs, terraced vineyards, forests of cork oak, and even
perpetual snow.218

Landscape is consistently connected with the birdsong in this piece: there are nods to

the black-eared wheatear at the edge of the road Traquet stapazin i au bord de la

route), the ortolan bunting singing in the vine ( Bruant Ortolan - dans la vigne), the

spectacled warbler in the scrubland (Fauvette a lunettes i dans la garrigue), the

herring gull flying above the sea (Goéland argenté i volant au dessus de la mer) and

the raven heard from the rock cliffs (Grand Corbeau i sur les rochers de la falaise).

Only three landscape motifs are established individually: the terraced vineyards, sun

music and the sea motif which is associated with theTurangalia motif. 219

Among the non-birdsong materials, sea music appears in only three bars of the coda

and i s overlapped with t he the tomposenaskdsusitok 6 s s o
visualise and then hear the sounds of a gentle sea without waves. The outer staves,

which are in the left hand (for the first stave, Messiaen instructs the performer to cross

the left hand) stay on the same chord of C# minor 7 and the inner stave presents the

movement of the sea through gently oscillating harmonies. (Ex 4-61)

La Bouscarle, which contains fourteen kinds of birds (three more than the longest

piece,La Rousserolle effarvatte) , can be considered to contai
indicates the highest concentration of birdsong. It is set at the edge of a little river, the
Charenton.220 In the cahier written in Banyuls, the plans for La Bouscarle are found.

A little piece for a bank of a river; the Charente and the Charenton. Entitled La

Bouscarle. é T h & reflectiond of trees in the river i willows T poplars, aspens.

Reflections of the green water of the Charentoni blue and green flight of the kingfisher

é 221

As the setting is by a river, there is no wonder that water plays a neessary and central

role in this piece. Messiaen describes the w
the other i s Owater refl é dteiaawnd edfl ®wel Il ews
peupliers) which brings to mind the paintings of trees by Claude Monet. The chords

seem to reflect the artistic t eGdomgasBiaerre known
Seurat is better known. Surprisingly, the twelve-note mode which usually presents the

achromatic colours of nature is used to depict the green reflection of the trees on the

water. We can surmise that this water refers to the river rather than the pond by use

218 Samuel, Music and Color, p.35

29These two motifs are the flasdi b wou s s b sihd $ixthr ¢ 6 & me me
movement of Turangalila . (Sherlaw Johnson, p.129), Chiat, p.152

220 The location from the preface.

221 Cahier 23056 (2), trans by Hill
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of the exprlkesguieée t@&ihms, the obdeevér is standing in the
distance admiring the scene of a grea artistic master piece. (Ex 462) The rhythmic
canon to which semiquaver value is added (1 unit) in the left hand after the right hand,
and the speedy tempo employed, supports this view. Fig 47 shows the rhythmic canon
applied to these two parts. At the beginning of the canon, it is recognisable yet, after a
few bars, it is no longer perceived as such by the listener any more. The more values
that are added, the more complicated it seems. The rght hand part is augmented
regularly by a semiquaver until the second note in the bar 3/4/2 while the left hand
finishes its development at the end of the canon in bar 4/1/2. The coherent linkage of
such phrases might be one of the hardest elements in a setion like this. However, the
composer is constantly dropping hints and c¢
with a pedal might provide such a clue as to the ways of traditional pedalling.

Fig 4-7) Rhythmic canon by values (ﬁzl unit) from bar 2/3 /3 to 2/5/3

RH:4 224 4 24 3 3 3 4 224 4 24 2

LH:(1)5 3 35 5 35 4 4 4 5 3 3

Mode 3, which describes the bluegr een arr ow of t hféchd&hblenegf i sher
verte du Martin -pecheur) with splendid chords, presents the calm river
polyphonically.

The river motif has two styles: river (a) is a short motif and river (b) is a longer motif.

Both motifs always lead to birdsongs and are sustained until the next river motif or

other materials appear. River (a) consists of octave intervalsand (b) contains river (a)

and added sixth chord. Both end with an F#7 resolution. (Ex 4-64 and Ex 4-65)

A moderate chordal gesture for the river, which is constructed from mode 3, is resolved

with an F#m7 chord which lingers for a while, and which then overlaps with the

morning motif. This motif itself consists of a low -register quick and soft gesture which

resul ts i n -taardd sttcamteruetantatam lointain ). The overall effect

is that the piece appears as if one is watching a documentary showing a calm river with

the sun rising from afar (meaning morning), together with the sound of distant

birdsong. (Ex 4-66) The F#m7 resolution creates a sense of stability where it is the

compos er 0 s intention t o portray the tranquil
demonstrate the comparison with a splendid Kk
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Chords of the river (b) recol | ecfluandgalda ,f al | i n
harmonised with added sixth chords.222 |f the question at this point is why Messiaen

uses the love theme in this piece, the answer could be that it is because this is the only

piece that sings about the nuptial flight of a kingfisher ( vol nuptial du Martin -pécheur).

In other words, if the love theme from Turangalila sings about the love of a human

being, this nuptial flight sings about the love of a bird. (Ex 4 -66 and Ex 4-67)

In La Rousserolle effarvatte , which is set in the Sologne near Otéans, between Saint
Viatre, Nouan le Fuzelier, Salbris and Marcilly in Gault, water is used as the main
material with the exception of birdsong. As the longest central piece, it naturally
contains the most various materials: eleven kinds of birdsong, water (pond and
swamp), night, sun, frogs and flowers (yellow irises and purple foxglove) There are two
types of water musi c i n mystéiiesx) mpusieaf the pondh e 6 my
(Musique des étangs) and the noises in the swamp (ruits dans le marais ). Both
motifs are related to night materials.

This piece starts and finishes with pond music, which conveys a mystical mood at night
in the woods and fields. Messiaen describes several ponds from different places23
The pond motif consists of a twelve-note mode with chromatic rhythms, and looks very
different when compared to other water music in both shape and movement. It is a
long progression running over two pages. The use of the twelvenote mode for water
is probably for the same reason as the notation of birdsong in the chromatic scale&24
in that the natur al sound has untempered to
which musical instruments cannot produce. Another simple reason might be that it is
midnight, me aning that twelve tone, symbolic technique of night, is used. Each hand
plays a different role: the right hand stays on only two chords, composed of major
ninth intervals of G 2-Az and Az-Bz, to portray the calm water of the pond. The chords
in the left hand seem to present the deep, dark night by staying at a soft volume §)
and being presented in a much lower register. The hands share the twelvenote mode;
the right hand has only three notes of G%, Az and Bz while the chords of the left hand
cover the rest Moreover, the motif is developed in different ways in that the left hand
has the same chord progression but depends on the right hand for rhythmic
progression, while one semiquaver chord of Gx-Az is added on the right hand. The
sixth chord, played in the order C-F-B in the left hand is increased in length by adding

222 Sherlaw Johnson, Messiaen, p.130
223 gee the preface.

224 Messiaen refers to the impossibility in transcribing the birdsong because of its micro intervals. In
his conversation with Samuel, he says 61 am obliged t
cannot execute. | replace those intervals, whichare on the order of one or two commas, by semitones,
but | respect the scale of values between the different intervals, which is to say that if a few commas
correspond to a semitone, a whole tone or a third v
transposition of what | heard, but on a more human sc:
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the value of a semiquaver and consequentially each bar is increased from fourteen
semiquavers to twenty three semiquavers. The accents in the right hand, important

elements in making the rhythm ic canon, should be detached and played lightly to
produce a sound like a xylophone (es notes accentrueés de main droite: comme un
xylophone) rather than strongly as with a normal accent. While Messiaen notated to

produce the resonance of a tamtam for a solemn night, this way seems to increase the
numinous temper of night with resonance of a xylophone. The right hand should play

as hitting the piano keys, albeit lightly. On the contrary, the left hand should press

softly to produce a subtle, mysterious mood.

Fig 4-8) Construction of the Rhythmic Component of the Isorhythm in La Rousserolle
effarvatte

Bar No. Rhythms on the left hand Total

values

1 [2221] 3 3 14
2 [2221] 3 3 15
3 [2221]3 3 16
4 [2221]3 3 17
5 [2221] 3 3 18
6 [2221]3 3 19
7 [2221]3 3 20
8 [2221]3 3 21
9 [2221]3 3 22
10 [2221]3 4 23
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Between the first (Gz-Az) and second accents (A-Bz), the numbers of semiquavers are
increased from 0 to 12; this ebb and flow is therefore perfectly and between the second
(Az-Bz) and the next first accents (G4-Az), the numbers of semiquavers lessen from 12
to O; it is exactly retrogradable. This motif builds a mysterious mood by repeating the
ninth with a rhythmic canon progression which has underlying rules but sounds
irregular. The counts in the bar become longer, as if the composer draws the darkness
of the night gradually deeper. (Ex 4-68) Fig 4-8 shows a construction of the rhythmic
cannon focus on the left hand.

On the contrary, the music of the ponds reappears as coda on the following day at 3
a.m. The motif looks like a retrogradable rhythm of the pond music in the beginning,
yet it is not exact. The chords in the left hand are the chords of second (b) in Ex 468
and progress backward to the first chord in bar 2. The value of the first chord is 10
semiquavers and becomes shorter from ten, nine, eight, six, four. There are rests which
increase by adding a crochet rest. By getting longer the period of mute, the (Ex4-69)

It may be sensible to categorise the noises in the swamp lfruits dans le marais ) as
water music yet Sherlaw Johnson regarded them as night music, because Messiaen
indicates the time Oni g2 tinthex wodds, @ is tleardthat n t he
night has a deep connection with the noise from the swamp. However, one cannot
escape the fact that it has a similar gesture to the water motif which ascends and
descends, (Ex 470) as well as the repeated chords which are similar to the pond music.
(Ex 4-71) The continuous movement implies that it is purely a water motif. It also has
subtle dynamic changes like water.

It is worth noting the motif of the frogs - the only creatures associated with the water
other than the birds - and that they have a clcse relationship with the swamp. Frogs
will be discussed in further detail in the sectionon 6 Li t t | e .Ani mal s

In the last book, there are two pieces presenting water, specifically the sea, and the
setting for both pieces is the coast of France.Le Traquet rieur is in collaboration with
sea music and begins with a bedazzling motif to express the joy of the blue segdie de
la mer bleu). Le Traquetrieur has a c¢cl| ose r leelMarkebleud.s hB @t Wi g ihe @&
include songs of swifts and herring gulls and present the joy of the blue sea, a
cel ebratory ex ampthropomorphic M% 8laturealeanlyddses not have
feelings like joy, sadness or terror but Messiaen shows his empathy for nature by using
emotional words and mentions that the nightingale ch anges the feelings from sadness
to joy abruptly. 227 For instance, in La Chouette hulotte, Messiaen maximises the effect

256t he piece and theowmds ousomtthlee swagmp. 6 Sherl aw Jo

26 The term of 6éanthropomor phi cd Iiversatiorewith SamueldMusiby Me s s i
and Color, p. 88) and Sherl aw Johnson cites to expl ai
human reaction to nature. (Messiaen, p. 130)

227 samuel, Music and Color, p. 88
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of anthropomorphic by descri bing the owlds song as Ol i
(comme un c rassasdireRorf Messtaen, it seems that not only are birds

obviously living material but also that inanimate nature has its own life and emotions.

Perhaps he thinks that everything in nature is organically linked, rendering them so

absolutely and fundamentally inseparable from each other.228 All of the above in

combination is one of the overall reasons why Cataloguec an be <call ed Opr
musi co. Further mor e, the notated, emotive Wwt
own imagination and freedom of expression.

The magnificent first cluster chord, which opens this piece is in the low register and is

composed of black keys in the right hand and white keys in the left hand. It seems to

be formulating an image of the surf rushing against a rock cliff on the shore22° and

remi nds (wrashiogfwavéstapamst cliffs inLe Merle bleu. 6 After t he cr
A Major chord, associated with the blue colour of the water, prepares us for a bigger

gesture and is followed by long rests. (Ex 472)

This four-bar sea motif is repeated four times as arefrain in exactly the same way. The

refrain is used as a frame at the beginning and the end.

There are two more features present that arerelated to water: the gust of the wind on

the sea (Coup de vent sur la mer) and the silver glistening of the sun on the sea
(poudroiement orgent é du soleil sur la mer). The wind resembles the water in the next

piece, Le Coulis cendré using a twelve-note mode arranged in two-part chords. (see

Ex 4-81) However, it simply ascends with a crescendo, moves quickly with staccato

and uses a single pedal so that the motif is played in a single breath, much like the

blowing of the wind. (Ex 4 -73)

The sun motif is also homophonic yet, compared to the wind motif, it has a different

gesture: more parts are added, wider ranges are used and the pedal keeps changing.

228 The reference to Saint-Francgois d'Assise (St. Francis of Assisi) suggests the validity of their
connection.

Saint Francis lifted up his eyes, and saw on some trees by the wayside a great multitude of
birdsé and the substance of the sermon was this:
God, your Creator, and ye ought to sing his praise at all times and in all places, because he has

given you |liberty to fly about into all places; &
your thirst, mountains and valleys in which to take refuge, and trees in which to build your
nest; so that your Creator | oves you much, é my |

al ways to give praise to God.o As he said these w
endeavouring by their motions and by their songs to manifest their joy to Saint Francis. And
the saint rejoiced with them. (from Saint Francis of Assisi: Sermon to the Birds - c1220)

We can recognise that birds should sing at every time and in every place because God loves them and
gives everything for them. Therefore, it is absolute that presenting everything in nature in music is
representing the reasons why birds sing and act as a

229 There is no notion for the cliff on the score but it can be analogised from the preface where Messiaen
narrates the scene.
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In addition, the sun motif starts with a tempo more than twice as slow and finishes

with a freer tempo which becomes much slower and sustains with a loud sound to

expressthe magnificence of the sun. In comparison, staccato is used for the wind motif.

Here is the most appropriate moment to show the gust ending in ff. It seems that

Messiaen strives to describe more movement for the wind motif and more colour and

shape for the sun motif to present their characteristics. All the values are fixed as
semiquavers and could be called O0regul ar r h
irregular and unpredictable. (Ex 4 -74)

The last piece,Le Coulis cendré presents the seascape of the western coast of Brittany

with a curlew and other sea-birds which live on a desolate island. Unlike Le Traquet

rieur, which describes a delighted impression of the sea, this piece portrays an

unsettled and godforsaken image of the sea where the seabirds are busy, and

constantly noisy.

Il n this piece, there are three types of wat
which plays the role of a refrain, Owaveso®b ¢
waves into one feature yet it may be a better interpretation to separate them as they

have different gestures230

1) The Waves of the Sea (les vagues de la mer )

After the |l ong introduction of the curl ewds
as a combination of three different gestures: a traditional wave form of ascending and

descending arpeggios which includes crescendo and decrescendo, an unpredictable,

whipped (fouetté) ascending sound which depicts the slapping water and ends with a

descending gesture that goesdown to the lowest C natural; this stays unusually loud

where it might be expected to lose energy. (Ex 475)

This wave motif is distinguished by rests an
whenever repeated it becomes a longer and bigger gesture #h more dynamics to

present the roughness of the sea. Before the second refrain, even though it is still
undoubtedly the song of a herring gull (Goéland argenté), it sounds more like the

Owaved motifs repeating becaustethethadtiomlhape of
shape of the waves, encouraging the listener to consider it to be a wave feature.

However, it seems that Messiaen intended to divide the birdsong from the wave by

inserting a short rest. (Ex 4-76)

The second time, the motif of the wavestarts with the lowest F# which is the same note

as the first note of (a), but this time is transposed to a lower sound in (b) in order to

make a wider range. All of this preparation is intended to create a bigger gesture. This

gesture, that should be rushed (presse?, to express an appropriate, natural wave, leads

20According to the Form section, Johnson indicates 0
Sherlaw Johnson, Messiaen p.158
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to the lowest F# which gives the effect of an ending. Surprisingly, this motif is not
finished until another gesture comes. The last gesture, which is made up of high
registered and spread chromaic notes from A to F (except C and D#) and finishes
loudly (fff ) without diminuendo, is abrupt and creates an unexpected feeling because
of the contrast with the former two gestures which have a standard resolution of cresc.
and dim. As unexpected and in@ngruous as this may seem, one has to accept that this
is the way Messiaen narrates his music. To make a longer gesture, Messiaen adds extra
dynamics, maybe other materials in the middle of the second wave and it satisfies the
realistic suggestion that the waves are diverted and transformed by hitting against
something solid such as rocks?3!, mountains and so on. (Ex 4-77) This motif is
reminiscent of the cadenza section ofJ e u x  tyORawelubecause the shapes and
dynamics are similar and the same materials are used in both works. (Ex 4-78)

An entire page from the score is devoted to the third wave, which is composed of three
kinds of wave: (1) traditional wave, (2) the bigger gesture in the middle and (3) the
ripples which continue until the sea calms down. The bigger wave (2), similar to wave
(b), starts with F# and adds more content in the middle. (Ex 4-79)

2) The W aves (les vagues )

This simple wave motif appears three times as a traditional wave shape: on two
occasions exactly the same as (a) which isymmetrical and once narrower (b) as before.
The wave (b) has a longer gesture in the way of observation of nature because it goes
further. (Ex 4 -80)

3) TheWater( | 6 e)a u

The water section (interlude) 232 |looks strange because, although there is a movement
that resembles normal water (ascending and descending), it is not easy to catch the
melody and recreate the phrasing as a performer. The reason for this is that while there
is nothing connected with each other, all the notes are just skipping. It can be said that
the dynamics and rests provide the clues as to how to successfully make the phrasing.
Moreover, there are little moments in time to make us aware of in G Major which

281The waves with rocks wild.l be explained next section

22Sherlaw Johnson uses the term 6interluded for the w
the piece and is unique enough to be distinct. (Sherlaw Johnson, Messiaen p.158),
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provides a reassuring sense 6stability during the progress which is normally unstable
through two pages in the score. (Ex 481) A twelve-note mode is used in each hand to
describe the water (probably oOowaveletd) and
water. This motif keeps moving quickly without a break; on the score, there are
semiquaver rests that act as a guide to make the phrases rather than as a proper reses
but with crescendo and diminuendo, the water motif soaks into the foggy night ( la nuit

et le brouillard se répan dent peu & peu gradually and slowly. Despite the rhythm
being stuck on twelve semiquavers, there is scope for it to be played freely.

The water motif flows into the fog at night and leads to the siren of the lighthouse
composed of frightening full chords. (Ex 4-82) Through his detailed notation,
Messiaends musi¢ stimulates the performeros
Water is assuredly the easiest material to transcribe into music among the landscape
materials. It flows like music and the shapes observed resemble the musical archetype
shape. However, due to his deep knowledge and appreciation of water, Messiaen strays
from mere simple descriptive passages. Rather, he crafts his pieces using all of his
technical language in combination with traditi onal musical elements, creating his own
unique interpretation of water. By separating water into several types and expressing
its natural characteristics in various ways, his version of water material not only
overcomes the potentially over-familiar resonance with birdsong but also gives
exclusive attraction to the birdsong work. In case of sea music, Messiaen describes not
only the sea itself but creates a division between large scale and small size (wave of sea
T wave itself i water). That is to say, water material adds variety to birdsong music by
segmenting.

4. Geometrical Features (Mountains, Cliffs and Rocks)

There are four pieces in Catalogue related to landscape features, such asnountains,

glaciers, rocks, cliffs and stones. These materials, ofcourse, do not produce sounds
themselves and do not change their shapes; they are all inanimate, solid and fixed.

Messiaen generally uses loud and dense chords to describe the enormous and hard
landscape features to contrast with the comparatively freer birdsong, which sets the
background against the foreground.| n t he cahiers, there are Me
of landscape such as mountains, cliffs with surf and the various shape of rocks?34

233 The chords are to be shared.

234 Cahier 23044, p.2 collected in Ouessant, Brittany
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According to Messiaents statement, It i s
using the landscape of MeijeGlacier in Le Chocard des Alpes the first piece of the first
book, because of his love of it.
€ | have a predil ect i oparticiilasly wildptaceswhaeh n s
are the most beautiful in France, like the Meije Glacier, less famous thanMont
Blanc, but certainly more awesome, purer, more isolated.235
Messiaen6s summer house in Petichet is si

and which enjoys a mountain view of the Alps and a glacier. He used to visit the house
for his summer holidays from the 1930s. In the cahier, there is found a description of
the view which is directly related to Le Chocard des Alpes specific colours and scenery
are depicted.

The meadows are full of mountain flowers: yellow, sky blue, pink, and violet i
all the colours of the rainbow. A forest of fir trees, close to the Meije. Full sun,
the Meije glacier, with its peaks and tormented rocks. The Tabuchet glacier, to
the left of the Meije: more snow completely white, wearing a huge cloud.
Between two peaks an immense path of snow climbs towards the sky like a
gi ant 6 s hi g ke hrge darlkhgeeerf hoadssi press together to see
the giants who scalethe highest snows towards a terrible immortality. 236

In Le Chocard des Alpes there are three long dissonant chordal passages (pp. 2, 4-
6,11 2) that are composed of twelve not
O0Anti strophed an den indicatesdire the pacface.NfeThe Btrophe
describes diverse aspects of the mountains of theDauphiny. The Antistrophe presents
the rocks of Saint-Christophe which is standing in disorder before Saint-Christophe-
en-Oisans near the mountain. Finally, the Epode portrays the amphitheatre Bonne-
Pierre which looks like giant phantoms, or resemble the towers of a supernatural

Cahier 23044, p. 5 collected in Ushant
235 Samuel, Music and Color, p. 34

236 Cahier 23065, p. 2 dated on 3 June 1955, transBy Peter Hill

27The form of &é6Strophedé, O6Antistrophed and OEpodebd

mostly, the strophe and the antistrophe have a same structure but the epode is different. (Sherlaw
Johnson, Messiaen, p. 160)
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fortress in Messiaenb6s view. A |l ong descript
as O0i mpl acabl implazabld et massif} whicl ibformis us of the hardness

and the great scale which opens this piece. The twelvenote mode is used for the
achromatic colours of nature and here it represents the white of the glaciers against

the grey mountain.238 All the notes of the chromatic are dealt with equally in this

passage; although the notes appear in the same quantity they are not of lhe same

quality, because certain important notes or chords are held on for longer.

Nonetheless by understanding the effective equal treatment afforded to all the notes,

it seems that Messiaen wants the music to be led by the left hand rather than the right

hand in terms of pedalling. It is certain that the pedal changes rely on the left hand

because of the sustained bass notes. The ascending and descending chords in the right

hand present the shape of mountains as seen by an onlooker. The chords in the lef

hand move up and down yet eventually descend very low to depict the glacier
extending from the top to the bottom of the mountains. From the durations in
semiquavers written under the score (Ex 4-83), we can see that the left hand moves

more frequently th an the right hand, leading us inevitably to believe that the left hand

presents material in the landscape that is actually moving, in other words the glacier.

The lengthy glacier passage (27 bars) is fixed in two beats (two crotchets) with the

intensity (f) and finishes with a sustained chord that leads to the song ofAlpine chough.

(Ex 4-83 and Ex 4-84)

The long silence between the sections representing mountains and the alpine bird

clearly distinguishes the quietness of the huge landscape in the backgromd from the

noise of the main bird in the foreground. (Ex 4 -84)

This piece ends with the Cirque fantdmatique de Bonne Pierre (mystical stone valley

of Bonne Pierre in Ecrins) which Messiaen de
ghosts or like towers of a supernatural fortress (gigantesque et surnaturel ). 28°dThis

mountain with its stone passage, composed in the twelve nde mode, is similar to the
mountains with the glacier at the beginning
regular two beat bar and fixing the intensity at forte. However, the mountain with

stone motif gives a slightly different impression with its sho rt notes. In the case of the

mountain with stone, semiquavers are used more frequently and holding notes seem

to possess less importance or impact than in the mountain with glacier motif. It seems

t hat Messiaends intenti on nalaeffectivelyugimgenm@nt t he
inflections of the same musical language. The result is that mountains are, indeed,

gigantic and the rapid progression of chords with irregular rhythm for the stones

creates a surreal mood, just as Messiaen intended. (Ex 485)

238 Messiaen regarded twelve-note sets as a principal device inL i v r e ds6é @sedgitunenearly all
pieces except the fourth and the last movements. The usage of the sets is, also, essential iBatalogue.
(Sherlaw Johnson, Messiaen, p.113 and 135)

Z9From Messiaenodopiecpreface of the
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Although the twelve-note block is used, the antistrophe, which is usually derived from
the strophe and therefore has fundamentally similar qualities, is nevertheless different
in this piece. This section portrays the fallen logs around the warren of Saint
Christophe by mainly using descending homophony and consists of irregular beats,
added notes and accents with higher volume:ff, énorme et puissant (enormous and
powerful). The direction of descent seems to represent the physical movement and
status of fallen logs. (Ex 4-86)

Deciding on the structure of phrasing can be a crucial issue in this type of music. The
rhythmic pattern seems to be significant for phrasing. This motif starts with a
rhythmic pattern like this:

AR IR B

This appears every four or five bars and sometimes the last note has an added value

semiquaver or a quaver.

In Le Chocard des Alpes there is no superimposition of materials which is a common

device in Catalogue. The landscape is divided into three sections, and between them,
Messiaen arranges birdsd songs and their f
remarkable comparison between birdsong and landscape.

Le Merle bleu and Le Traquet stapazin are set on the south coast in the Roussillon

district in Franc e. Although the main characters in both pieces are the different

features of the sea with birds, the cliffs or rocks also play significant roles in illustrating

the habitat accurately.

At the beginning of the third piece, Le Merle bleu, the twelve-note blocks that are also

used in Le Chocard des Alpesfor mountains with glaciers, rocks and fallen logs are

emphasised and applied homophonically to describe the cliffs by the sea. Messiaen

expresses his own view about the cliffs in the preh c d:e sé caps sbéall ongen
mer comme des crocodiles ( The headl ands stretch into th
The cliff passage (a) which consists of thelengthenedr hyt hm o6r ©&&aWigr d han a
4-8) starts with major seventh chords and descends from high to very low Ba. The last

note of the cliffs is overlapped with high register Martinets noirs (Swift), which
consists of major seventh chords.

240 Messiaen discussed Indian rhythms and notated them in Chapter 2 of Technique de mon langage

musicale and Chapter4of Tr eati se d Ryt hme, de ,Voadumtk:BAUR®g a&vtarddiOamad
is one of the most his favorite rhythm of 120 deci-talas which is found by Sharngadeva, Indian musican

of the thirteen century.
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The second phrase (b) wusi?wg itsheanormkhkytthmnoft wo
as the first bar, allowing for a more detailed depiction of the cliffs. Messiaen frequently

modifeds the radgavardhana. Adding semiquaver results in producing sounds like water

hitting the cliffs. (Ex 4 -87) The Fig 49 shows howMe s si aen wuses the Sha
rhythm in his music.

The diff passage (c) is an example which Messiaen reverses the passage (ahd divides

dotted minim into three crochets. (Ex 4-88)

The intervals of the first passage are wide with non-retrogradable rhythms and the

intervals of the second passage become narrower to describe the cliffs. This descending

gesture seems to imitate the gaze of an observer (perhaps Messiaen himself), looking

at the cliffs from top to bottom. In other words, the first passage only portrays the

outline of the cliffs and the second passage describes them more precisely. We can

therefore easily assume that the next passage will present the shape of the cliffs in full

detail via the use of a much longer passage.

Fig.49) Sharngadeva and MeMalelldeends r hyt hms i n

Rhythm
Rhythm Examples (a) patterns Examples (b) Rhythm patterns

03 AN | e JJJ 4Ll

Sharngadeva | ragavardhana candrakala

Messiaen LeBl\a/lIreﬁgrgEu ,h,hj\J Ll?aalillirflreorbﬂeu j\ j\j\ 'h J\ f ﬁ

The third refrain is a much longer passage (five bars) which does go on to depict the
cliffs in greater detail. The rhythm of the last three chords in 3/1/2 is the same as the
first passage for the cliffs at the opening, and the rhythm of the whole bar 3/2/1 is
exactly the same as the second passage of the cliffs. However, when compared to the
former gestures, the chords are not only descending but are also occasionally
ascending, describing in particular the uneven and jagged shape of the cliffs. The
values, added and omitted, seem to describe the equally uneven surface of the cliffs.
That is, longer notes (dotted crotchet and minim) are used to depict the overhang
surface, and shorter notes (quavers and semiquavers) are used to portray the hollow
part. The figure of demisemiquavers scales and quversfollowed by a dotted minim
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with huge volume, represents the water hitting the cliffs again. 242 This pattern seems
to suggest that Messiaends own Viewing
passages so that he &n see the uneven surface of the cliffs more precisely.

Messiaen occasionally uses landscape as a musical device. Here the rocks are shown
as creating echo and whirling resonance €cho des rochers, resonance tournoyante)
because of the waves crashing onltem. (Ex 4-89)

Le Traquet stapazin (black-eared wheatear) begins at the vineyard and also has a cliff
motif. The passage relating to the cliffs appears twice, but each time accompanied by
the song of the raven (Grand Corbeau). The cliffs are expressed by aloud chord

overlapped with a very low register Bz and this shape recalls the cliffs inLe Merle bleu.
(Ex 4-90 and Ex 4-91)
In many cases, while birdsong is played at the top of the keyboard, music describing

the birdsd habitat is sustained under the
however, does not overlap with the black-e ar ed whe at e her TGaguets on g

stapazin: the pedal must be taken off. This slow homophonic vineyard music that
finishes with the first Chord of Contracted Resonance?43 is repeated four times in the
exactly the same form. For the vineyards, Messiaen follows the movement of the
vi ewer 6antapdodbatoni as he does for the cliffs by using descending chords.
(Ex 4-92)

The pivot of Catalogue, La Rousserole effarvatte can be referred t
col | ect i o n 2%becamanmaayrmatarials, guch as time flowing, the pond, the
swamp and other creatures such as frogs and grasshoppers as well as flowers are all
found within it. There are no real rocks

to describe the sound of a coot Foulque) - little stones hitting each other (comme si
| 6 chaquait des pierres). In other words, even landscape is in a sense a component
of birdsong in this work. (Ex 4 -93)

Le Merle de rocheis set on the rocks with fantastic shapes in Moureze in the Hérault
in May. The location is full of rocks, so naturally rocks and stones are the main non-
birdsong material together with the night motif in this second longest piece of
Catalogue. The opening evokes the mysterious mood at moonlit night with two slow
soft low register chords followed by a cluster chord in the treble representing the huge
hand of stone (la main de pierre). The hand stone motif is varied in rhythm by
semiquavers and divides up the piece into sections: it appears in the introduction and
coda. (Ex 4-94)

Apart from the first chord, this motif is made up of exactly the same shape in both
hands, although the parts are not symmetrical. This group of cluster chords does have

242 See the score 8/4/2-5/1
243 See chapter of Harmony (Traité VII, p. 158-160)

244 This is my own term which is used to explain the piece,La Rousserole effarvatte in one word.
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a similar shape with an ascending and descending water shape, but the density of
chords produces a more mystical feeling of the night.

For the rock formation, Messiaen indicates the parenthesized numbers of the 32
chromatic durations in his score. 245 |t seems this is egecially identified because
performance with the accurate duration is one of the most considerable elements. One
demisemiquaver is counted as one beat. The Fig 410 shows the relevant numbers.
The differences between the stegosaurus stone motif and the ddlodocus stone motif
are that the latter consists entirely of chords made from the twelve-note mode and the
range is much wider than that found in the stegosaurus stone motif. (Ex 4-95 and 4-
96)

Fig 4-10) The permutation of the stone music in Le Merle de roche

Pages Rock formation Duration
5-6 Stégosaure de pierre (A7) (21) (9) (5) (11) (2) (8) (7) (23) (3) (31)
6 Stégosaure de pierre (19) (25) (29)
7 Diplodocus de pierre (4) (3) (5) (12) (13) (2) (8) (11) (9) (17) (27)
(6) (10) (2) (V)
10-12 | Cortége de fantdmes de | (3) (28) (5) (30) (7) (32) (26) (2) (25) (1) (8)
pierre, transportant une (24) (9) (23) (16) (17) (18) (22) (21) (19)
femme morte (20) (4) (31) (6) (29) (10) (27) (11) (15) (14)
(12) (13)
21- Stégosaure, diplodocus, et | (13) (1) (6) (15) (2) (11) (21) (7) (19) (3) (4)
divers monsters- tout de (29) (31)
pierre
Stégosaure de Pierre- (14) (21) (16) (2) (5)- (9) (3) (15) (18) 1 (13)
interlaced with other i
25 materials (5) (19) (3) (23) 7 (4) (7) (25) (32)

245 Le Merle roche is the only movement which Messiaen labels the parenthesized numbers of

chromatic durations among thirteen pieces of Catalogue.
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Messiaen6s i magi nati on creates the scene of O0a
stone transporting the corpse of a woman (cortége de fantdme de pierre, transportant
une femmemorte) 6 whi ch represents the rocks for mat

phant om st one motif, the permutati orsobarte-t hirty
quatre duréesfrom L i v r e dafeasedpdd Bldiably, Wai-Ling Cheong insists that
this motif evokes Claire Del bosds death. Thi

this occurred only a week after the premiere of Catalogue on 15 April 1959247 1t is

probable that Messiaen therefore predicted her death to be close. (Ex 497)

Interestingly, Messiaen creates all the stone motifs by gathering the stegosaurus and

diplodocus stone motifs together. This motif is thirty bars long and reveals the original
characteristics of both stone motifs. (Ex 4-98)

In the last piece of Catalogue, Le Coulis cendré, there is no clear label for non-birdsong

materi al but we can ssoriptpnohss e€ahiérrthatreea vhasicssi ae n 6 s
incorporated with the rocks. Messiaen describes his impressions of the sea in Brittany

and the rocks which have grotesque shapes:

Chaos of overhanging rocksé Terrible! The
ochre,j aggedé | i ke the teeth of a | ion, dr
hi ppopotamus, the jaws of crocodil esé Ov.
The smaller rocks are entirely covered with brown algae, like hair T the hair

has the fetid, salty smell of the sea godsé Rocks l i ke d

grotesquely shatteredé a veritabl e cat h
iguanodons, upright with index finger raised. The sea Prussian blue or purple

i the waves leap furiously around the rocks, which are surrounded by water,

leaving great wakes of white foam, the waves like horses with white manes!

Opposition of the active sea, constantly at work, agitated, furious, and the still,
motionless, col d¥fury of the rocks ¢é

The waves consist of two types: the wave itself and the waves of the sea, and the second
wave has extremely loud attacking chords which seem to describe the waves hitting
the rocks in the middle of the sea. The gesture of the waves might differ according b
whether other non-birdsong materials are inserted into the sea motif or not. In other
words, if there is an obstacle encountered, the waves have a crashing gesture or loud
resonance, while the simple waves merely move up and down smoothly. By taking note

246 Kraft, Birdsong in the music of Olivier Messiaen, p.199

27Cheong, article O60SymmetriToal sPeramutCHttind g eteld al 6Toweleve
p.127 from Perspective of New Music Vol. 45, No.1 (winter, 2007)

248 Cahier 23044, p.5 trans. by Peter Hill
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of what Messiaen describes here the performer could develop in great detail a sense of
what the scene looked like and this would help to produce the resonance accurately.
Non-birdsong materials which have enormous size and solid surface without action
and noise such as rocks, cliffs, mountains and so on are presented at the beginning,
between birdsongs and at the end.

5. Other Non -birdsong M aterials

1) Little Animals

In Catalogue, other animals do appear in addition to birds. This is because Messiaen
portrays the natural habitats where the birds live with other animals. There are, of
course, many other kinds of plants and Messiaen does not ignore them. In the wild,
however, it is natural that big animals live in the same habitat with birds and strong
animals Kill and eat the weaker ones. Messiaen does not describe those happenings.
He only presents things such as birds singing and flying in the vast landscape. It is
perhaps due to his positive personality that he wants to depict only the beautiful
aspeds of nature. It seems to be one of the ways in which he expresses his faith and
praise of God.

As this part of the study is focused on the non-birdsong materials, it is worth
examining the other little animals which exist in the same habitat as the birds, and
which appear in Catalogue. There are only two works which include them: La
Rousserolle effarvatte andL 6 Al ouette. cal andrell e

As the longest and centrally located movement,La Rousserolle effarvatte contains the
most varied non-birdsong materials among the movements of Catalogue. One of the
materials relates to the frog whichlesseems
grenouill es r ®p o)nKEkd-a00 ( lts mausibndn@ytba inflygenced by
Bartok and his night music. The 6Obtupnfddsor
grenouilled ) is imitated with long trills centred on A- E- A (tonic- dominant - tonic) in
the upper voice and by use of the triplet constituting of two notes of major 2nd in the
lower voice. Both voices, in the very low register, produce interrupting noises in order
to break the stillness of the calm pond at night. This motif is located between the
background music, the bell-like sounds of the pond and the brilliant birdsong of the
bittern. The chorus of frogs are preparing for the first appearance of the main bird, the
reed warbler. (Ex 4-99)

A single frog produces different sounds from a group of frogs. The second is the main
interval for the group of frogs but the pattern is peculiar, skipping about with several
dynamic changes. More besides, various articulation makes for vivid sounds while the
chorus of frogs express vague sounds. The pattern 10/4/25/1 describes the jumping
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motion of a frog whereas the pattern10/ 5/ 2 mi mi cs the oOribbit/ cro
associated with frogs. (Ex 4100 )

The shortest movement,L 6 Al ouet t e, contminsanotdmlyebirdsomg but also

the periods of time discussed in the -6Day M
hoppers (c hT ur d e $which cgnasistseo$ repeated chords and trills with rapid

dynamic change. The quickly repeated chords placed in the low register are an
appropriate way to delineate the movements of grasshoppers, trills for the sounds they

make. Repeated chords in the upper register are used for birdsong in this piece yet

with different articulations to contrast with the grasshopper sounds. (Ex 4 -101)

2) Flowers

The only movement which contains flower motifs is La Rousserolle effarvatte . There
are three types of flower motif: yellow irises (iris jaunes), foxglove (digitale pourprée)
and water-lilies (nénuphars). All the flower motifs, which are derived from

Turangalla motifs, have undulating shapes reminiscent of the water motif. They are
used individually or in combination with the pond motif. (Ex 4 -102)

All the flower motifs are notated with the same tempo marking, Lent ( ﬁ:SO) which is
also used for the frog motif.

The first yellow iris motif appears at 8 am after the sunrise motif, leading to the duet
between the blackbird and the red-backed shrike. The yellow iris motif finishes with
the Chord of Transposed Inversions (CTI 1A and 1B).(Ex 4-103) It is worth quoting
here Chiatds discovery. According to her the
Turangalla -Symphonie (Ex 4-104) which is already used in Cantéyodjaya (1949) and
Le Merle noir (1952) even though the theme is modified in rhythm and range.24® (Ex
4-105 and Ex 4-106)

The second yellow iris motif is placed between two pairs of two crotchet chords. Unlike
the first motif, this consists of three parts in contrary motion. According to Chiat, there
is another example which is derived from Cantéyodjaya in the second motif.250 (Ex
4-107) The motif in the left hand resembles the melody in the middle stave in
Cant ®y a(Ex4alp8p

The purple foxglove motif appears twice, similar to the yellow iris motif. At the first
occurrence, the foxglove motif comes at 5 in the afternoon251 (Ex 4-109)

249 Chiat, p. 131
250 Chiat, p.132

251 See the score 18/4/1. The reed warbler La Rousserolle effarvatte) and the sedge warbler
(Phragmite des joncs) sing at 5 pm just before the purple foxglove motif appears.
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The second purple foxglove motif, with a gradual chromatic descent in the top notes
of the chords, is derived from Turangalla again and has been used already in
Cantéyodjaya and Le Merle noir . (Ex 4-110, Ex 4-111 and Ex 4-112) Each motif is a
variation of the original version in Turangalia. (Ex 4-113)

The last flower motif in La Rousserolle effarvatte is the water lily, which is arranged
in three staves and precedes the duet of the reed warblersThe flower motifs are
expanded from monophonic melody to passages in full chords right through the work
until 6 pm when the sunset starts. The water lily motif appears to have a different kind
of presentation from the earlier two flower motifs: yellow iri s and purple foxglove, and
takes up a much longer passage. It starts with parallel fourths in the right hand and
both hands have to cover a wide range(Ex 4-114)

The chord progression is made up of Turning Chords (TC) and it appears earlier in
Cantéyodjaya. While the top notes stay the same, the other parts move by step. The
TC in Cantéyodjaya is emphasised in fortissimo with accents yet the TC in the water
lily motif is repeated in soft intensity. (Ex 4 -115)

Messiaend snterest in birds was growing and his eagerness to compose perfect
birdsong is reflected in Catalogue by his decision to include small animals and flowers
in the habitat. Messiaen could not bear to neglect anything in the wild because they
ar e al |reatGm dhissis tlee most distinctive point of Catalogue from other
birdsong pieces by Messiaen Catalogue, indeed, is a work which is fully a reflection of
its composerod6s characteristics, his | ove of
colour asscciation. It is seen clearly how Messiaen uses his musical language
effectively in order to transcribe these interests into music in this piece. It is also
obvious that the work becomes enriched and more complex by adding landscape, even
though the medium employed is the solo piano.

Before moving onto the next chapter, it might be helpful to discuss La Buse
variable (where there is no landscape to set the birds against) in relation to other
pieces where the landscape is a vital componentlt starts directly with cry from the
buzzard, which glides in circles, the orbit of its flight covering the whole landscape.
Dynamic changes pp 1 cresc. 1 f-cresc. - ff) notify that the buzzard descends
very slowly. (A=48, Cdtalogue)flospdssagehppears dttheepdo i n
of the section, and this time it ascends slowly. This flight motif shares certain
similarities with the water motif in Le Coulis cendré,aside from the tempo. If the
tempo is fast and it can be easily confused with the water motif. (Ex 4-116) As no
landscape material is involved in this piece, it has less of a rounded story to present
and therefore holds less of an attraction for me.

In the next chapter, there will be a narration of how this research impacts my own
performance of Catalogue, what is the most helpful manner by which to understand
and express the work, and how to render landscape materials efficiently.
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Chapter 5
The Role of Landscape
| Messi@aBinrdsong Wor ks

I n this chapter, there wil/ be a discussion
changed by | andscapGatanddghieevw mepiafrfeer amt ot her
pieces f orbysoMeos. spilfabeeno ot her worka Eaugeteeed
jardih$7Wet,i tes esqui(sls®e&5)daonkeaex te passe
(composed in 1961 and published in 2015)

As mentioned in previous chapterGat altiogwaen b e
composed of mo n o p kboinryd stoencga ussoeu nmdonsecur es f ul
chordal passages and by applying various mus
SurpribkanBbayyette dpaess amwiaryetwtidga h t he preface
natural settings and habitat awals d mnapnodssecda pjeu snt
three ye@atsaladgpuweaover, it could be consider
cycle orCBobak.oguef

Anot hedsdng piece foCasal ogpe BEaaovatter des |
which stil |l i nLvao |IFvaeusv eltatned sdceasim g oasreddi nnsor e t han
| at erCatthaalnoguepnsi dered as progr amie rdsDIN@ a
mat eri adesesanidncl ude a prefacetdat Rbass ear odil
ef far,vatthtee |l ongest Cmoaémguaeealftomh€abaldguérc
appeapafrtom the black kite. Ontehemaerces s s ii mi ltal
passage of tijimstthef ocevdram to 1 pm. Me s s i &
why he considered t hCast avoiamku&oon vbeer ssaitmiolna rwitto

I f age dgrdhibit me from tCatnakliomgusee lado xt a
t hrauvebueéd be t hefceantnreaM cpicd kg da@amewhat
Rousserol | éc oenfsftartwatetse t he cenCatadl.ppud i o
Buth Il have yoluanPauwvet t dlaaietss | fac rdtdyn snhienut e
|l ongest of m3%2 piano pieces.

As Messi aedt Itiosnspideae absi sachgt Wéhrak g waast compar
t Cat al ogdwen,s surtprdtasi Rguvettecdaesajasdiaadsc

materials. This is -Wiuredd®ng hmotfiafce plhay armo ni
Cat al dlgowever, despite the iIimportance of | anc
setting and passage of ti me, thhae MPaouveétone od

252 Samuel, Music and Color, p. 151
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j ardssenesms to be much reduced and its imol e i
Catal.ogue
On tcloemtrary, the | atest biPedsorg pisgue skEes

excludes rdlemng materials and birdsong i s m
|l nst eade ooifsevari ous techniqgues to describe |
survive.n Megaingges them at the beginning and
focuses more on colour than natur al Eetting.
Fauvette passerinette

The second Llmvieowin@iet al ogueo,ne of t he most i
piewesh which to compare thhet ohdreremt i rdesloynge
|l andscape material s, or onLwp Gonwvaei muleke €tewn.
fourth movemdntt efsremqui sseBosdépniseamake t hi s
Thi sciasiseret he same kinds of birds appear in
From the examples below, we can readily not.i
the song thrush without | andscafe nmataerr iaals oil
t hrush woiitrhdsnoonng m&Réeri al . (EX

Ex-35 and4Eprbvide further examples of a bl ack
of ‘Ppwawot homopPbbnyes nesquiisns ecso ndt'roaisste awmixt,h t |

monophony Jaotuanldo g une

That i sintotkaycloan exmatpodr i Me s sneaa@dhlei rdsong

simpl er and this tihmamuchl cbosdr cabls whict
ent husi asti cettiomec oolfl eccotmpaots itth on. As | andscaj
rich r e s chrba medes,on g does nuonthnecesdartiol ybedecot
exaggerated. It seems to be enough for himt
nature is transcribed into music with his ow
There are sever al pieces which start with
mountain with glacier and so on. They narrat
settings, andahbtotudtye itn fnenbewmuwess ar e singing an
are happening. These roles reasonabl yofcoi nci

progr amunse cC .

Landscape plays the role of creating struct
arranged bet ween -bbiirrddssoonngg hadntele rMeanl,de.h b | @ lui f f
motiisf shown in both the beginnipg. akRdrahethe
employed to notify the commencement of secti
Epode by starti nglLawiQhho cladrndddssegasp®c a p a, compos
t welve note mode, appears -Ahtest-Epméée. as f or
Landscape plays the role of <creatsifiodgil mgvod. |
birdsda®dbouprtaedNludwett e walr&ndmaeeltckreerbear f ul

mood byt husoidneg of pitches, durations and inte
encourage a peacefult haeehmo siploér ¢ espynadcndieng

Landscape plays the role of Dbuil diengCotuawa rsd
cedr ®t he water motif starmsesobndy atnhde | egh
cl i maxmeioght wit ht lhfdoeg hsoirrnenf roofm a | i ght house.
stimulating and i maginati ve s eCeattiao rosgiliee nc o my

perfor mer .
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These exampl telreesshoonva intitlea nodf sneuasphee ¢ cssme mpl er and

shoritnerl at erhapf ®tcelsawpeee | andscape al so pl ays
in the piece. Single Iine mel-Bdwhideh arsceadl f o
passage L&l osedtenl ul u

There are several examples which demonstrate

affecCatdabypybpae, remind us ofCastpelcogue pieces
The water motif iIs soulge<Ebiuveéi cEcvemdr Watgh I
motifs are not t hell same and tempaj gpedét wel
Cat al)oo,guees they describe undul ating water, t
di fficult to notice thatnsheadpaskcagephpbyeser
Messiaen uses a sttmoplpeor twayw ouMagtheeatataeg ofra lsliciand g
t osen the fitrlsge  m qtueavefrs i n -GRED-CB-A-GFhand.

( Ex6)5

The mountain motif remhedshassobfActriusnbt opige
St. ChriksaoPhecard dTehse Arl pyetsh m amad otrh es esvheanpt eh

with same tempo, same dynamic and same artic
yet the motif i's arrangednliyn emxdrbme) y cemp
Cat al.ogluree exception to this is the section
the bumpy mountain in detail from top to bo

guavers7) (Ex b5

Noticedadhb!l| Faumette dtersegsarbdpipngsuent | yv. As t
not make any particul ar sounds, their S
particular both of the purple mint and greer
motifs | ook very simLAaBorulsec @Bx amv dO&KX | #o tiisf
guite strange that Messiaentdegsdreebes | tr enay
because Messiaen was trying to bear in mind
iha Bousadarhloeuugh there weéelgodwifprpessatashhpagh
s anot her eGatnepllady ivelce rse@Meostshiearenbi rdsong wor
nhna Fauvette tdes sjoanrgdionfs,t he garden warbl er

hey
i 1 h

i
I
S
4
t

inging for an extended peri ed oVverpagiex 3padge
1) which means that birdsong takes wup a mu
hancat al.ogue

Rest s

As it is mentioned earlier, the rest i one
works. It expresses distance dnddspage maetewe
Il n particul ar, its role is greatly emphhasi se

bird is able to be singi nlga afmadu v d tyti en gdaehst etrahre
t hssong ofLeorLigorlieot(e rests are deployed to fee
file away, and as dIMexsse at meodn o ssoseesmere®Amot her
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rest appears at the end in the form of twel
mountain which appears from time to time in
which recal ICateall eemmairetafdfssodt s my p errfemrvreanc g.hi
i's used to ¢opeepgley tsipameleofalreound t helL egrG@rnadn dno u

Ser.refrom above, we can notice that the space
the work with | andsc®péitOns ebhgquicomke adybe s
silence is reduced as the | andscape becomes
appears only once at t heLe nHo wd ef rgoBae gfeitfetsh
esqui sseswldi'loe stelhrerxmaj ori t Yaocfal nogmesmbawgt hr o
rests which createThel ehfecteviesbehati Messi a
birdsong and it seems that he makes a conce
accurately but also to give full sonority t
accurately depict a spatial sense and di st e
reverberation with pedaling and waiting unt
contribute to the essenti al process.

Musi cal Language

't i s nat arssshubneerf evari abl e musi cal | anguages
whi ch exclhiurdles nmogh mat Eauaétst ei slegr ggaramme mu
and still conThad rnestf ld earened sacraep es.ev@® rahi Qe Mg si ¢
| anguages adopt edf Isiumiht eads tmoadnesspos i t i on, o
inversions and chords of contracted resonanc
the passage of time in the piece. Twelve not
technique for t he ppbourittr aiyal notPefl mnmléd caBqui ¢
d'"oi sehugs. mode 1is also appCatal 6 gw eaede pyreg sen't
mountains, sun, night, @atemnoc MeaodiGamua jsoor on
concern has been about colours. He therefore
and other musical | anguages are in decline &
l ess i mportant in the grand scheme of the wo
|l La Fauvsetjter dMessi aen uses the grand | ake L
passage. I't notices that time is passing by
of the | ake with his developed chords. The c

orangesolasmtds .viFor the descrcpordinrainfspobede
inver £€Tlonsclfords on the same bass?®mote uwietdh ¢
Il n the pmeftdeee dfi rdsong wbeak Fhovetsbéopasaar
Messiaen expgliaigrss btrhefdegt but there are othe
comments in relation to the | andscape. Only
toget her with <colour chords. Il n order t o s

%3See the appendi x, 6Chordsd, p. 148
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ssiaen adds iansdepimetniten faofr a ni gihht kegal e
avecin mi»>xXwehi avh tihs gmomtgat ed i n ek@lceouegt tseaame
fFuooOat al.oghiye adding birdsong sumxihgrais caher ed
orchedr a rrolllliewirng in the | ow range, the wi
n be %Bdonurpead.t i cul ar the shrike has to be
at t he ns hmhirely edciil otsaenlciek ewi se, the song of th
d gradually befdgpme,s asmd ttehri § seems to depi
om close to far away and back again. Ther
tal agweodl ar k,e,a anigahltdenrgadr i ol e and an Or
i's cl ear t hat t here aCa&t asleavgettea | Fau Vf d tetr e
sseriFmetst ¢y, tempo i s ndadatai cFeaaubvleyt t ® h apnagsesaeb
mparkd Toaquetf rsoOapalkz@dgueoOr phean warbl er 1 s
l'y in four bars yet the tempo is changed f
Traquet( BXla@paaznidiIHkxi § i s because birdsong
st andCataldguéps most ctomantonl amdddaple 1 s p
ow tempoFadwnette,phswervenetseveral birds s
eeds.LAWhiuled t eargel y remaiUms peluj tveHé as e mpo
odl| ara&k HFanuvett e ipa sksadreijndeotgteen pwct hi WWna si n¢
peuiviafi Mod ®f ®&51 p

- @

SVLTTro0oO0OT TOTTY TO0O@E 0

OT — 9 ®Y 5309 9 - 35 39 0O C

There i s no | andscape moti fThien ntath e rmaud s ias shuntp
that | andscape does notL aplFaayu vaentyt es ipgansi sfeirciannet
The passagesohoti smppel@ae to hold as nhuach i mp

Fauvette pasAlerhoeghea geilmMebhher molteisg,ngi-t
bet ween the songs afrepeesieghtiwigtehl eao cfteuwn noat |
bird€at &hogtuieme fl ows are certainly narrated
in this work.
A woodl ark sin
i €at al.ogluueest b
in very sl ow t
bird.

As a whol e, ahiirgdhseang eigasCaittrad ,otgdurech t he | ower 1
not applied as frequently.

gs twice in the very short for
efore the appearance ofedhe wo
empoii Plgi ser mshdto tploe twagdl ar k

Dynami cs

The dynamics arentt¢lyangnedd Dbfirredgsuoen g i sLamor e
Fauvette pasBlRirs nest@a common feature where
|l andscape. Thegarnydoamirwva olwdf e F;auvette keéep | ar

254 The premise being that birds sing in very high range so that birdsong is registered very high with
irregular rhythm.
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changing while tglae déyn dvmioth# &b brgearearienl at i vel y
stabme (@B &and 4Bx 5

A gol den baibBaeveatnte, dagaijmardrepeats with

decreasing volume while it reméimsthen rtihgeh tc ht
andfn the 1 €8t ahag(dEb aand 6BEx 5

From these three pieces whi chbiarlds gpmg smatt e rbili
there are some undoubted C€CamphogRiernsst Ityo, bbei rm
in other wor ks are motrhreeayharimedi ¢ @ed recsomnamd

themselves. The effect is that | andscape pl a
Secondly there is |l ess room between birdson:¢
space and distance. There isingthkari ascombiid
Il n order to set the mood efficiently and acc
the surface of cliffs and r

ocks, the room be
Thirdly, bdartdasl oonggu enanr k edl y cl oser |t oi s epkr b
becaMessi aen gratifies theastonenesjyubdt, rasdasa:

even though birdsong is monophony or homoph
sense the need to artificially dédcoer ataditelme i
the wild by adding |l andscape just for the sa
al most perfect representation of the reality
wandered so in the wild. Furthetrs dwre ilmmhdrse

sound meet& Medssisaem desire and subjective v
presesnitnepdt ef, o @mhdwe wamMer st dmod i voldya whot her sel
an ornithologist, but emMde 94 i§a & manegplolhec whhoi f g
andhehnadi s wooprk a noou,Irdcc ogni se waashiscihn goiimgl when
| i setdesm r eal i rdsong.

Finally, without & adedweclagpee d Meescsh mieqques ar e
his musi cal | anguargressy tof -thaetsholesriomrgo mmat er i al s
night, water, mountains, sunrise and so on.
This chapter examines the role of |l andscape
by MessiBayenaddi ngCatahndgauapet i ngtuhaesthheedr fwoornk s
an beammeese i nteresting pihdatcse.stAlsdya mpern fvar re

d
perform more maoadnmdndtdee eferfoorm e ,f otl haeorwset awtielnhe nt
concehmwmiwng hi s i afvfeescttisg amtyi opn€raft ad maymuee of

%5 Qut wal king with her husband one day, Loriod heard
as a curl ew. Me sss iweaesn isnapiods stithdte ,t lgii ven how far inl ar
adamant that she recognized the€abialt digiuscwaSXhaei rgoplgay
they |l ooked up and saw a curlew flying overhead.

Excerptedht fpe®m/ / www. bbc. co. uk/ programmes/ arti-cl es/ 3¢
compowled oealc ur ebm rdsong

Yvonne Loriod remembers recognizing a bird, the courlis (curlew), in the field with Messiaen
only from having played the corresponding movement in t he Catalogue d'oiseaux. (quoted
from DVD review: Olivier Messiaen, Not for the Birds by Charles T. Downey, lonarts:
Something Other Than Politics in Washington, D.C. (08 January 2008)
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Chapter 6
Effect of Analysis

on the Performance

It is absolutely understood that the analysis of works is one of the most important
processesfor performers to undertake. In particular, when considering modern music
such as Messiaen which rarely contains classical musical elementsbut instead is filled
withthecomposer 6s own musi cal | a n g u atigeanalysis
must take on an even greater importance.

Above all, the performance of Catalogue is complicated and technically difficult,
although we do of courserealise that the piece is designed for the pianist and includes
appropriate piano markings (which Loriod seems to contribute extensivelyto the work)
while playing the piece. 256 In particular when considering aspects of fingering,
pedalling and dynamics, the complexity and difficulty is laid bare .

As we have seenhrough the previous chapters in my analysis, it is observedthat the
abrupt changing of tempi, pointillism with twel ve note mode, kaleidoscopic
articulations, added notes and rests, varied chords for colours, mode of pitches,
durations and intensities, extreme dynamics from ppp to fff and various other
musical languages are applied into Catalogue to represent the landscape. For
Messiaen, the transcription of | andscape into music might have presented an
insurmountable challenge. ndeed, it still remains a formidable test for the performer
in order to produce the appropriate timbre that the composer intends in such an
enormous piece. All composers have their own characteristics and it is generally
regarded as their typical timbre. Being fully aware of the many kinds of musical
language employed here must be one of the important task s for the performer to
understand the work. In particular, for a performer who is unfamiliar with the pieces,
preliminary study of the musical language isvery helpful in understanding the work
adequately.

As a performer myself, it was a very curiouspuzzle to solveas to how landscape was
transformed into musical sounds by Messiaen. However, Messiaen himself provides
the necessary information concerning the exact time when the birds were singing and
the place where he collected them for the performers This is explained in the preface
of each piece.

256 Chadwick and Hill, Olivier Messiaend Cat a |l o g ufeom @dnaeptisndoaPerformance
(2018), p. 192
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In my case, rendering non-birdsong has proved much more difficult than birdsong. |

am quite confident that | cannot be the only one to suffer from this dilemma. That is

to say, birdsong contains reasonable and familiar melodies which we can imagine and

it is not such a great | eap to discover the
Furthermore, as we encounter great advances in IT (information technology), we can

listen to all kinds of bird calls at home, even from our mobile phones when we are

walking down the street in the city where birds never appear or sing. This means that

there are available many references and sources to decipher real birdsong$®’

On the other hand, truly understanding the landscape used in birdsong music is not

that easy. Although | could find several pictures of landscape which Messiaen
described in Catalogue, it is still hard work to figure out exactly how to produce the

appropri ate timbre and tone colour that the composer intended. Hence through this

study my own intention was to find out how to play the music of landscape efficiently

and this chapter hopefully serves to guide fellow performers as part of their own

process of understanding.

One issue to bear in mind is that the viewpoint of which birdsong is foreground music

and landscape is background music is not the correct attitude. Namely landscape

music is not just background music but it is the device to enrich birdsong, and at the

same time it is the main material with which to decide the entire mood through the

work and development. It is also great music itself and it can equally act as foreground

music. In fact, some non-birdsong materials are noticeably prominent in co mparison

to the birdsong.

Hill compares several well-known recordings of Catalogue in the section relating to
performance in his latest book.258 He suggests that one should start with interpreting

L6AlI ouett e. Thia makesdsensel ds & is simpler tonotice which part is
birdsong and which part i's |l andscape. Mor eo
chord of resonancewhere the symmetrical piece,L 6 Al ouewhiec H uilsu as si mj
LAl ouette aaldaeamsglolgemi se wh e, thenbécemes amathédrs c a p e
suitable piece to start with. Both pieces are very similar in structure and mood.

This study focused my mind on the background music indicated as landscape Or non

birdsong materials. Before commencing this research, my performance wasfocused

on birdsong; how to mimic birdsong like real bird calls. Landscape such as water, the

waves of the sea or the river, all for which | could fairly easily guess the sounds or
movements, was not too difficult to express. However non-birdsong such as cliffs,

glacier or rocks, as obscure materials proved much more challenging to produce the

musical sounds. | also considered various moments during the day such as night, day

257 To produce realistic bird sound is not the point here. | would like to emphasise that much more
kinds of reference for birdsong exist than landscape.

258 |pid, p. 192-201
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and morning as a bridge passage or passing passage which notices starts and ends
because the materials are very short (One or two bars) and not hard to play.

Through this research, consequently, landscape materials provided me with vast
information about the kind of music that the composer wanted to narrate in the music,
how the music flows, what the story of the music is, how each material has to be played
to produce the exact timbre, how birdsong and non-birdsong are associated, what
length is appropriate for the rests and pedals and so on. All this information is
remarkably contained in the landscape. Therefore, in order to perform Catalogue
competently and appropriately, a diligent analysis of landscape materials must be a
necessary task. This is because the effect o€atalogue can be different according to
how differently non -birdsong materials are played.

There are several issues concerning landscape which have an effect on my performance
of Catalogue as a result of this research. Firstly, landscape materials, which require
the performerds i magination and superior exp
films or paintings. They help a lot to stimulate my imagination to inspire the scenery.

In particular, in La Bouscarle, the water reflection of willows and poplars is such a
pictorial work which reminds us of famous painting s, &6 Wat er Lil i esd6 by
In Le Chocard des Alpes an Alpine chough flies over the mountain covered by a glacier.
This piece evokes in me memories of an opening scene of a vast mountain from a film
or documentary taken by a drone or a helicopter from high up in the sky. The last
movement, Le Courlis cendré also has a tableau of sea. Nightfall and fog are the covers
on a wavy sea. The water may appear still but is constantly swaying into the dark and
foggy night. In the darkness something comes closer and finally the foghorn of the
lighthouse startles the listener with a very loud siren (with accented ffff in both hands).
In this section, a very stark image of a painting depicting a lighthouse amongst the
stormy seas comes into my headcaused by explanation of setting .29

Secondly, in terms of being programme music, non-birdsong materials tell me stories.
At fearful night, it is very dark and feels like something is but to leap out and frighten
the listener. Something is very close and suddenly distant, and is then closer mce more.
Some kinds of owls appear and start to make their distinct sounds. One sings like a cat,
making a Omeowd sound, whereas others <cry
murdering a child and then disappears into the dark night. Another story starts at
midnight at the pond. Birds are singing, frogs and the swamp make their own noises,
flowers are shown, sunrise and sunset, and twenty seven hours pass. Every single
material sings its songs or narrates its stories alternately while time flows constantly
from midnight through to dawn the next day.

Finally, by understanding the various musical languages used in representing
landscape, it is much easier to appreciate how landscape materials should be played
and how to balance birdsong and non-birdsong.

259 See preface
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My recital programme includes | La Chocard de Alpes, V La Chouette hulotte, VI

LOAIl ouetviild 6IAllow et t e, IX lealBauscdrie anld the last movement

Xl Le Courlis cendré from Catalogue. This represents a symmetrical arrangement

and comparison of night and day, and between mountain and sea. It is also same order

of beginning and eetading g 19%9 and performnaniceoird 1®&5.

The order of recording was designed by Messi
the publilséhaedi ngdeut five piecede [Choicaddplda
Al pes, Le Loriot, @&laouChtotuee tltuel uhulloat tRRousSLser o
Bouscarl e, Le Traquéd ead®e uirn abec elnebeCo ulr965
Co n s er ¥ ltwidl mgn tion later on how the musical languages listed below affect

my performance.

1) Dynamics

The effects of this research allow me to determine the level of dynamics. Of course

dynamics is always relative in music. Even though the same level of dynamics is

indicated, it can naturally produce a different level of dynamics depending on the

balance. We can decide the level according to the mood.That is to say, whenf is

notated for water, for rock, for mountain or for night, every single f is not necessarily

at the same level. For instance, the feeling ofppp in La Chouette hulotte and ppp in

L 6 Al o u edonotthd samiempact upon me. In my opinion, ppp is used for night

motif in both movements , although it does provide for better sonority to play both

ppp s at different levels. For the fearful night, ppp , the softest dynamics, should be

expressed nearly mute or whispering because all the dynamics have to fulfil their own

range and serve as an obviouscomparison between dynamics which always frighten

or attract the audience. (Ex 4-6) On the contrary, ppp in peaceful night is used as a

part of chord of resonance and it is still very soft, although it must nevertheless allow

people to hear the chord progression. Above all, the range of dynamicsu s encc eds t o

be consiliar Edouet ttehelriel atrtee . peppeomi p-aMbet s (
TfEfHhbbut LAInouett et hauda arepd ppiepil nfvgllits i(s
naturapi mmhatChouet taen gh ull®dd totuee t tt @ Ibel vexpr esse
di fferenThaol umewhy it is called 6chord of r
portray an empty space ofthe forest at night. (Ex 4-12)

20 chadwick and Hill Cabhlovpgee,pMi@»sbsaanis
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Fig 6-1) Dynamics due to wave type

p ——— f ——— P
Small waves or
mf ——— T ——— mf
mf ———— ff —————mf
Big waves or
f — fff ——— f
Inflow after waves ff, fff
Wavelets pp, p, mf
Ripples P —— ppp

One of the most dramatic pieces isLe Courlis cendré. For the sea (with wavery sea)
motif, dynamics of arpeggio are changed abruptly. As we can imagine, dynamics plays
a very important role for the waves so that element of dynamics should be played
sensitively. Based on the wave type, dynamics can be arrangglike Fig 6-1. From Fig
5-1 we can imagine the several types of waves present, and it can help to produce the
material effectively.

2) Rests

This study made me focus on rests as much as notes. It is natural that rests need to be
considered in their exact beats across all the works because music always has to move
and stop, sound and mute, and flow and rest. In Catalogue, however, they play an even
more important role. Essentially, rests mark the advent of different materials. They
inform us of the appearance of other birds or landscape, and act to shift the structure.
Rests herald in change and crucially a performer has to notice that change. For
instance, in Le Courlis cendré, the crotchet rests between massive wave and rippes
must not be hurried. There is tendency
and the dynamics are changeable. (13/1/12) In another wave the rests also keep their
duration fully because each bar expresses a different shape of wave; small wavi
ripples i big wave. (Ex 475)

Rests also imply movements of birds, for example when they fly away. For instance, in
L6 Al ou ealarleflies awhywand this action is portrayed by rests using the pedal.
This combination also evokes in us the spatial impression and distance. The lark
disappears into the forests. The reverberation of the last note or chord with pedal
expresses the disappearance and empty place.
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Fermata should be austained for long enough. In particular in the recordingsof Loriod,
a long fermata is found. In order to focus on water particles from big waves, it seems
to take time. Thus, it is important that this pause should be held for long enough. (Ex
4-79)

3) Tempo

It seems to be a common occurrence that landscape should be presented seriously, in

contrast with birdsong, which is portrayed lightly and brightly. In  fact, other pianists

play | andscape in slower tempo than Messiaer
tempo. Inthe openingof L 6 Al ou et t e, Messihena indicatesA=b4dor a hot day

in the dry desert and A=108 forthe short-t oed | ar k6 s isptapedatneBriyr d song
double the speed of day in the desert. Fig6-2 shows that most pianists (except

Cominique and Ugorski who play exactly at double speed) play birdsong faster than

double. In the case of Kodama, landscape is much slower and birdsong is awally

played at three times faster than that seen for landscape. It seems that the slower

tempo represents the lazy atmosphere onavery warm day. In turn the short-toed lark

sings relatively fast to maximise the dramatic effects between birdsong and non

birdsong. Compared to her earlier recording, we can notice that Loriod, who is the only

pianist who truly knew about the work intimately and even premiered it herself, plays

in slower tempo entirely, although she still keeps the tempo relationship not quite 2:1

in both recordings. Consequently, it is not a significant issue as to how fast to play, but

in any case the big gap between birdsong andhe day motif (non-birdsong) should be

considered. In particular, it is worth mention ing why the recording in 1970 became

sl ower . According to Hill At 19h@at i ¢$i me,0wMde <
compositions had been developed into édmore 1
and the role of stillness had become important. Given her unique position, Loriod

might respect theses tendenges. Practically, this means that there is more room in her

rendition which also effects on my playing. Another reason for the change in tempo is

that the recording environment had been moved from studio to the 6eccl esi ast.
s e t tof arclguich in this period. 261 Therefore the resonance might beame one of the

most important elements in her per formance and this is the reason why her padng of

Catalogue becameslower than the recording in 1959. The other reason which is quite

humorous is their marriage in 1961 made them relaxed and it is reflected in her
performance.262

®1Chadwick and Hill CaOhl opgae, pMiBbE55aa08S

262 | hipd 186
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Fig 6-2) Tempi taken in the opening bars of L6 Al ouette frommthandr el |
recordings263

Pianists Tempo of Landscape | Tempo of Birdsong
(day) (short-toed lark)
Yvonne Loriod (1959) A=54 A=116120
H-kon Aust bl 54 120
Robert Sherlaw Johnson 54 116120
Momo Kodama 36 116
Yvonne Loriod (1970) 46 108
Michael Kieran Harvey 46 108
Carl-Axel Cominique 54 108
Roger Muraro 52 104
Peter Hill 48 98
Anatol Ugorski 48 96
Paul Kim 40 98
Martin Zehn 36 96

Fiegg3 i s another exampl et @advart alt dpmipa rededsetose.r di n
pianists mthdushoibehe | ast chdaddoffonsghai b
birdsomejri rist recording, Ywviohmenghtormmidhéed &dpénf or
tempo which Me, sdlatemawwugll BBahskb ng appears ear |l i

full durrgdgtbibomt ohal f of original duration) .

she playoramiucwl v flokenitdlrt n@&dtoudthe dadfl andr
1972hd the | agdtd @ahoodti $ nhfull l engt h. Il pr e
suffiainemtrildyer to | isten to the resonance ar
holl ow woods. Although there are damper peda
hands (not moving to next mot i f) unt il bir
tranqui If irciigemtt | ¢f Namel vy, ni ght asuwf fbii aidesmtn
space shoul d exTlsit sebdeduvdeee ns ptahteina.l sense i s a

i €at al.ogue

263 Chadwick and Hill, p. 194
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Fieg3) Tempi t adi emi alLtg Ad Hoeu elft@n eecotdings u

Tempo Duration of th

Pianists Landsc Landscape
(nigh

Yvonne Lori od 6 3 hal f of.och‘))ch

Yvonne Lori ogd 48 nearly full du

Peter Hill 50 exact crochet

H-kon AustbRi 6 3 exaccrtochet du

Anatol Ugorski ( 199 4) 50 exact crochet

Jocy de Ol ive 50 exact crochet

Roger Muraro 60 exact crochet

Paul Kim (2001) 56 about three f ol

croc.wﬁb (
Robert Sherlaw Johnson( 2 0 O 6 3 exact crochet
PietLmearent Ai ma 6 3 hal f ofae<d)ocH

It is not such a major issue to keep the speed as Messiaen indicatesut rather more
important is to make certain comparisons between birdsong and non-birdsong. In
order to expressthe three-dimensional effect of landscape with sound of a piano, the
space is required and the pace satisfies the demand.

4) Twel ve Note Mode and Mode of Pitct
I ntensities

Turning to twelve note mode, Messiaen seems
favourite musi c@dt all aofggiltea g € s mainly applied
colour ful | andscape, hard surfaced | andscap:¢
mov e menCaal iomyuvee it has different formations
material s. This device is the most di-fficul
birdsong materials. Above all, it is hard toc
to be abl e etad dla@scape. I n fact, just | ooki
Messiaen transcribed into music is very helop

There was no opportunity to visit those pl a
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exercsesarthb for these images online.
fo

Twelve note mode is wusually wused r | andsca
it needs to produce firm and solid timbre ra
Twel ve notss uransdesd f or | andcesnadspd owlriocuagthe a n d

har d suyr fmeaesing thatmsahcdared i smbrreaguhemdt han
rever ber atletd itsi nverrey. I mportant to touch al/l
because all the notes of this Praordtei csuHcaurlldy ,b e
Chocard dest hfel ppegosde pl ays a substanti al rol e
glacier in Strophe and ghost shaped stones i
resonance. The chaos of piledfrfeclksti fraoims ot
We should think why Messiaen uses ifr)fr eignul ar
this passage. More complex and powerful reso
Twel ve note mode is usedLfeoCouhilcl(dBE®pdat® da
For the horrible night, the mode of Ilpatches
Chouette Hhul oitst ea quite challenging movement
changes on skipped notes in irregular rhythi
the first time, it sounds very disorganised.
playing this motif. I n order to be skilled,
dynamics. As | mentioned i n dChmgpinernt ebhetroe il

hints for making phrases.

5 Ti mbr e

Il n contortehsetr th@aeBewvsgsarntlhe most r onCaanttail co guieec
in A mpilmgvée d h raunbdadtof | t gkeitn pffi*s eseembl e& Chopi
Et u#eThe water refl ecus Dafbmesyf AesemMaedsi aen |
chords sheovuelpgahif ¢ lowi s r @rhlab s s s ywheebrfeé cthhgee r s
re mainnhkeyboar d.

| nLAl ouette caltdwedhelphsesage resembles the n

LAl ouet.tH® wlewiletw ,issc hmatd of ,pbesooahoesr chords d
adry dtalyckkeisner t . The colour chords are I|likely
ppis notated. Tde@yymastdssundn tempo with | e
t hrei ght mél ouetheetdsla | ot of sonority to fe

| f t here-bhiigdsongonit is common that chord
progressions are f aEssvtefmanidemregii st dirannidssocriatiprggahsnt
Cat agube one Bsewmehwrseiwnglbd oher dRso uigre gor ge
(E®81;) every chomadr amgegdiaver wamke pedame chan:
Therefore bindyorege smarbeiesdo na na@tet Mmad teir & md s

di ver se theycdhimi gde®eng materi al s.

264 See score 5/3/1-4/2

%5Etude in A flat, Op.10, No. 1 0 QaChaal dowg ucek pdd@R)di sHei a ul x, ,
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Il n summarhye rol e of | andsc alpaendssc & pe Bkd dythd ri ngihn

overaagdlmMmosphehmusiMe.ssi aen includes not only
habit atl swtlesunr,s sEaeadi me ,f lefwiswhi ch itso i nt e
nare awhat i sasgperogramBnes mbswerfs and | ittle a

as grasshoppfeurstamaid t hegfswemsaen sifdiyviebl e i n t
scene

For the perfectCapat,pglumacdseapd materi al s mu
intended by the composer. Accordingly Kknowi:rr
points of wunderstanding for the performer. A
touches the audience dadleepdfy Ibyneésxpapes svingi dlh
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CONCLUSION



Concl usi on

Throughout the crkraplaentd hiarvet leixand neds iMeasls i

character, together with one Caft ahio@iumaasiuxr r pi
This anal ysis i s -bfiorcdussoendg oonr tlhaendsacrmape mat ¢
primarilajmduxsed saisdebraeccdk gr ound effect s, but W
significant role iGattaheghber 8aochg woelk,l ands.
enriches the birdsong music. Each movement I
mat erials which allow the performer to noti
works by others or even Messiaen himsel f. Al
the performer to understand, as well as conyv
Il n this conclusi on, I owi | emphasise those f
study, summari se the important techniqgues t
finalle tolug liimfl uen®etater Mesdbsaag wor ks.

One of the most curious questions was why Mg
Cat alwmgluieke his other birdsong works for sol
Firstly, the presenceCatfalledgnedesact aepse ima tteor itahles
one of Llkheay®@O0md) or piaanmoon gc Wedsess alemm pi ano wor

there were no | andscape, the work would dout
ot her birdsong pi ecelsaFafuovredsteel ¢ amiiand asiveh t &s
passerimhwertttreer |, the wahbeutof liamuds arampawel y

| i mittoed ihglegi,an@lmef ewer musi cal | atnwgeul avgee sn oatree
modand mode of pitches, durpartiinoanrsi | yfnaa pipn ti e
| andsdbhpemately, the desire of Messiaen t o ¢
| andscape features and detail s makes the w
resonance.

Secondly, this is a %Sowhnercaef tprecegroameneed smu soi cr

@n extra musdamal wherrreattihvee audi ence needs t
i magine the associations$ hrediwe.e n\sd dedi faveant esr ii
delivering his i mpression ,ofast hwehl gact earsearly w
phenoméoand we X &d tnl, y coincides wi t h t he p L
Cat al.#gQieet al oguene of whioslke sboukkstbe noaldloadt
brogrammegimuesmcits preface which narrates
| andsTlapeeiftories i nevitable to uQatlalsoeggiiexedcs c
its principal function as programme musi c.

%6 The definition of Oprogramme mu saedia® uskdae areféhbndei pedi a,
www.en.wikipedia.org/wiki 6 Pr ogr amme musi c6 is a type of art music
an extra-musical narrative. The narrative itself might be offered to the audience in the form of

programme notes, inviting imaginative correlations with the musi c.

%7 Anot her definition of O6progr amme musi cd i s quot e
www.dictionary.com 6 Musi ¢ intended to convey an impression of
events.
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rdly, | andscadpiev entaste€ artoall e®@pilnayn e mlaaiyhsei t
d ooimsnhgucture by divi dgi lmg raenqteitda sd sawmdg nb
-bondsong materiatent @omsarowhéaoemjti appe:

motthhe beginning. arktheat thei @amémployde o al

tisacdh Sasophe, Antistrophe and Epode by

adscapmpgt peol erefamoad. For icnetfaeeasref,uli tmood
sithhppode of pitches, durataalnso almrdp e anpct eefmusla t i
t mosphere by atidregoohace.

adrneg ,aspect that needs Ctad abegetmpbapi egece

resents &Mefsasiitahen There i s no mention of rel
xampMestons o&ilnlghAmergar d-3 ®s.usHolweevrefrantMe s s |

ards bidr cdonaduiGod or praimesgaGedi, sandat i

rtehe realsimustihcei apn ece. Of cour se, nature al

the birds, and a <crucilallowsartth eonil httoh eti hrr i
damentiad wley i Meesssa ta eonmidto d ra ritdhstect d pee ani mal s

h@at al.©geei s al ways conscious, however, tha

wild or countryside but also in city are

i Cyut al mggkt come across as a very differen

hi tsdHdotwerver bDhesabmsel ut ef ompdesseibadaedcryi b
Bhr dsong janctcoo rhddnsnigc st adt emaweé : an absol ute
ies, a horror of the onlén Ir elfieveiing, tdedpmhi

;

[

apadke.Thi s may explain ddes usvdiyr dvdecsregni aeesn,

ndat her offbicudeenmpmatesm h
t

i's music. When bird
nature, they sing in he way that they we
sky, then the |l andscape is properly set
ve as examples oim aochhephapesa, pendesete w

omposer pursues.
ntoher di stinctive discovery from this stuc

atal.ogue

irstly, the presence of | aGadsalpguenakeai rlh
i fferent f rommng oti heecre sbibrecsause of it ghusi que
s the only work presenting not only Dbirdsor
nstr urmdmtno. While earlier works tended onl
hese piecesidichripmprfagdet saluslo es dRewW®E| pdesc
I seauExven though Messiaen | oves to depict n
irdsong unt iClattaHe geurer hval eafl|l i er pieces, he
andscape i semavament s oFno re aicnhs FPoat@htedrgeispi ano
solo -91928he dove and the | andscape are sep
second movement and Vihei basttdameivsmaend imavem
Amen des ®toiles) He@Amemuaoafn ¢t ar s, of t he
describes tHeweéwaedssc dhpaes. been separated from
arranged in theAnieinf tche smoAnregreesn,t ,des Saints, C
(Amen of angels, ohasta)nts, and of bird

268 Claude Samuel, Music and Color, p.33
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During the birdsong period, Messiaen tries g
t he rbeesiunilgt€ert al ogwer Kk t haotftfeeowspreme combi na
both. Thereafter, Messiaen separat dHe tulsesi de
birdsong from differentSeptar tfarpyoknd pltalpBaensvarnidd
canyons afuxon®tibSidl)ebr i ngs together those varie
examplCeuirurs de (IGolcaur® cogfl etsite6 B¢l exspatctC
resurrectioneMAmMmbrituamwamt t he r eslOrérdeeac,t i on
Transfiguration de -Obtt&gh&elTpgpaprsafi d®Rsatsi on
Jesus ,CO6BSBMPAdi tati ons sur |l e myg§W®Wedetdeéi bas
on the mystery df9 6tShg-MHalhy oTs( Bt ABsasei s of
19v59838) vre du Sai(nBockhiefe hehy ,Sla9c8r4a rheanntd
vi |l |l éhad(tlelme ci t,$98%) hi gh
Mor eover, Y v® nknreo wloedged surrounding the comb
and birdsong should be considered as one of
i Cat al.ogludeyi who was a piano mas$t esrecaosndwemilf
accompanied him everywhere, helped him out o
al so the inspiration behind much of the pian
Adding | andscape into bridgsoad mh€atat®gluBe i
and it was probably an area of great concern
materials which do not have their own sound
composer needs 0 devise d4d hosrc apvtk wafr dh @ W e tma
si c, and how o employ special musi cal de\
nd birdsong fascinating, notating bird so
nscriptions into his magr¢. hHss conoeptt 0
hi s
I

t
t

ationship between time and music, and

t make Messiaen's music so distiGcawrwe.
cal techniques, which ars tulkse dmd che st haef ele
sposition, new har mo+#iom et mouwehdarmedrrieyt ms
| oped than before such as mode of pitch
u e nCeastsa | cofgMicer e s pMecsi sfiiaceanl | uysenso tteh emutsw ecl vf
cting hard surfaces found in nature suct
h
t
h
[

® > ® - OO - O C
T < O 0n oY —o C

e chromatic colour of nature such as ni
ions and intensities i st.usTehde twa rrieopurse sc
Messiaen invented are applied to water
iaen enjoys designating specific colours
rhythmic canon, traditi oenaro dreisn dauf alnidm
sposition and so forth.
ndl vy, by adding |l andscape conception to
c evocation of reality in his music. I n
the wild serves as evi fdielsietey eonfo ughhe £ inEPUWESpP otri
wabkitegtaddnding in front of the scenery, i st
was hearing and drawing what he was seeing i
t haut henmattiucr e of& Medaststiiaregas, whi ch s-thmetdismed f
a page, of A4, t g et éhear dwintghs, L arrieodt r anscr
Subsequentl vy, he tries to imitate-dalhideros.g

mWrc=zsa
O - u»vw o TcC w”»

r
i

S
e
a
c
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(Woodl ark from cahier 23042, p. 2) Li kewi s

scripeliar the | andscape taken from his cahi
and ®lcirng for Camargue fralm ctahghrrt R8O 31, alpl.
short of reality because of the i mpossibilit
doespossess real sounds. The difficulty of s
remar kabl e i magination in expressing the dif
depicted in each movement. Timat siys ltamdsay,peh
muisc I s the most subjective part in processi
describing birdsong, it i @&@ocamgawthabchhe itso baa sne
on rebhitdpycumentary productions, one of t he
n o ranh passage of time is usually reduced vi
i mportant moments; for instance, reducing a

performs the task with his usaualersieondsriadm Itiitmye
t werstewen hours (longer thaseRoasdaypltie kRaAKFfAr a3
Thirdayal eguesfies théambhgpenctms chkf ngnnot onl
birdsong but also by adding the | andscape w
portrays real creatures, the Qetadl iogpdaadtd an d
whi ch i s neadasos Aey cb@poisneprr essi on, subjecti
i maginati on. This all ows hi mCatoalfoMjiidaye auss e |
Messiaen portrays birdsong from a scientific
heal describes shatssr hadeshapes of-skcaeds$sc ape)
subjective view and in an artistic way. The
view also informs uGatoafl.&@gheee tuanni hghureonpeosngo ropfhi s
can expl ai n & hieh vceonmeprnots eirn t heCantuasliicg u @A | wdroku g
presenting the objective -bmartdesronag,s tohfe bp rrodcseo
into music iIs though his wears, eyes and br.
subjective view must be added to his amusi c.
foll ows,

#ersonml Vgryl proud of theédxacstsiutrued ey oauf t
everything is remlthdeuane oblvo ohisdys, land
i nject my reproductions of the songs Wwi
met hod onfg®l i st eni

Sherl aw Johnson al sohmebssrcescennéddswbblkt h
containing birdswdréhtdheéetrt st IB&m a i ght .

The process described above i s mor e l i ke
consequentially, an art by adding hi s subj

269 Samuel, Music and Color, p. 94

270 Sherlaw Johnson, Messiaen, p.131
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mani pul ation that an artist introduces.

That i's to GawprMessaraermr!| oser otgor apdisnt iWhg sl
phot ographs, which a photographer can add

paintings which an artist c&hSiadidl sarolme,t hn ego

r |l istening to birdsong is an objetheve
Nt er avg tahmah i nt er,MetsiGarrebnroai n . He tries to
cientificaldnydyweht ¢ Mg ss@ed@dkeweyr sonal ity. He
ainter than a scientist even t homulgd, hiet ii
atur al enomenon and certainty that ther
de occ [

ict only the beauti ful pbangsof
does ask for the owlaChouetotuend
a erves as evidence that his subj
el ess, it is na@&t wbelkisb esrhaotwe othH d&th e des Did
in French romantic art. He describes
a

O S5 e T Q

cape in a more private way. Theneégue,
rédented works that cont aidn saxi lealaarc e
tic tendencies.
ald yteamasher, Messiaen might appreciate t
i eCat aalsnguarally contains many difficul
erstanding, wher eas t he composer S [
or mati on about each movkeimmedhson gBymamre rtiianlgs
pl aces, ti mesp,encionlgo ursso,unedvse ntnso vheatpe nt s ,
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the birdsong period, Messiaen attempts
riod begins willehemlhe fmdiof t upeeaed piano,
| | owed by,Qdiasregaeurx pdixgodteasyaveismd enaefh®V ei |

S oifsermauyi anochen®Sluddenl vy t he composer t
strument al wor k, perhapsiskcepeéi ngh hirmero t
teresting sounds given only the one timbre
t

ndscape. The diversity might be the only

afCatmal oly@mebi rdsong coul dt hleandec alpe ac hed
ssiaen worked with birdsong throughout hi

T ToOoC T TQoT™"TT T39O MY T TTZI3T7 "0 00 TO0
Y9 O0OC 3I3MDMOM®>C SIS

= Z
o o

ng such as animals killing and

so on in the preface and scor e, t he <con

to use all t he materials gathered from
mposing musi cectTshoee nmo stto esfufpport e rddheng

rks which contains birdsong. Even in piece

there is stildl birdsong. Therefore, dtims no
mo s t of his works by cobpuysiinngg rgeeanle rhail ri s edo wn
early works before 1950, i n many@ crmamesun Me s

2Z1There i s an exception when considering the function

edit photographs with the benefit of modern techno logy, my aim is to compare the traditional
processing methods of both photographs and paintings.
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oOi sebmaxher than noting actual names of birds
®idi ke 6Baumldong in that period takes the ro
t h29 5060 mmonl y knoadwnr dasso ntghyepesi aedn made an e
i mitate realistic birdsong because he began
studiyt hw t he ornithol ogi st, Jacgues Del amai n
recognise the exact names of birds by merely
having to visual tey tihd esntsikfiyl [t hweans. eGnt abl i she
add ediefnft materi al s. Messiaen increased the
i Cat al.&g uledr6 0, Messi aen expanded the geograp
abroad andunewesnusthdas canyons ax | &t diilres.

Cat alamgaeedd mid those found inside Frmatcievye i n
French rur al habitat.

Subsequentl vy, Messi aen persisted wi t h C 0O Mg
Chronoclt{rromed our ,MelssG@A)en &uwure@éoald da of birds
across t hieccpludhble nelver meet up in reality and
does appreciate however that birds from diff
artificial pl aeaebdisdcpbaa&k.a zoo or

There are three more piecesLéFeauvepti a@aodesl joat
(Garden watl @re@)yi,t es esquf Swmalsl dsbhbeselaeas of bir
La Faupaeststee i( ISaeitbtad pi ne war bl er, 1961) . As we
are much siCatté¢édbgeean the reduction of the r
in birdsdagvette desconmprodsiends as a single piec
terms of de sbarridbsiomgg blcstelvent een kinds of bi

Catalageeused again) as wel |l as | andscape:
pl ants. The | ands&chpleowdeériro Mes si & eilno clagd eedd i
to present the epasahhgy bhetcmangesg col ours
informs us. The | andscape, howeved gl sBemhs t o

way. The rhythm itshantotf Gesha&loomuied heas empo bec
more sta®Gdtealtdhgiuiore depi ct the mountain Grand

t wedtweme mode Lathe.odiuck i n

Petites esqucessesstdisoobeaux | ittle movements
This work, the | ast pocea<ei d oal Dpyradnsoersgo nvoist ho i
d andslciadfpfed eat ures and uteERouggesr)gewdhicdbihms( th

dedi cated movemertlpsr iamscitplmé bird in conjunct
song thrush and skylark. The pigeicmplgeviest tihe
unexpectedly, very diffi®uptaneshnccakill bes

272 | a Fauvette des jardins takes 30 minutes, Petites esquisses d'oiseauxtakes 15 minutes andLa
Fauvette passerinette takes only 10 minutes to perform.

273 Hill, The Messiaen Companion, p.345

274 There is no preface andMessiaen did not notate any information in the score. However, we might

suppose that the chord progressiorns between birdsongs present landscape as they resemble typical
landscape materials such as night and day inCatalogue.
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https://en.wikipedia.org/wiki/La_fauvette_des_jardins
https://en.wikipedia.org/wiki/Garden_warbler

worlka Faupaststee waest teadi ted and was premiered
2013 and published iRetMatred ,de'dfdsitesesuks uwet he
passer intehtet gpiakes only ten minutes to perform
Sept H{Hdekham kus962) for solo piano and orches
Des canyonsé (arurxo m®tton d ecsan yéo n si BtZd otl lme ps taamros s
horn, solo glockenspiel, solo xylorimba, sma
anot her peeulwhairc hpiiencl udes birdsong. Thi s
birdsong with |l andscape whichl t he@t lselpeasc ensot ¢
found on UWUrnvet eart het( dest @aisedugl ass window
for piano solondbeassmbiwoodwr umpet and per
birdsotg andeau des arbrédqr dterdi oef ( ODiheeau etet

bir2¢f¥pr | arge orchestra predefitemaNswngéeéal ar
Mess iBaelnast compfelk aidr swedseldr™( Ill'lauumi nat i ons o]
bey@&nd 1-9828 or orchestra presents el ements of
texts and incorporates birdsong from Austr al
Singapor@at aAlfagMes®i aendsong tends to pursue
real i ty: surreal or super snhaccwnmnabk maoséec.tha

Cataliogua work that de@oektoatesi Mepséesaentin
effectively and saccecurvatnapl ap, nawse wedpllile cae bet we
features and artistic views.

From the above paragraph, we can note that t
in his birdsong music. The first juncture 1is
seond i s whemweaMsassearaemat eri als such as | ands

geograpbgrcafFurt her mosrteatrtslke umdde resven tmpar adi
complete the | arsgpenripiviadituomgpehnicki dhwedsong de |
Cit® d&loé otue s of t hleheCediexstth aAlppimeinrt,er st el
(I'nterstellar <call) for sol o ohoprotrhieglraoyatuiceg t |
uni verBiendall yast ZmoowremRPartk et (Zaoni PB8hk®hadt

275 La Fauvette passerinette (The Subalpine Warbler) for solo piano written in 1961 was discovered in
2012 from Messi ae n 6sshy Peter Hills Dhis giorknwas redorestoukted by Hill and
published in 2015 by the British publisher, Faber. Messiaen used birdsong only in this work which
probably was intended to be part of a second cycle ofCatalogue d'oiseaux apart from a few background
colour chords. (from the CD review by Andrew Clements on 22. October 2014, the Guardian).

As Messi aends Abirdsoegr neaterials moved to notours, the description of landscape
diminished, although colours played an important role in this piece.

(preface of the score and thewebsite, http://www.fabermusic.com/news/la _-fauvette-passerinette--a-
fascinating-messiaen-discovery25032015-1)

276 This is an abandoned movementfrom£ c | ai r s-d & U fTéid planaowsketch with orchestration
annotations was discovered among Messiaen's papers, orchestrated by Christopher Dingle and first
performed at The Proms in August 2015.
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celestipltesdntys the spiritual par @&dThke, t ho
evolution of this musi ¢ Cadmatliogwded eaf seémudyo

Del amai n, Messiaen had | ooked exclusively a
Cat al amgdiet hen t he Caotrmepldosgidteham dfo pur sue t he
somet hing more abstract. The writing of bir
although the writing of background materi al
|t i's an intemeasi hg oqhesher the perfor mer

ornithol ogical k nowl dsd gbei rtdos oi ndge natni df yl aMedsssci aape

Knowing the bird and the | andscape | wan
pl easure for the |istehemewhs BediONE®O VU eI
friends, childhood memories, or certain t
any case,myt Heetel i ng. Neverthel ess, t he mu
| i st ener &whroe cdoogenrsinze t he Dbi r d shoen gnsu smacy t
al one. Mor eover, i f the work succeeds, |
identification being necessary. So many
are of char&ackeons, wgetlohhey seem to us t

and truthi nRkNeweser peogdhe nvever seen beca
paintings a%e successful

A further query is found in why Messioaudn was
| andsitCaapteal waggsiesuch an i mportant -kwoorwkn gon de coense
in mbheéern piano | iterature. Why dibdi rtdhseo nrgo | e
materi al become | ess | mp?dWhtya ndti di nMehsissi abeinr dcsra
significant rol e Cfadral b@maudcgc ape onhher?i birdson
The answer is possibly provided by supposin
modi fi ed s uCasteaql uoegnutel ynor e real i stic work in r
using | andscape t han any of t he | ater WO I
Chronochr #mi@aen brought toget her birdsong f
France, Sweden, Japan and Me x i co. & atl urhaolu g h

mat eovsuwmdhs as rocks or waterfalls, he is more
andol combinati oms ,gues swd rc@@anntd hdi tfetent res

277 Harriet Watts, Colours and Birds: An Interview with Olivier Messiaen (Tempo, New Series, N0.128
(1979), p.2-8, Cambridge University Press)

278 Samuel, Music and Color, p. 96

29 Messiaen notates preci s e -white boonanous complexbeimbetishedaviths : omi ||
orange and fringed with gol ddé or O%Pamleepl36 ey with gree
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created by adding®metal |l i c percussion.
For Messiaen, birds are perhaps the symbol f
in his own |ife on the earth. Justhatasr &, rdc
Messiaen feels utmost freedom when he goes t
freedom that Messiaen seeks is reflected in
bigdflight. I n conversation wittiwe Avmatl ki,né eGdll
We make war@® he sings.
He mi ght wish to accomplish such a perfect
reproducing that ideal sitwuation: birds sing
Messiaen insists t hfaotr nhaitnu raen di hrii smgpe s i@mit y
real musi c has al ways ex@%2?sted in the sounds
ring my research, It Gurpmpoadhnpe ofghat Me
vel by®dnbi nati on of the presentatiowntoaf ac
e abstraction of | andscape.
nds mapyeeeaesyditsomasnerkeackground to support o}
reground musi c, birdsong, but i Catalbbgues
i glatclcy adamead mast erpiece alone by thé& addit
i que musi cAas d amigaimigset. ,anidt niec eissaviyt dthlag
ulunyder stand, befamhul leyxxipawaws e ut e |daentdasicla pteh e
mat er i alad |widioceh t ¢ ecrhematceal |y di ffi cuWhi mssi c
undoubtedly difficult, thibBicomphgxity is as
Mention has been madmayblpadwentnlealt t decoimpeors e t
Cat al dogiusee288llAX t hougmohe uditd mately acocemgpdesh
hope htdhiamsmeilggdtenthaVvé yr e Cagmils@degdiene of hi s
i mportant pi alniok ewoupslke s hthhpadtic oul d elm@mawvweé hmad gr ea
achievement in contemporary piano |iterature

S5 0O 9 T 0 C

D
d
t
L
f
i
u
f

280 |nstrumentation of metallic percussion in  Chronochromie : suspended cymbal, Chinese cymbal, 3
gongs, bells, glockenspiel, marimba, xylophone.

281 Ant oi ne Re&antre® avéc,Olivier Messiaen (Paris, Julliard, 1960) p.19

262 |bid, p.223

283 See the reference no. 9 on the p. 7 in the Conclusion section.
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APPENDI X

Li st of piano works by Messiaen in chr

Piano sol o pieces

T La dame dé¢ 191&l, | ampubl i shed)
T Pr® (d6e-28)

Clochensgod sse @tdileaur mes d
Pl ai nte cal me

1. Chbhombe
2Chan@xtdase dans un paysage triste
3LeNombl e | ger
4]l nstants d functs
5LeSOns i mpal pable du r°ve
6
7
8UnRefl et dans | e vent
T Fantaisie(ha@B8Rg&sque
1T Pi ce pour |l e tombePawcede wPault eDulaas a met

Dukas) (1935)

T Rond¢d d4a3 )

T Visions d&ilsi Amenof the Amen) for two pia

T Vingt regar d-§®suBbwdrntenf@ant empl ati ons on

(1944)

T Cant Rayyo@19 4 9)

T Quatre ®tudes de rythme ("FA@BDYt udi es in
1Cl e de feu

2Mode de val eurs et d'"intensit®s

3Neumes rhythmiques
4Cle ®e feu

Catal ogue (dB'i ogids € aubedi5Bg)u e )

LaFauvette deGanjgaemdiwmar bl er) (1970)
Petites esqu({ Smaebl dskesehag of birds) (19
La Fauvette (Fasbsadrpiimest twear bl er) (1961, di
Peter Hill)

= =4 A A
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https://en.wikipedia.org/wiki/Vingt_regards_sur_l'enfant-JÃ©sus

Ot her works including piano solo

T

= =4 -4 A

= =4 -4 A -

LaMort du nombre (The gemrten o,f thaimmdre,r sV)i dlo
(1930)

Th me et (dhieantei amsl Variations) for violi
Fant ai $ioe violin and pi2®&09d) (1933, publish
Vocafosevoice and piano (1935)

Quatuor pour | @Quarmt edtu ftoermptshe end of ti
clarinet (d®dQpi ano

Trois petites |litur iThy ecke slmalpgr @S danuaa i ki
Presence) for women's voices, piano solc
(1943)

Turang@y mpladmire pi ano sol o, Ondes( IMa46& enot
48)

LeMer hei( Bl ackbird) for flute and piano (1¢
R®veil degsOaminseaedhwx us) for solo piano and
Oi seaux dxXxtoitqueeedirds) for €6€b0D8bBBpPi ano anc
Sept H&EBekwam hai kus) for solo piano and or
Coul edwer sl a ci(t@®olcoRulressteef the Cel esti al Ci
ensemble (1963)

La Transfiguration deChNa(tdrhee STeriagnnsefuirg ul @s
OQur Lord Jesus haritstc)hodrours ,| aprigaeenol Osol o, c

clarinet solo, xylorimba sol(d,%6Wi)braphone
De€anyons aWx "&trooimM eeshe canyons toanbe st
solo horn, solo glockenspiel, solo xyl or
pl ay(elras7 4)

UnvVitrail et( 8tasgbadsawxndow and birds) fo

wind and percussion (1986)

Lavil |l eha@y(t@he city ono hsioglho), fborraspsi,anwi nd a
(1987)

Pi ce pour ©piano (ePi egcuea tfuoorr p’i acnoor daensd st r i
Concert (Quaadtuel e concerto) for pi ano,
or c he(sit9i®lunf i ni shed at t hse deate omipl| Ee 8
Loriod and Benjamin in 1994)

Feuill etfsori npepidanes and ondes martenot (no
published in 2001)
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Messi @e Mo eof Li mited

Mode 1
)
J'If ——— il i [ % ]
- — —
Mode 2
f)
F — ] =
F it — | ] bﬁ_l:l_
E; < E% F% ﬁﬁ %é
Mode 3
n _-_-_____-_‘_'h
‘lf : s = 1 i
——— = bo fo ro PO jo T —
oo o o o . <
v o e
Mode 4
)
X —— T i — [ )
£ i bo ho OO
:JU o O L'|u = [ B
Mode 5
)
J'If — M= > [ % ]
o] o U —_—
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Mode 6

f)

o

3 = —

Mode 7

f)

o

F il e [—

- B
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(Figl)l Col ouratizen of MLT
Mo d e Col ours
Modée& 2 vi oblewe
(thsé@ rAnspositi ol
Mode 2 gol d, brown
Mode 2 green
Modé& 3 orange, gol d, n
Mode 3 gray, mauve, a
Mode 3 bl uer,een
Mode 3 orange, red, a
Modé& 4 gray, gold, a
streaks of inraarn eg
Modée4 coppery yell ow,
Prussian bl ue, gr ¢
Modée4 yell ow, vi ol
Modée4 violet with wh
Mode4 deep violet
Mo d é 4 carminzrra(;,’ \;)iicr)llka(
Mo d &6 gray with bits of
green
Modé®o brown, russet,
Modé®é6 yell ow, mauve,
Modée®6 yell ow, violel
Mo d & 6 gol d, pale_ bbh uewn
outline
Modé 6 bl ack, white, a
Mode 1, 5 an Not indicated an
284 Samuel , p. 64, Quoted from Chapter 5. Modes
thesis, by Jef trdey Brill hart, p. 51
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Messi@elkhor ds

a Chor dReosfonanc e

Messiaen considered that Chords of Resonance (CR) could be a colourful characteristic

of the harmonic series. CR contains all the notes of mode 3 of limited transposition

and contains oOall i ts od%° Messiaanatiisesdhisdayvipe t o t h
in a manner of relation to the harmonic series or to create an effect of pure fantasy,
whichisverydistant | y anal ogous to the phe$fomenon of
Example 208 demonstrates Messiaends origina
passage is found inRéveil des oiseauxfor the golden oriole indicated for cellos. The

first piece which both Ex. 209 and Ex. 210 are applied isChants de terre et de ciel. CR

is often used with CTI.287

Ex.208-210 of Chord of Resonancefrom Technique, p.37

Ex. 208 Ex. 209 Ex. 210
be _
548 B PRS- S St TP
J " Y 1y O LS H ey Ll il ]
(n ‘ 1 1%
ANAV4 r
)
P
1) A
I I I b T |
G g I8 i bhUgo g b
DY) 8 a8 TES PO e 4z,
Example of Chords of Resonance inR®v ei | des o0i seaux
Loriot Y

2nd violins

violas 4, cello & horns

285 Sherlaw Johnson, p. 17
286 Messiaen, Technique p.50
287 |bid, p. 17-18
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CR is wused cont i rsuowosrlkys R$nu cMeelsgssi tatembeau de F
Dukdd493) mes pOuLT3BMa,Nnts de te(rr®3Besi des cdel
I " Al MEe)s,se de | @lP2OG)t it &€ an y o ®6 (0 h¥UAI)

Chord of Contracted 2Resonance (CC

CCR is constituted of dbdaessmdlpiade sMansdi sdnar e
astombi nat idosnd ntsonmeegsuahdnpsays a POCER oifs res
divided into two types, whereby it mostly &
represents a @ fferent col our.

Messiaen indsmstled tase, of the chor
al ways have two coloursatuha cbbod
actual»®iLgéghor d

d with <co
r ahdt hae:

Typilcsal CCR

n |h [ 0] | ©»
P DT O h &S
£ L o ¥
(fy U oo P
\;_\)} o O
o b o
|l) b O

o) LI [0 L e
Ty I mafD n o

CCR is used ofet enatien woa& ekbsi;a stnhues eld mor ed of t en
CCR. The first time t IBe WwWOCRKWI disao@ ma(el %h4 3Me.s s i
TheCCR is used for the | ast two chords after

%8 Accord ° r®sonance contract ®e.

289 Cited from Harris, Doctoral dissertation, Musique Color ée: Synesthetic Correspondence in the
Works of Olivier Messiaen, chapter 5. Modes of transposition and special chords, p.70 (The University
of lowa, 2004)

290 Transpositions and colour association, Traité VII, p. 162-164,

291 Harris, p. 69

292 Modes of transposition and special chords, p.74
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https://en.wikipedia.org/wiki/Visions_de_l%27Amen
https://en.wikipedia.org/wiki/Visions_de_l%27Amen

(Ex201) and both chords are used for the song
( Ex2 11)

Vi si omame@Aimen des ®toiles, de 1% Bp/eklan te ~ |

- \
-g -
N
B~

Visi ommei@Amen des Anges, des Saints, du chan

a4 Chord obomihmant 2:( CD)

This chord, which is | inked 4#iitsh ntahdee cod | oaulrl
notes of the C maj oz dheaelse chotrhbaNaba deats®@fenG|
seignfndlhre Lord's nativit-gl)l18a88)theseohgaep 0

with |icense as chords A B C D E to&irdfiorsm o
piece i@D whs whsbhdrers®Ponse pour | e tombeau d
(Piece written as a memori al of Paul Dukas,

2 Accord sur dominant e.

24 Mi chael yT,r apMi3®%,6 , @ el @i l ui donnait éune coul eur bl an
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La Nativit® dwWolSemegnlkur

CD with inRiercse omesun nl e t ombebaaun dd8el OPa ul Duka
Bar 8
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Chord obomihmant Awpbobbgi atur2® ( CDA)

This chord i s TdeecnhonniBogtereap |28, 2wilt h t he resol ut
domi nant ninth in EX. 202. CDA with appoggi ¢
204 shows the @ppgoggbatona o@mmdo drueesiofl gutt | o @
vit.Pa( Bx13l)

Technique de mon Viod nugnagxde Inmpul sei sc gniu,B.i & A U X

201 202 203 Accord sur 204
dominante appogiaturé _ _

> — = —~ T
| N g b he b e b
= P L B ”a# o & B “h% (e
~Y o) O O il | | | |
o r | | j=~— | |
P expressif
o B AR S
7 | ! 4| 4 b R e Rr T
of ﬂﬂﬁnsﬂ QP#“gg p”h 4 b #H#HQQ
Messi aenQuetgpansr | a fiwi tdhu a eCGipAs t o create ¢

st ai-gnleads s W% (n E el wap

2% Accord sur dominante appoggiatur ®.

296 Technique I, p.50 Messiaen

2" Messi hBeaahni gup. 43. By using chords that Messiaen in
has the same efcfoeotuurasd thagmelgtt d3s$ rwimndowi ned

p. 50 6Let us make mul t iefeect bf@ stainedgtass kvindove and arrgngeftieer t h an
different inversions of the chord with such appoggiaturas over a common bass note (C# or D?) 6 .

298 Messiaen,Quatuor pourlafindutemps, pr ef ace, o6évous aurez |l e silence h

29 The appoggiatura dicdddg alrtlaeM tétn, timd it hzx 5
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Quatuor pour Illa. flint wrugiteenpes,cri stal, 1/ 1/ 1,

CDA
| SA B C D I
it I..I, hh“ e toe ﬁ#i
(0 R e e e T e
3 be be b
b g he y

b he= bb bl & 2

9 b : uh.c e LT ht'h s

Bien modéré, en poudroiement harmonieux (J = 54 environ)

0 1 ) | | 1

[ F a— A g 3 ﬁ g}"““‘ -
m> I A PN Py o ¥ I 1 ——t
\\Qj; L < he be be ——

PP legato (trés enveloppé de pédale)

S = oy

_ PR SLY ) bhf‘;’ipg “:F:«P’*‘ :F
b e 3 ¢ ! ? h = i  — ]

Chor dTroafnspolagédr s i(dnrge )

The chord of transposed inversions which st
di fferent colours even though they are made

TechnlilgueE-206205

205 206
>,,‘\ >
¢ T 2

PN N

S |
»

J/ | | ‘

D14 4 I_]tl‘"a :Jﬁ‘:‘ $

SRLIE i #ig

CTl is found in several Lpa entoegsu eswrc hp cdDsy gpli catntoe

canyons alx v®toidue Sai(nBo ocSka corfe mehnet Hol y Sacr ar
sol ol&slicXxl i er redit . frodet &akiecTdagquset e sftraopna z i n
Cat al oiuseadudk so on. CTI iI's uaedegugitdat eCdD wvahr
describing the backgChamdomprede i) gol df i nch (

3Accords 7 renversements transpos®s.
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Le traquet r eChad ppd zoigiusee adu 4-4 22/ 2 8

* [ JcTiwith CD and arpeggiated CDA

Chardonneret

Vif (D=160) __ §---- -
Trés vif () = 184) 27 e be 2
5 3 | ' i'E
© 1 b@ G ¢
o
8 !
= ‘ §------ .
g e | e )\
o hu Lt Vi

N

e

Mo

Io]
P’ |
L
Q-. # J (Ped. sempre)
Vif (= 160)
IR S —
Trés vif () = 184) " ‘_dr. o ‘
n = . e Ha. (te) ahler — oo -
& Ae e | bl | € =«
o —_— e
o 8 e = =
mf
fH ( Ha )
)" 4 vy oy HE
% ATy
Y | | ¥
o) mf
y,
e
ﬁ bl
e Qj : ! J (Péd. sempre)
Feo.
Vif () = 160) T e o e = e e .
Trés vif (J = 184) I6--—mmmmm - - ‘ PP

4 e, £ 8
bgv qggrﬁ \I"QV

4 (tres clair, comme un\glockenspiel)

16 ' 16",

O

N 1N
N InM

|

e

o Ho

(Péd. sempre)
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Turning Choslds (TC)

Messiaen menti onedarfichoaltu mrhse a fh rraetes oTn@gnl cnekbei | e

t he Wlnd in the tré&anhdatbandt hbeenweee Gcon
@ hr e chords of eight soum®dHe taWwemt yb Afi du rt hsa
resembles a translucent opal oct aofe(dE Nl or |
22)

Thr eeldsTCs

A B C
0 phi B (258 i 8
o o oo
b} qD qo |
J/
GRS e = ]
TC is Wsesdonse dazes It hAemesnt ars and planets rev

dan®%in the shape of arpegagi o. The =eight n c
progression.

Vi si ons deAne nAndeens, ®tpdialne ¢,e de I11'38 B &a a

3Accords tournants.

302 Traité de rythme, de couleur, et d'ornithologie I, p. 238

3

o

3 Traité VI, p. 166

304 |bid.

3

o

5 Traité Ill, p.282

306 Dunbavand, p.24
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g e bhg,‘bﬁ i = ghgqb.g bhﬁbbf 8 .

DA —

Y be: btwe s ich et
(Lm LI \D =] ‘u"\ b']-hv
Py ' ! 1

Messiaen wused this d@dhordetbi gxtprass at hmeans
stat edife nt

Messiaen pr esentashitnmiensge fmoordist iaess

All the chords are closely Mesls#@aendu stioc.col our

307 |bid, p.25

308 Technique 1, p.54
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Chapter 1
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Chapter 2

Landscape in Music

Ex 2-1) Le Rouge gorge, from Petites esquisses d'oiseaux3/1/1-3
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Ex 2-3) Water, Le Merle bleu, 2/2/1
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Ex 2-6) Guillemot de Troil (Guillemot), Le Coulis cendré, 8/1/2
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Ex 2-9) La Colombe, 1/1/1-2/4
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