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l* F-.rl-Transports de joie

lty lan Carson

,,ln introduclion to the organ nusic rsf LIt:ssiaen, iniuding u
di.;cttssion with Ciilian ll'cir, uho has recently rattrtlr:d oll his
orgon uorks frtr Collins C/es'sics.

t QrLl a pral cr for tht- slzulings' runs a llandy Stonchl)l song,
rJ putLing thc cese [or onc of lhe lcsscr loved spccics oI Go<1's

crcation. Il is a scntiment I tlnd it hard to cndorsc as a pal- which
iilhabit the roof spacc above our bcdroom awaken tLs with thcir
inclividual rninicry, onc cirorusing a car alarm and thc other rc-
cchoing Johnr.ry lvlorris's wartinre parrot whosc imiLrtion of a

whistling bomb dropping out of the sky was convincing enough to
send the nillltary diving undcr the table. But nature's facility in
iitaling the sounds of man is scarcely matchcd by man's abilitl' lo
turn thc songs of the birds into ar1. To walk from our counlryside
honte in the company of an experienced omithologist is to have a
whoie new orchestra of musicians revealed. As he turns his head to
diflering poinls of the compass he caLalog'ucs the Flycatcher
section, the Nuthatch, the Warbicr, invisible but not inauc.liblc.'lhe
sound of music is cverywhere imrninent in creation, but untii thc
prese nl century composcrs had drawn on little more than thc
bumble-bee, the cuckoo and the nlghtingzile.'lhen Bartok's Fabie-
ian obsesslon with the insect world brought their stridulations
music, and Nlcssiaen set out to create a vision of the harrnony
an'rongst lhe wartime horror of Stalag VIIIA,
war he mirrored the early morning birdsong

when as a
of a chorus the Nazis

could not silence nthe Lituryie de cistalwh\ch opens his Quatuor
pour le f n du temps.

Birdsong latef came to be one of the pre-occupations of Messiaen's
organ music, but there are other elements ia the quartet, which (as
ir t}:e case ofthe birdsong) had been absorbing interests frorn his
youth, and which are central to his organ pieces. There is a cosmic
Christ-cenked vision, supported by the certainty of his Catholic
faith. But the listener is also led into the realms of un?ertaintv as
Ivlessiaen tries to *effiftits enslavement to measrfrea time fv
introducing Hindu rhy,thmic patterns and other devices which
undermine the predictability of pulse. The extremes of privation
Messiaen experienced in Stalag VIIIA seem to have been one of the
stimuli for a heightened awareness of colours, which he translated
ilto music, hearing a spectrum in sound.

If birdsong ia Messiaen's organ music can be viewed as the gate
which opens into the rvhole glorious and colourful garden of
creation, the other aspects likewise expand into multi-dimensional
images. His Catholic faith was preeminent from the begi:rning. 'The
first idea that I wished to express,' he once said, 'the most important
because it is placed above all else, is the existence of the truths of
the Catholic faith. I have the good fortune to be a Catholic I was
born a believer, and it so happens that the sacred texts have struck
me even from my earliest childhood. A certain number of my works
are destined therefore to highlight the theological truths of the
Catholic faith. This is the main aspect of my work, the noblest,
undoubtedty the most usefui, the most valid, and the sole aspect
which I will not perhaps regret at the hour of my death.'

So, embossed into his music is the ilevitable drama of the mass,
resonating back through the centuries, the ecstatic worship of
images fom the Christ story, visions of lleaven and of the-
apocalypse, the rapturous focussing on stained glass windows, and
the thread of plainsong giviag a timeless continuity.

The origins of the unmeasured stream of plainsong's subtly
undulating rhythms lie outside the traditions of Western music, and
there was a hrrning to the East in Messiaen's thinkine when his
youthful studies embraced not only plainsong but the poetic metres
of ancient Greece and Hindu rhythms. His vision grew from one
whlch had already been perceived by Debussy, which envisaged
rhythm liberated from its accepted function of supporting pulse and
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h;rrnron.,-. \\'illrin lhc li'arnr:rvork trf Llic viskrn cok_rur rvas apJ:lir-'cl in
'Lhc ir>rnr t.ri rrrtidcs crrgiuccrcrl by thc utnrposcr, and by adrjpting
lltc concr-'pt oi scrialisnr iur a whiie , which at its nrost cxlrernc is
applicd lo virtu:r1Iy cvcry clcnrcnt in lhc nrusic.'fhc philosophical
and rgligious_clcrlcnts intcrtrvlncd with thc oricntai rhythms also
cxr-rL^ihcir irr Ilucnct' rln I lt,' nlttrr rr oI Lltc cunrfr..,.i: :,, rr.

Desplte the intcllccluul musclc bchind lhcsc aspccls of his
cornpositions, illcssiacn's niLrsic is ofte n an ovcnvlte lining
cxpression of love, of tirc sanre nature whethcr h,.intan (which can
be as suniptuously erotic as Debussy's Pelltas), or divine. In
addition thcrc is one other influence on his musical ear which
involvcs no great workings of the inlellcct to apprcciate, anC it is
simply his love of thc sound ol thc Frcnch organ as cnvisagcd and
realiscd by the great nineteenlh century builder Cavaille-Co1l.

Gillian lVeir came to the public's altention as an inlcrpreter of
i\lessiaen rvhen she won the Interpretation Compclirion at the St
Albans International Organ Festivai in 1964. On tjrat occasicn she
piayed the Conbat de la mort et de la uie fromLes corps glorieux,in a
pcrfonnance which movcd the jur.v profoundly. Shortly alter*ards
she recorded the completc orgzur works on LP for the Radncr- labe1
and later made another complele recording on thc organ of 'rhe

National Shrine in \Yashington DC for the BIIC. In the cowse oi hc:-
career she has earned worldwide applause as an interpreter of
Ilesslacn's music, one who is motivated and inspircd by a r,r:1 lovr
for these compositions, and by knowledge and rest:cct for tj:e
intellect and vision that lie behiad thcm. thc clin:;i-x of her
association with his music came in 1988 when shc and the
composcrf rvere joint Artists-in-Residence' at a hlrge fe stiv:r of hjs
lituslc arringcd cy thc Ausli-alian Broadcasiiitg Cu?oraiion. Site
hrrs nolv recorded his organ music again, to be issued as a CD ser
by Collins Classics this September.

She has written extensively about his music. Her paper aboui
ilessiaen's llfusical l-anguage was published by tire UniversrLy ot
Western Australia in 1979, and later this year Faber & Faber are ci:,.
to publish The Messiaen Companion, which will include her i0,0ii,
word essay on his organ music. \Yith these two major forthcomhg
publishing events it seemed an appropriate time to discuss ti.te
Nlessiaen organ repertoire with her. But first what of the man,
Olivier illessiaen?

Ian Carson (lC). Did he come over as someone set apart?
Gillian \{'eir (G\!) . Well there was the power of w}ro he was, li-ke
the aura which surrounds a great conductor, but there was also a
concentration of the faculties on things that matter. .. one feels ti:e
strength, the intellectual power. IC. You had come to have a real
deep knorvledge of his music belbre you ever met him. l\,heli you
did final1y come to meet him, did it add an exka dimension? G\\-. Ii
always adds an extra dimension to meet a composer of music you
admire, but my relationship was very much with the music itself
rather than with the man. One of the things he indicated though
was the clarity he wanted. We often feel that the music is meant to
emerge from a bathroom acoustic overladen with not only the aura
of mysticism but also a physical mist, but in fact that was not tris
intentlon, the muslc is cornplex pollphonically most of the tine, anC
that's how he wanted it to be heard, even though you need an
acoustic to overiay the colours, the harmonic colours, that emerge
from the music.

IC. Do you feel that he always knew a1l the answers about his
music? GW. Not necessarily, no. I think ifs a danger, particularly of
our analytic and mechauistic age, to ask too many questions of any
creative person. It can be illuminating, and when you first meet the
music of Messiaen it's really necessary to have an idea of the
images that inspired him. It can be an enoflnous help to an audience
for example if I stand up and say a Iittle about the music, not the



grirnlnlrr ol'lhc rllusic, buI thc irrl:rgr:s that it's Irtclnt ti> corlvcy. l]ilt
it's p,issiblc I tirink to srr cxrttttit'tc lltr-: way Yr)u hltvr: crr:aicd
s()nrcUling that in thc crtd ytltt can cnciangcr your pow{,'r to crcalc in
tirr: frilure , and i vlcw it iikc holding a bubble. You can look al t]rc
bLrbbic an<l admlrc it, and lciu-n sonrcthing from il by titc shirtllncr lL

ntakcs, but iiy'ou grasp it and say'Now I have ihc sccrct ofthe
br:bb1c,' il brcaks, and you hlrvc it no more. I lhink it's tnlc cvcn oi rt

pcrlbrmcr. Ii you a.re aware too nu-rch of how that l'lnal ouncc oi
inspiralion works .vou can so confine it within lhe iimilations ol your
o*n ability to undcrstand, and also lo convey not only by words but
also by thoughs, that you comprotnise and you lirlit the othcrwise
illinitable powcr of the instinct. iC. So would your advice to a
student be as much to rescarch the images that Mcssiaen had in
rnind whcn writlng as thc prccise intellcctual contcnt of the rriusic?
GW. Ycs definiiely both. i'rn not sa-vrng'Don't try to understard thr:
tcchniques,'which in any case are Iascinating, but 'do understand
this r>lhcr dimcnsion.''lhis has to do with thc broader qucstion of
intcrpretation which has been occrrpylng my thoughts trcmendously
in the past fcw .vears. I think we are in danger of losing the idea oI
interpretation, not only oi mtrsic, but of olher things in lite perhaps.
The most important thing I have discovered in my lile is that you
can have all the correct facts and draw all the wrong conclusions
Irom them. I have scen il both in organ building and in early music
performance praclice, lvhere having the facts but not interpreting
them has sometimes led us down a blind alley. It's impossible to
provide rules for ilterpretation. You can have rules on how to make
a computer work but you must be Lrught how to think in abstract
terms bcfore you can decide what is good and what is bad, what is
useful and what is not. You have to take the facts of history and then
interpret them. That is what is important. You also have to decide
whcse information is'.raluable. Ycu hal'e tc know the context. Every
so called fact has to be tested in context to check its validity. You
have to train a person's instincts. You have to go around a subject,
approach it from as many sides as you can, and from the back,
saying lVhere did this so ca11ed fact come from?'

IC. You mentioned one example when Messiaen did actually give
you an interpretation of a detail in the Ivlass, which dl-[fered fom the
printed score. G\Y. That's right. He changed the timing of a little
figure that comes several times in lhe OJfertoire. He wanted il quite
fast and il was marked at the same very slow tempo as the
t"ei"rilc 

^;a 
i;;idtY;u haven't writien that.'rAnd he sai#I know,

it's my fault, but Ite changed my mind'And there are other
instances where he changed his mind about tempi in a general r,v-ay

at thc end of his 111'e, but I think iJwe are seasoned inlerpreters, and
are looking at the whoie body of music and what stands behind lt,
lve should s1111 make our own decisions as to whether his iater wish
to hear sorne of it slower is in fact valid for our performances or not.
There are many cases where I lhink not, for example, La bergers
(La natiuit$, has a section marked modiri et joyeux. It makes total
sense to me fiat he wanted it joyous at this point; but in later 1il'e he
lvanted it siower, possibly because it had been played too fasl IC.
He had thls problem w\th lz banquet cbleste. GW. So he republished
it aU with quavers instead of semiquavers - that's right, but what is
'too fast' and 'too slow'? There is an instance of lVlahler listening to a
rehearsal and sayiny'You're playing this too slowiy"and they said
'But it's marked 'slowly'," and he said "Yes but it's a diJferent
acoustic from where I marked it originally." We have to use our
ccmmon sense, our musicality, we have in olher words to interpret,
and one of the big problems of the moment in America with
lvlessiaen, where he is hardly ever played (they keep telling me that
organlsts are being fired from their church jobs for playing
I\lessiaen) is that they often play it absolutely co1dly, and they take
the extreme precision of Messiaen's markings - particularly with
the rhythmic groups - absolutely literally to the point where they
destroy the sense of freedom which was his entire raison d'ttre and
his entire philosophy. If I had to use one word for lt'lessiaen I would
s:ry 'freedom.' He was a man of freedom. He used birdsong not only

bcc:ursc iI wes a wonii,:riul sourcc r>[ tcchnical matcritrl, but bccel
iiri: birds rcl)r-cscutL'(i iri:criorrt, ,:spccillly thc Lu'k whir:it llics
highcst oi ali.

I;s ccrps glorieux is abr.,vc all aboul ll,,c freedon oI lhc rcsLrrrccLcC
oncs, lrcr:clom in cvcry r,vay. -lhr:y're frccd from thc limitations oi l
bod.v, thcy'rc lrcc to scc cvcrylhing now, thcy havc totai
g:rspicaciLy. I'-r-ccdont was Nlcssiacn's lhing, so ilyou iravc ive
against thrce it docsn'L nrcan that it would bc a sterile fve againsi
threc whcrc cvcry onc of the t-lvc is equal and every one of threc :s
eqr.ral. It ntcans that it will have the qualily, the liIe, the vitaliiy of a

quintuplct, and tiic ft'ccdom - from metrical stralls - of a tripleL
Then thc music works; it leaps into life; and that's the whole rcaso:,
that he uscd tlrcsc groups, thal lhe music would not be irnprisonc,.:
in melre and a cold dead exactilude.

IC. When it corncs to cornplex rhythms, especially these rhythms
which add an exl-ra scrnirluaver or take them away to upset what 1,-i

expect, I wonder whetirer you actually count those out or whether
you fecl thcrn? GW. Thcy have to be counted in a certain sense, b,r'.
thcn thcy fitust be fclt at the tinie of performance. \l'hen you're
1e zrinhg thern you counl lhem, but still i would say never-ever-evc:
evcr cour"Lt irom the smallcst number. This is one of the instructiou
i sce people giving and it's one of the sources of thls sterile
reproduction ofthe notes, because ifyou're sitting there counling
iive demi-semiquavers against seven or whatever it's going to sou:
like that. A1so, your counting x'i]l change and not be even. I hear
this continually'n I-e banquet cbleste wher studenLs sit there tr-ving
to count very srnall unlts, and often the counting in their heads
wavers. You have to have a livilg rhythm. IC. You have to feel it,
GtrY. Absolutel.l'. Perheps the n'icsl cornplex exarnple in the earler
works is lhe Entrle of lhe ,lfesse de Ia PentecbLe.That is particularl_.
difficu1t, and people take extraordinarily small values and try to
count them up,,vard. It won't work. You have to take a unit which i:
reasonable size and which can be telt by you as a beat, the kind o:
beat a conductor will use with his hand, in other words a quaver o:-

even a crotchet, and then you set against it his triplets and dupie:-.
and quadruplels, cs triplets and quadruplets ald so on. Then you
will have both, you will have the precision because the main bea:
will fa1l exactly where it's meant to and wili be precise, but again.;
wi11be these full-of-life flgurations... quintuplets etc., heard in the:
ight perspective and given a rh1'lhmic - as opposed to metric - ie ,,

Rhythm is never equal, it is ahvays strong andweak, tension ano
release, ebb and flow, aclion and reaction, it creates the flow in
music and in everything eise in the universe. It is never exact h :-:
sense of metre. Certainly the main beats must fall where they're
meant to, but one gives rhythmic flexibility to the smaller rotes b','
the subtlet-v of the accents.

IC. It seems lo me what you're saying really is get the technique,
the precision right irst, then 1et it flow, and then let the vision be
realised. G\Y. I just would say that I am very much against the
principle of teaching which said Just learn the notes, then come
back and we'll put the expression h.' If you are not alert to what ti-
music is telling you, frorn the very frst note, you will deaden your
response to it so that it will never be alive. I have a vision of the
music sitting there ready and willing, anxious and eager to welco::
you and to talk to you - the player - and so oflen that player won't
Listen until he's ready, and then it's too late because he has killed :-

response to iL You reaily must have this feeling from the beginnir'.
but the point is to take a big enough unit as the beat and then use
one's musicality to set these rhy,thmic groups against it as living
entities.

IC. Do you listen to Messiaen's own recordings? GW. Yes, I listenei
recently lo Diftyquewhich can be such a steriie kind of piece, and
so much admired ttre way he brought out the subtleties of the
rubato in the first section which can otherwise sound merely
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rnctrical; and thc way thal hc ntartngcd to.(r()llvcy ltl |hc lislcncr tlrc

.i;;;;.i,iti.l ,.,,,ir,,ri,rn. ,i rhc r1i:,rc, lcadi,g thc itsrc,i:r's c;rr 
'n. 

Il

;;;,;';;;i,;,,;,;s- tc. t'n, inlcrcsli:<i in lirc irtstruntcnls ltc hrd i. Irrind

;il;;;'ii*c ior tl',c org'rn' Obviouslv Saintc Trinitc was a very

-.",,i i,r.ri.iLiou ior hinl, btrt do yoLr think hc always lortgcd br.that

i;;;.i;ii,,";"nric souncl' GW' lic wanlcd two things' powcr and

;;k;l.i;. }'owcr was cxtrcnrely itlgrrtrnl I-said to him oncc' "\\rhat

;;;;i ;;;k.; action, d0n't vou likc the subllclv of thc touch?" an<l

iffi;nv;ll oi.,,*i." thai's obviously an assr:t, but thcy'rc not

".ri:.ilrr 
.".rsh." (Al lhat time they ry9r9.bci1s^bullt in a sl-rict nco-

:il,"d'ttrl" ilrought to be aulhenlicaliy North-German) ' Hc wanlcd

;ffir;;ii;1l"lirg iucitv of a big Romantic organ; he wanted ahvavs

;;;;;;'h;i"; bJhe,n,itionallvind literallv' And the other thing of

.or.." lt.ntoirr - in every sense, tonal, harmonic" ' he claims

;i;;;; a; have seen the cxact parallcl colour of his h:fmonies' and

;h;;;;, 
"ft"t 

all colour and sound are both made of fi-equencics'

IC. So he did litcrally hcu sounds in tcrms of colours we can scc?

b\!1 Y;, lr" .""t the colours al the same tirne, so he would

;".;.;;;';;ii*i^t.t u.a as being blue and eold with a silvcr band

;;il[;;dce. o. with rcd flashine throush it' and so on' lC' So hc

*outa toot aithe stops and see a palctte? GW' Yes' But although he

;;k;hl; t"gistrations very clearly in the music, he olten changed

il;;;;;il; r;;rking with Almut Roisler for example, who mountcd

i.rtr'Jt-"ifrit mus'f, several times on her Beckerath organ' which

i. 
""tirirg 

fif." the Cavaille'Co1l in La Trinit6' And that' by the way' 
.

i;;;iilffi [k" th" averase Cavai]le-Coll His.re4strations' especiailv

i;;di;6;"rks, are ,Jt fo. a tvpical Cavaille-Coll organ at all'

i6. U.-ra" it his own instrument' G\Y' Yes he did' by a1l sorls of

uaaillont, and he was corrsidering even more-when he died' They

*".".g"ilg to put a Septierne in for exarnple' He liked these

.r1"i-i,r..-t" play with. But in many ways the modern American

;.g* ;;."=;loser to it, wlth many many stop.s, especially

.iiiiioo, of cilJerent strengths and colou_rs, although their reeds

oi.-noi n".fy so pungenL But yes, he continually made new.

;;1.*;5y pilirg^up iiarmoniei, or bv working wilh lhe lonal

colours.

IC. What sort of acoustic surround did he like around his organ

;ri"iiil 
-h" 

want a huge wash of sound? GW. It depended a [ttle.
on tne oiece. In something ll<e L'wcensiot' one needs the warmLn oI

;;;;;ffi;..*a itre"note, and also, in order to have the-play of

;ffi;;i;;1";* another, you need to have-reverberation' It's just

;ffi;Iili;;^riiiiiiu if the chord cuts offimmediatelv, because

;;;;;'a th;get the'mixing of the coiours' A- student once plaved.

;;;;;;;;"-o" "o"a' 
diaiason, and.w.henl picked mvseHu-p off

tfr" ii"'"if said "Why?", and lie said "well ils clearer thatway.' It's-.

"r" 
fat i 

"i "f".ry, 
but'it's not what Messiaen wanted' It s rather like

iut re u fu"rous ihpressionistic paintilgand putting it right into

;"*.';J;;p^iotirg it so that it's perfectly clear - like an architect's

drawing insGad of the vision of the pai-nter'

However, it's absolutely mistaken to think that he wanted a vague

and mvsticallv vast acoustic and I can't say that often enough' He

;;t"d tt;tes to be heard. I playe d L'oscension once when he

*u. tfr"r" and he changed the rlgistratio{tn Alleluias sereins atthe

.nJ *n"t" Ur"re's just an 8' gedaikt, and added a large larigot to the

Ghi-h;d parr in orAer to m-ake it clearer, so it seems he did want

iir? *rrt tt be heard. He said to people that he liked a concert ha1l

;iltfi;;ided it wasn't totauv ieid because vo'a' could hear the

music.

iC. Do you think he saw the performance llhis orsan works as.alr

act of worship, an act of homige in itselfl GW'l would say that it's

;"* fr;hi faith, and from what he says in the music, that they 
-

are meant to be thatway' The Messe de la-Pentecdte example' was for

fit"isi*l *i., and very inuch to be part of the service' However' he

;i;;U;; trrri 
"r"tytt 

iog in the world, evervthing in nature is fi1led
!j

tl

!
Y

t
tt
!
:
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wjtjr thc slrir.lr ol (lorl, and tlicrctirrr: I itnaginl: Lhat hc would takr-'

'Lirr) viL:rv ',ilit'" ilit,-'s ertry |tcLwiltrlci br: all ilct oi worship' Idcally'

lhai's wh;rL .,rtt'()tlc r,::rliy st.cc1rcd in 1hc Clhrisli;rn faith wants to

irappcn.

ILl. It scr:nrs 'rrl trtc tltcrc is a scnsc oI ecstasy in a lot oi his organ

nrLlsic - yoLl gcl it in Alain as wcll - do yoLr think a stude nt shoulc

ai*r L, be in [raL spir"iLulil placc bciore performa,ce? GW. \Yell hcr"'

*e'rc gctLing ontdvcry dangcrous ground., bccarise we'd in ellect l
fruor..'ing one kind of icligious intcrprr:Lrtion as_against another. iI i

urn digress for a moment, Bach's choralc preludcs can be ruined

when tiiorcd to trends in worship, iI for exanlple a prelude is

olavcd slowlv bccausc its text hts a ccrtain posture of intercession.

whcn ir is cli.ar frorn thc music ilsclI that it should be played fastcr.

So with ]\lessiacn: lhe lvords he uses to introduce his pieces.or eve

fo .*ptoi,, his idcas may raisc resplnses in us that are quite differenl

lrom'his inlenlions. We are all at dilterent stages along our journel"

* tt-t. .piiit,,,,l IiJe, or indeed may not have embarked upon it' Thei':

*" I'nr .r.,." rnany people who love lvlcssiaen's music for its own

*r,., una o' the tticr-hand there e*e certainly many who reject it

.itfr., in spite of its rc1'rgious connotatrons or 1n some cases becausi,

of them. Njessiaen's explanalions were always in terms of French

C;h;]i; aogn and theology, which he insisted rvcre the genesis i' '

^fi"fri. 
*.iti"-g., but lhat doein't necessa.ily mcrn that the music

.on""v. onfy:that, or indeed that it always conveys it at all' It's

i""t"."'.tine ih"t *h"n his music was criticised for its means of

;6;;;G staled. religlous truth his replv was-not to say "l have. ar

ecstatic and comprehenri* *" ,iew ot'coalfie quoted instead 
.

iitrir"J iit misiress the Corntesse d'Agoult, where he was asked

;'h;;h; tf.oughl of her and replled "llrhat do I think of her? lvhy I'c
u].o* *yr.rtiut of the window ibr her." For Nlesslaen there was

"rfv """ "lrA 
oi 1or" in the end, whether earthly or divile' For ali

."oron. I would never presume to suggest to a student that they

adopt any slngie reiigious viewpoint towards the music' In a

pefrormance, you can grve to people only whatyou yoursei{ have.

!*p.G"i.a in tt 
" 

t.-ring piocess, which includes not only sitrr:'
and practislng but your whole llfe'

IC. It seems to me that Messiaen has a personawhich is different

i';;;#;; might imaeine from the i:rtellectual woikings which

;;;i;;b"l"te hJsat down and wrote music' It comes back to love'

*Jtfr" fact that in that sense he co,1d be absolutely overwh-elming

ana uncontroU"d musicaily almost to the point of vulgarity' GW'

i.r,liitrurgar sometimei. You know Pierre Boulez said "This is

.rJi. i"r 
^ 

6"ia"Uo" of the lgggglilelXgpbgr:' Qne a;q9a 9f
vulgarity is excess and Messiaen's emotion is sometimes IeIt to De

"*J"..#"-, 
t"t Iim happy with that I think it's better to overdo the

emotion tiran to be without it. Emotion is Messiaen's message'

i"I"J i* f"tcinated by the way in which he uses his modes' his

harmonies, to create sttuctare,by creating emotional tensions then

releasing tirem, so as to produce aa emotional.rhythm-1ld finally

ii i i i. ririr is very much a quaiity of the M c d it at i o ns' W e are very

;;;;ffivth-;ai pulse, i series of i:rtricate.groupinss'-as used

[v fnl"..ir"t i" free musicfrom its metricai prison, but this

emotional rhythm to create form has largely been overlooked' For

;;it;;t",i bit as interesting. IC. So someone playing Messiaen

i;;.; b; i" i"uch with their emotions, to seose them in the music'

ana le alle to express them? GW Absolutely, but the key word is

trpi..i.'The player must communicate, and that means one musl

;;;;1y 6;;;e the emotion but express, convev, communicate

the message that is its meaning'

[Part 2 of this article will appear in the November.edition of OR'

and will discuss the individual organ works, and the organ in

Olorr*f. 
"n 

*hich Gillian Weir made her recordingsl'


