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WA} 2ote] AZHY THA Az
H|RIZE EA19] AI7HE 435
‘el A A3’ (Ecological Listening)

& sk

. E07l= 2

Z&H|of| HA]HOlivier Messiaen, 1908-1992)2 204171 FhSHS i
Sh= QIEE ¥ stuth 119 19 S92 =8kt ehed 7|9 AlAaE A
7t Z‘i—% F9(integral serialism)9] WHEH A2}, 5919 AIZHY, =
5 9 W, 374, 223 29 5 WS HUe Yo Wo itk 1
FAAE o] =io] &5tz AL HAYY o et A A
ojtt. HIAYLZ AAR FOtO] AZtof| Avkd BAS 7I&AH ol &3] 1
o FAT FWIE B E S Zo|nt o|EHW 17t A2Ar AlA A

* o] =EL 20249 iRt wSRe} HEATAIGe] XY ol SaPH
A(NRF-2024S1A5B5A16028410).

o] =F2 20259 39¥ 28UFE 290U7HA TFHTgmolA F™ FAShE
i3] ‘Audible Futures: Media, Ecology, and Art’ oAl WHH “Messiaen’s
Ecological Listening and the Performativity of Musical Temporality”
E THAA AT Aol

e A 1A,

stestestesk J_JV_/}JX1X]'
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108 s

= =o] wistAA A T25g4o £ HAS

o Zst KAIZHY] FEE St 45F>(Quarour pour la fin de temps,

1941, oJs} 455> A= AHEE AN FY 108 682 HF LS

= Sk HAMNA §7gSk= o] ZrEollA HA|
S= 2Yste 39 At A¥staar

b EA o Habe 2 T, wWAIge] Tet A

719] Zofo] yehths diE AZHgol FESt ojujo] AhA Al

7t

ZEAH o7 thZtt A AA(tonal system)= 758449 =&l T
A% ggdHET. 259 A Ay IA HEE % SRS
AA AAZE F1 Qe AFFola HH AFHQA ATHIS HojErh
AA7} A ok= A2
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E2 olgfgt AITMIE A A (static) AlZE, F7H&(spatial) AlIZE, &2 9

2 AA 4 deE 8" s, AA, I9x 2FI] gk =1y
(Traité de Rythme, de Couleur et d’Ornighologie, 1994-2005, ©]3}
F=12 H3HDoA ZAsHA] Eolitt. 19 v HAY 249 A|ZHgoll

1) &9l &3t 0|84, B4 =9& tE S99 HAY Hor F dF HY
gt Fo 2 FAEo] . HAIGS 19499 RE o] A& 27| AJFs| APgS
= o 19924d7bA] JEE ALt HAIGY 850 wet 19 ofyf o2 ¢
2 HAG(Yvonne Loriod-Messiaen)©] HA|YG ALGo] ol S5 HA &
Ht. Andrew Shenton, “Observations on Time in Olivier Messiaen’s
Traité” in Olivier Messiaen. Music, Art, and Literature, eds. Christopher
Dingle and Nigel Simeone (New York: Routledge, 2007), 173.
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WA gote] A7 Th A7l 109

B 71E AFEL olF 19 Fuvst WY WA ek add w4
oF gore] AlZHdel Tk ATEL 110] Soto] Agols|me} MG Holw
A BAR AZHoR BASHETHe Hol FEsHs B, T AzH4o] o
®7) 0] 415k AH9-E PohfeA Byat 1dd B fe1,E 8o
AREE BT B 92 S U, 3 Qo] 2R 2Ra g
L 9ed B7h 940t ohlel 19 S5 A% 3H F2% 9HE A
arck, ALl AR AN AU BHE ALl A oS

BE 7FssH Hom, ol Aol BA 278 G 49 AR e A

%]
7F NdE FASekE d 710157] dZelth,

o] =2 7|& A} Zol WAL Zoo] AEIE= HE MEL A
< Adte AAZREY S0t I8y o] At WAY 391}4 =53
7Hgo] Ao AH MAaEE 1 7IEckd AR B FAUL, 1w
Aol Az Foloperx nlol7t A9 RS A7t AL Oﬂ(perform)ﬁl'
A2 embody)st= THFo]UZ0l FEeth= oA 71& Atet Ed
ok HAIGe] HFH Pl FHESHe o] A= A%l FFHAEAY A7t
5 BNE FAH. A Fel, o] A= Artol7] o] o] AFFARI
HAlge] FAE, ofEA =71 EAZE 19 2o AT A B
A-E A

o] =i A7t GAl & st 554l FFHA = Ao FEstaL, o)
Age] A AHF FYPE A HF (Ecological Listening)ghal 7/@st
8 1 Q& Rt ol ©@<es] ARASF Y] adE 7o AA £ B4
7Hl= B=E 9u]st= Zo] ofyth ofwfjo] AYE A2 AR EHA|

E(Timothy Morton, 1968-)9] dstof 7|dtsict. REof w2, Aje|st

< FE2 Q7 HRIZE EAE0] Bttal SHAYHA FIA Utk AHES
QAASH= A, Yot HRIZE EAES U7He] B8t Hojo wef E=3}5HA]
U= HzoA &ttt 22uE AHA HEd oE ofd Xt 44 A
a9 Aok Zlolth o] 22 WA e FIH = At SAHA Bl
U =5 YT Bt EAES e IR, EX AAE = J9Hh
o] =2 HWAIY S MEL AZHEo]l At FHFIAE HolxAe 19
EA HF'E Bl v EAY Ao RN TEE AYS BRI

>

(S

10
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110 b 2 o] -

o

G

ojfet HiFZ vigLE o] =& (1) WA =22 Azl Higt 7]
=g HEAor HEAT O F (2) WAL Alad A g f 9
w45l 3) AlaE A AL EEA ZEQ] AEESE vigos e
A A3 = NERI o] 22 =98 Fdf o] =22 A =N 74
| WA soto] ofgA AaEEhs wdZE EAS] ARMIE FHATIEA
gtk o] dve dFAer At S99 A At FESHA g2
257l A3 WSk s AR Ateld] 1 AEE AAJStAAL S
o= &9l ARMIe ATA ARV I FA AZHY Rk, oAl Tl =
ofe] Ajzko] ZF qholl Az ola A H FAOE ARt F4T, FAF
7k ool Azke ofgA hﬂl"’ AZstertet #A Alte 7 AFoR &
ToEM, 2710 B o A5 PYA7E HE A FLAHAL vk 71
=2l9] FAOl A TS Zﬂoiﬁ}r?%% A=t

o rPN

o Eo] Atkal drgdtthe AT F6HA] &2 Zlo]
2 A9 AA T=any Ald A1 Al Tet =92 A

HAIGS S2olA AlZto]l ofg A AEitET FREAE A JY
A’ (temps et éternité), ‘A& s (philosophie de la durée), ‘T}sHH
9 4'(les données de la science), ‘FHE A7V (temps superposés), HZ
49 A7t 294 2l (temps Bergsonien, et rythme musical) oAl
7H] FEOE tEth o] =9E Eo HAIYZ ARt AyHow EZHT
T Q= @Rlol7|et g Aol ofyz}, Izt F3A A, Alshy g, g}

b

A @4, dled 2@ Zo] A MEPL w2

2) Olivier Messiaen, 7raité de Rythme, de Couleur, Et d'Ornithologie —
Tome 1 (Paris: Editions Alphonse Leduc, 1994), 7-36.
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WA Soke] A7 THA Az i

£3] NG Azke GUAe] B chl BEolN, TA-AR-H2el
A%, B2 AR Eol Qe A7 AR Eelso] 2 ik AR
o A8 g 7K 440 Hz"Hol

AZHE omlske o] ohc.

i o
fr
>
N
r_;;

ok o] EAffst=, “4l AAlo|t,
A3t 2AHEAQ] Ao FHFTS)
) ATES 1 S0l Yeh= FAE Al
7F A7t olof o] HAY AARTE YRl ATHE, A1EHA AbRoll A A2
gtk gi3xdoz & 19 A(Paul Griffiths, 1947-)= HA|YG9 Zw3F
A ojwA AZHE Xelos APsiEx] Amch oA}
of gt vjEH 7] "Eeulo] HAYT ATte] 2t (Olivier Messiaen
and the Music of Time, 1985)°14 18oAe HAIY 29 A9 F4

Al Fa, AZE, 25, Mage] It =98 HAYe 8 AEES
5] ZE|uAs HAYgo] AlgHA ou|o] AlZhE

A WA ZE <A FEE AT 455> HEE EA5H, o
o] A4l9] FuA AIZHE ATt WHAlE SO

HAGZ A22; AARA 5 ool YeiFal, ZfAgo] SUto] sfstd
A A ZRR $E40 fAENE [ o] K4F3FH>E AU A 8
20 7 Hol&d, 94, AR AFAE AT AUt Aottt
Ap4lo] AFY motle FEZ F7istHA A9 FE7E =AU HAGS
o] ZZo] QFAAE 104 6&olA “AAISHA 2y (There will be no

=)
>
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3) Messiaen, 7raité de Rythme, de Couleur, Et d'Ornithologie — Tome 1, 7.
4) Messiaen, Traité de Rythme, de Couleur, Et d'Ornithologie — Tome 1, 7.
5) HINGZ =1 AlE AR 5 A LS AlFeHEA Evka oy
(Thomas Aquinas, ca. 1225-1274)9] A& FAISFNA ) (Summa Theologia)®)
o B3E AT ASF ME wEW oA THothU.e Ao

”}H-‘)r L 2 °H o231 glow, wA|gfo] AAlQ] Alto] e &3|otH
A o UAE AF }E}. Shenton, “Observations on Time in Olivier

Messiaen’s 7Traité” 177.

6) Paul Griffiths, Olivier Messiaen and the Music of Time (London: Faber
and Faber, 2008), 90-106.

7) Griffiths, Olivier Messiaen and the Music of Time, 90.
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more time)Zt1l Woli= HARS] AFT AU APt g 7 HF
o7 FgH o] AFY 29 ARt FES AxEste HAE Ht =
#@’(Vocalise, pour 1'Ange qui anoonce la fin du temps)4t 5% ‘dl4=
o] AL Y3t 27V (Louange a I'Eternité de Jésus), 89 ‘959 &
S 93t 7Y (Louange a I'Immortalité de Jésus) @2 AEL o] 2}
Fol A JYH, 294 EHEAY A& FA=Z st U= F =od
ot 28y A HA|go] AZHE FU8E oGA 2 Sl AZEAE 4
gt 2 Ao w2, o] AHEo] HAH AR A4 1) wEE AR &Y
Al 2) B Hg 9 AEYE, 3) tiF £, 4 =1 HE 2 A 3
&5 =Edth
AR, 1guie v 77 AR HE SEE, 08 g5 Y-S AFct
28 7 "AAol T o] 2 AAAM= Hl 7|4 LS Azt
A7 ET o7 719 5E3 1 ABE FAo] Ao|HA XY
E

flo
ok o

L

F

o

—_

T

el 1
N

iR

tlo gl

e

O

20t} thA) W) AR THE A7 Ahe] FAHL B3

[ A o o

N
N
o IO

st A7 A4S FAoks Aotk EA, HAIGS o] FrEA 1k

AAR gelTala)g 419 5@ 8E(sorhythm) 7IHAE LAHUE &
o2 HEYr b= 3AEE 4 HiRlof o]2= EXA ukR} =2 o]F o]
A +842 FE Hf=Holth FFEE AANA EEotel 22271 A2 &
Zold f vHEHo 2 &3l A|Tr E4F3 SES s AT A=,
A G2 191304 Foleo] 2970 o2 FAAH 32, =2 177 g
5o d g WESIEE TOo 24, VA Ho|L ARl vE, F9] ¥
AAE Yol 7= JUst 559 AZRS st A Pk A, WA
oJo] 1191st 98 E7}53t Bl E(non-retrogradable rhythm)& 3t A
T2t 93 E71s38 g5 BHE dFsiy AR Aoty 5Ud g

8) MAIYZ A9 [IAXNE 107 6HolA HAPL Wok= “H o4 Al7to] gl
Zolg gh= FEE o] FEF AZANH. HAYZ o] FEE HAPE ARHY
SS V5k= ZoZ ALY, I3 ZHE E(Robert Sholl)o] ©2H, HA]
G2 AABHA] ofstY"E Fx s Ag Aot o7]A “Z|AeHA] ofYste]” =
= A& Ao] ALE I7HA g ol AASIA B Aolgte YuE AE
4= o}, Robert Sholl, Olivier Messiaen: A Critical Biography (Reaktion
Books 2024), 68.
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WA gote] A7 Th A7l 13

TZ(palindrome)& WUt HAIYZ olet &5 +=

A7) S AAS AHE FU8E Aot} Feh9) up gt
5Pt 8obrgo] wiX|E Al9] FEHEE et IV = HAHAFoR ©
5] =9 H
Aot} &

7147t =

4 o
ox
i
rir
fol
M

e fog

s

s S Ea A|7HA
24 Aggos AP Rt AR mE

o 9 W o o mu o
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oz
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o ok g
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AY ZE(Anthony Pople, 1955-) T3t <455 >9}
Aol F&53teh = o] AEZ A g H AAo| AA AUsHA EAR o
Fog FAE H AG A TS At 45Fu(Cambridge Music
Handbooks. Messiaen: Quatour pour la in du Temps, 1998)°1|4 EZ
< 9] o8 Y AL Dolsl <45F>9 o9 oS AR mAE 9
oAM= SAH S04 2 o E FEETY] TAIA o] ZEo] AA[sk= 9
A& JAT e o] AEZ 7hsoHA 3 AleH S Axsh= o, #
7t gl&(additive rhythm), 9% E7Fse 2lEolv AghE olx9] HEE
(modes of limited transposition), % &AL 344 & EA%I
ZE E3F DAt uREA R o3t 7ol HA|go] EESHY T JY
9] g ofEGA dAslel=A e 10

o H=F ME(Andrew Shenton, 1962-)°] AT "&&B|of HA|F<]
715 A A s(Olivier Messiaen’s System of Signs, 2016)= HA|49] A5+

AT, S Alge] B AAZCIEA A WHoE S /bo] MAX

9) 131 HUI9E Bl¥#(Benedict Taylor)= HWAIGel I3 E7Fs3e HEolA
g3 F2E A AEAY, &2 2 ARESS JgYAII= A9 7Rl &
A AHE Aok FEER] s, IR dEAC FEkE = A
ozt doln, HZAHoR QAEHE I F2Y 4 vty XHZrh OER
Hdee 98 7168 2ls 22 AA7F feEs A7F 2&o] “Z|Folal 444
9l &MY 73t Aolgt FE3T}E. Benedict Taylor, “On Time and
Eternity in Messiaen,” in Messiaen: the Centenary Papers, ed. Judith
Crispin (Cambridge: Cambridge Scholars Publishing, 2010), 268-271.

10) Anthony Pople, Cambridge Music Handbooks. Messiaen: Quatour pour
la fin du Temps (Cambridge: Cambridge University Press, 1998), 7-14.
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WAE FATUY. e wAde] Aad, A= 2lE AY 59 71 AAE
Sl A4l 7HEE AGE 2ol "otdleS ¥Rt AE2 wWAlge] A4l
9] 92 7tEY 4lgh ¥R XY & gle(ineffable) ¥4 e Hgst
ol &35t Ao FHEoFHA, HA|go] AAR JQISE 7|5 A|A AL

[o o
0o
S,
o
14

=
9o}’ (langage communicable)E 29} Y& 5Hmusical cryptography)gi
A TR AEL HAIGY YAtaE o vt Dbl The 7
Z AA(case system), LA ZFo]|ERE|Z(g series of Leitmotifs) Al 7}
AR yepdth2a Arstii], mA|go] 9 Qo 4184 SjujE A4 H o
U BRIy O= 53] wAgY REZS fRt H33 <A
=5t LA et BAY»(Méditations sur le mystére de la Sainte
Trinité, 1967-1969)°] HIAIFE] o] &2 7|5 AA 7} HofE|o] Yehte 2t
FUS AXSHL o] At A%

7FE A HA 8490 duple Il stustuol] E4 S1 9 27 A
ot WA o= o|FojRtt ZF Al 747t XA H Zaet 7S 7HYh
A 8EIHE 4l a, ¢, d, k, [, q, v, w, xO AFHL, CF2 ¢z
8l ¢, k, gl A== Alojth.13) I8 g il o= CHH+8ESEE ¥
g & Fojut=r} WA olF % ZF duHlo] 1/ 239t 7S A
ogx ZAE 4AYE TP T HAIGS °]§7ﬂ 2°tog ®
ofo] ¥4 AL FolFct o]Zo] ‘JAAE
AA I, 7H °ltF (to be), 7HAH (to have) &2 583 A £4
=4 RE|EE A &S Aot} o]F Fdf WA doHlos WoH
7 @t hES dol 9 Qe A SYES ot o|et &
A& B9l FLog HAE:= e FE Evts O]'%‘/V\«] ECIPi=
Nz2A L] Alof] TJE ofAUAL] AlSHY AMRE HAIYE] 7]

¢

r
=L
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)
Fo
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ook ook B

o]
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za

Zro X
T o
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lo
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o
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11) Andrew Shenton, Olivier Messiaen’s System of Signs: Notes towards
Understanding His Music (New York: Routledge, 2016), 69.

12) Shenton, Olivier Messiaen’s System of Signs: Notes towards Understanding
His Music, 69.

13) Foll= C7t ofdet CHolztal A JA|E, ol 2F o] Bl Hltt. &E}
B Y 45 =0 ARE gyl HojF= E 4.2(0] F9 86FK) = C&o] A=
H& 3t C# o] FE AUFo] AT Shenton, Olivier Messiaen’s System
of Signs. Notes towards Understanding His Music, 86.
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T AA QAT ol 7IEE B SteR MY

HAE UﬂﬂlOH 712 AA, 53] ArLE Aot o9 A AlEhA g,
FLPoRAMY Ao EARE A= VRE J5sl= o

o mEd, WA 715 AA fataF dolwwt obdet 1

A&t o 845, 7Y Ay dk 95, 24 EE, 99 27

3t at A7t 22 As BE7E 29 FoF oA Hadet 2

HH

2 Jeimssh AN EE, AEg AES EojE Hzd, WY S

Uehbs A A7 =0l Be A% WAge) Aot Abg, E 419 &

A2 JARolers Aol 3o Qkol ZlE Aoleks WAoIA thRoA,

ol AZAh Arg Yl 2, ST e ofd] AERolA AHale] Sofat

sk Abgo] TAC] Bo) Az & A FESHA gtk agnz JE
7F

¢

I

o =oE2 WA = Aol 19 Fls, oM, &, 45 RYME
HIES) 713 AA 22 AAES T3 o12A ?ﬁﬂhﬂoﬂ e

o] = olet T2 HAIY o] AIRHY =9fol 3t 71E FEe] & 5t
wel Al & el AR Aol FEcke A BHE AAsHE e Ak
o 71€ A7 WA 22 TS AAIE AAA A, &2 Al &
e d94e] AAeE R, o] =2 WA sl HYEh=
A AlZEdel 19 A FH 2RE vREHISE WilHe Aot

HASL] 2] *ED T2 ZX

Aades mAge] E3 o8 AESol vebdt. Alade o] 194149 &

14) AlEo] AHal%ol, WAL clold oulg Soby selz Wlsky Fouf, ol
A0] AZHoR QAR AdE |t e ot 1E WA Ed ojzlo] U
29| 9ot olamooln] 7 ol2idt 15 AAS Aoldl oulz st
ol3fer "oyl oty 43RS Y3lth. Shenton, Olivier Messiaen’s System
of Signs. Notes towards Understanding His Music, 159-160.

15) Shenton, Olivier Messiaen’s System of Signs: Notes towards Understanding
His Music, 148.
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116 a2 of .

h .

o

G

TH 4FF>0| ZFEJAAT, AZHE 27 MarE AF9 S4E
AA S AEFSS 19509 o] YEr] AR OFoAE adE
ZAFog R FEoZ KNE9 Mold>(Réveil des oiseaux, 1953),
Lol=9] ME>(Oiseaux exotiques, 1956), <MY 71221 >(Catalogue
d'oiseaux, 1956-58)8 #< 4= AUrt. 12iv MadE et wHAISY] T4
< 1950dtiEer EA d”o] AlFE HAIGS FET i o] gt
T, Yok A4lo]l o7k | Aof disl ojmy o] FiFo] HZZ FXRT
ot 1= 225 AFA(Claude Samuel, 1931-2020)32] QIEJH |4, ojH
Yzt AH4le] & 2H{APE E AL Adste £ IS g Ao W =
2= B BF ok HAYE ofmuyrt 33 o] &3t AFFTh
FE AL v A, 2 Sl W bl afistar Ry 16 WA of
HY7t ‘AlH A (poetic intuition) 7HCEE oFz9] mlHE WrhESE
o FEQCH) 2y o= old A AfE HIRT A Ao gHE F
OJF 711l ofolY] TAARE S HEC] & oYY A4 I o
Aol7|& & Holth
AEs5| AARERJNZEE 7= oFAT, HAIGS 28R ofgARE Aj9
HE AGUTHL &33HE18) o|EE RE2E MES LIS JASHAYTt
OFHE FAE Z| oJo], HAGS 1930dd A3 MAHE AHESH] AR
ok ojnff 1= B 7P EHE FHY 557199 78-RPM w3ES &

M Lo

"

83h19) 2FAB0| Y BT MaelS BT kES $/1E AES @
Aoleh, HAGL o] %8 B W Ao] A A9 2elE &4
A 5 % A9tk 2 AE ZE ATk 78-RPM S8H0] A9 B4
A7) A€ gurst A4 Ao wEolF, # Wl %29 & 9l o]
7} oW 3%, AolE 4~582 WA Bk Akt 588 &9 A A

16) Claude Samuel and Olivier Messiaen, Olivier Messiaen. Music and
Color: Conversations with Claude Samuel (Cleckheaton: Amadeus Press,
1994), 15.

17) Samuel and Messiaen, Olivier Messiaen. Music and Color: Conversations
with Claude Samuel, 15.

18) Samuel and Messiaen, Olivier Messiaen. Music and Color: Conversations
with Claude Samuel, 91.

19) Sholl, Olivier Messiaen: A Critical Biography, 1009.
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WA gote] A7 Th A7l 17

i’

79 F5ol AM MaE d&sSH == He ol¥sol AN
HAge] Mg BAAes HsH] ARt AL 274 A 52
(Jacques Delamain, 1874-1953)& ¥hd 1952WRE ;. EW/AE &5
SoHE Ad9S @A E wAG2 29 Holl FE3] Lol AaEE AR
ek, HAG2 MaEE v ZEsHA 71EsEAR ol ARJIAZA=
AR ZRA, S AL EiE FHDe FEY FEATH0 HA|
G oA e AR A TRt ool AeE Wk, I FREH 8
A AAZQ FAor i PE EE Fio| 2 (cahiers)o &S AR
SH71 AT oAl HAIg2 2RSAREC] o] B3 & SaEolA M
£ =3 AEsk= dA & 23 8 Uoltt e gAY o AR
of, =xy|, Ft, IA, ZRRA REF AZEE 5)Z ol 4, "=,
ol2gtd, WA =Yl T AL A FYStH FHONM MAEE AHEI

2D G AW WEY 5 YE FAAse 5 2Lyt Alagt =

Q:

o

m
0

R YA B £UY & AUTh2D HAGS AAT A4 A2
LE lol2'E AUT thid, oF 2009, & 1% &o] Pol 2] i

EE JAY. o] "A48 AE E,(Cahiers de notation des chants
d'oiseaux)s TFA FYLT AT SotHo| AZE o] QJct.23)

20) Peter Hill and Nigel Simeone, Messiaen (New Haven: Yale Universtiy
Press, 2005), 200-201.

21) Samuel and Messiaen, Olivier Messiaen. Music and Color: Conversations
with Claude Samuel, 92-93.

22) MAY2 S2C A ATY] digtoA A4 AP Adl FES Ao Haf
FAoh diskE U Aol AAIA Ags] &) ofFAg, AFHAA] JIEHFH
nro] zgo] 198640l £WE AC0F u|Fo] Hol o]E9] figh= 1 o]Ao]
A= JZT & St} o] oA HAIGS Lﬂ‘?d_ Lo} 530 Ay M2 A
Aot AFYARE JIERH &% o]lF HAG2 IFE A YES AE Jﬂl"‘

el g ‘21‘21‘:4 ottt 20149 &894 E9& Eﬂ?éai(Holhs Taylon)?] =22 &
F9] 2R} A=Y 74EV\(SdeeV Curtis)?} HAIFo] W AAlol s 270
in=y 7—]5]#% o17k9] 29or2 FU W& FZM(yrebird)E WA|GolA LA}
HAE B, olF l ]°P°l 19889 338 wrES] Aaz ¥l UiHS o
FRYY. AL o5 HAIGOA A4Alo] A =3F AiAE B2 JHAE

gHo|ZE fA|goAl Byt Hollis Taylor, “Whose Bird Is It? Messiaen’s

Transcriptions of Australian Songbirds,” 7Twentieth-Century Music 11
(2014) 63-65.

23) Taylor, “Whose Bird Is It? Messiaen's Transcriptions of Australian
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1z
o

G

A go] AfAEE €1 AFsHe AT AR tE ofd, Aladgo] o«
A= oAtk EHE &(Robert Shol)Q] AFAHH, H-SE &7 A

£9% ET 7S5k A 4L ads FAmAGY PAlow S
=98 72 ddneiA 52 311‘% deh ASS AGA D50 BE
4 (prosthesis)? THERIAITE"2) oju) ME FA'= BUlA AAZ T4
S B gAR olsd 4 ek thAl L, Alo) 2elrt /b Bk o
2 27h59 81, 95, A% 5 3 7Rsks 29 AA7} Ao of
4 el £8L Pk Felo] Hets Aot

T2y A7 HAIGelA Bx A7t H‘ﬂ—ff A ET H F83 12 &9
ojojZ= EFolA &I 4 %E]r ‘A IEMIE BMSAHLY, OF
(K] GAl A S-S SeAA k.20 /‘H—I-E]E HHoH= P9 HA A=
SUA7FEA HAIGO] 2o AwE FFSHL HEshe b UAUSA REH. 1
2o stE g MadE fHEHoRE E11 7|55 FFH I UF 74
Azt A7rE Algkete Y AR AT HAIGE A s AEFHQA 4,
2 ottt oY), H3 7] 522 {71= A MagrE 7HR S
g5 Mo 4% 222 7RteEA ISAlE HIAFTAR, JEE]'
H F8% A2 “IE5 I HAGS EEAA FdF = Ardoloh Af7F 7R
Eﬁ'ﬂa}i’ AFESHA AEct7] o 2g, 19i 11 gEo] FASst
A 552 HIAG AAR AJY ATMIS HFE, BHE, VHE 55
stal, dstal, Aslel==E ok ATEe] ARHIF thE, 1A FHOEE
AT AEL A AT
HA ST Aol Bt ATLE2 17 A9 AgE drb AgetA BA
ofal 9\1—1:—7}01] FEST ol EE AU AAR A4lo] Ajiag Huo]
1338t ‘AZAA (authenticity) EAoIA &dst= Ao|t} WAL 1953
et <AE9Y] o> A2l vt o] A

Al

Songbirds,” 70.
24) Sholl, Olivier Messiaen: A Critical Biography, 109.
25) Sholl, Olivier Messiaen: A Critical Biography, 109.
26) Sholl, Olivier Messiaen: A Critical Biography, 109.
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o] tHol= 22X] AfAFT Soiqlth. 1,048719] AMAFE €olA AH
R}, o] MAYEL S AE(authentiques)oltl. AFAELS 7Hs
g g 42l ofdi(attaques)Zt M-S Aot w=dfoF gt 7t
A9 o] A7t kafists =7t IRAES AFsh= 471 Holl AN £
ot 468709 & flo HiAE gAgol= AFAT SN oHE FHS=
b =22 £ Zolth [] TS 164719 71 HAE FA AF3] JE
(authentiques)o| 22 HIEA] £2F3) 7|8 GE3H27)

HA| G AR AT QIE oA ApAlo] AAaTE A AR "o
oji AHsHA 7IFF HxY AIrpetal d§ch FEY(Francois
Couperin, 1668-1733)°|1} t}78(Louis-Claude Daquin, 1694-1772), H
E4l(Ludwig van Beethoven, 1770-1827) 9A] A4S 2o EAA|TE
AAl A el A9 A o, 4Rl FELYL AARE HARSEAL
= Juyg A7E 02 A gle Ao gsitta: RE 29

HA ST Aao] #et Aol 1A Ao el =ote WFLE
HAZ vl = o]Ek AAlo] o= FARt AjAErt K2 & Wk g

Z+271o] A&o] ZAsttt. 2HE "WH(Robert Fallon, 1967-)°] 8.9Fs}
AAE, HAGo] dutt AMAaE FgstA Bistal Qlertol et =9
Al 7HA dFe s AAdY. 119 Aag ER2 gttt FAgsi,
1 ZA= 585k Yrh"30) wAge] St 2 HAHtranscribe)?t Al
A7t Aottty Foks Fole kW HFANorman Demuth,
1898-1968)7F St} 1= ol2et M| FAl(style oiseau)ys NFFT4 A
AZ9) (impressionistic  verism)&tx At HH EFHH Z=(Trevor

Hold, 1939-2004)= HA|Y49] <AEY Aoled>of Ueht= #aa]el A4

10 dob rr orropol nH
rlo

27) Olivier Messiaen, Réveil des Oiseaux pour Piano Solo et Orchestre
(Paris: Editions Durand, 1955), NOTE page.

28) Samuel and Messiaen, Olivier Messiaen. Music and Color: Conversa-
tions with Claude Samuel, 97.

29) Samuel and Messiaen, Olivier Messiaen. Music and Color: Conversa-
tions with Claude Samuel, 97.

30) Robert Fallon, “The Record of Realism in Messiaen’s Bird Style,” in
Olivier Messiaen: Music, Art and Literature, eds. Christopher Dingle
and Nigel Simeone (New York: Routeldge, 2016), 115.
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120 ub 2~ 0] . & A o

2 42 Blaste] EASHHA, HAGS BlRe 22 FJEEY
4 S A /v ARt iAo g AR £AE S85HA
At 2o g FHYo|ul(Meri Kurenniemi)?t & |5 A7} Qlch F
Auool= J2d 2Als 2821 2] oid dHioh #ER Fa3 144

2

2

e Rolety FARL, Teim Ak HAG] Aaevt A O ojw got
o Ajaelnct AHYHolets He AHSRAE Arht FEAA] BAL AL
A

A 18 F8okA] gtk IEich32) "Wylo] Qo =9] o]SR L HA|Y9
Aae] HHFO] AFe/do] #et WAl olojFth. W A HAIG MEA
BEA7F 225ttty Z4z33)3 1, S84 HIAH(Hollis Taylon= Alad =&
23t AA Aol EIE Flolo| =T & Aj4TE Hu EAS] & Ato] Zpo]
7F Adgts 488 W7k k39

o] =9o] HolE+= E she] Yol F o] =2 Al ¥ dF, L &A1
= S84 Ydtf Fof| Aot 1 ZAI7F FR25HA] g2 ol HAY Ala
9] A2 FA7E =9 7HX7t flojA7t oyt B 58% wAl= TR 9l
7] giiZoleh. oAl el HAYT A -] Bt FANA Azl Kot
of & A2, M9 AAEL olF HHT WAGS o A7t duhy HE
2719] wARko] ofyzt, HAde] AaEE ST = AMelth

BEE g%, o] =EolA FES= AL wWAIG Mad FFH B9 AA
ct. HA|go] g Zo] i HE LE Fiolo2'E £of FH YAS
AL, ol o]E ZF(Yyvonne Loriod-Messiaen, 1924-2010)7} %3}
= Ao Eete ZgA0 o XJE HA HUHA SUL 4 v A9
285, AR &5 Al 228 TEATE kst A9 23, MadE =

31) Trevor Hold, “Messiaen’s Birds,” Music & Letters 52/5 (1971), 122.

32) M4ad ZEo] Fekg =90 #st =HE WO gokg Fs| AT Fallon,
“The Record of Realism in Messiaen's Bird Style,” 115.

33) W2 Ogh HAG AARTE ARA9] Zot & iyt BEHog Pttt o
AL whEtely] YAzt ofde}, HAYG 229 EE v[SHaesthetic represen-
tation)& TF7] 5l AA AMAE HAGo] oJBA tFEL HPYFE=A] E49T
4 okl FA3t Fallon, “The Record of Realism in Messiaen’s Bird
Style,” 115-116.

34) Taylor, “Whose Bird Is It? Messiaen's Transcriptions of Australian
Songbirds,” 97-98.
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% sloldh. Jelne FaT e gl DT AL LAt
w-, o= ket SHe AL ohth F2aor & AL Hwel
Wt 68 2EA G ol Madst AT Aol
wlAlopo] Asket Ajaele] AR A2He AAR “Teha o Fah el 3]
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AL 2 7k AL, 98 O BAE F25H b e 96 Ak o] &
wo 24e S 2= 2A7 Aek 71 BEE dAge) gy 73

2 WPrshEA, HAge] <AEQ) Aode] Tokieg AT Aol oEg
AR vAgde] AFow MaeE FAS AAsAL Herd Woheg
HERE ¥ Yok Zolthsy BFgR 289 vohozi i} wdst
L mBeol} MRS MindA) BAY & fn 498 454 29
A 5 g7 wgoltt.
SpAgt el AL ARA ol Ao] A F Al AgE Aol
oheh e ekt wAIo] mue 4ol ZTkEo] ojmstE, w4
Ao W ARAE £AT o2 &1 < A ¢ Y
e ~pes T el sok gt} T AH4lo] whSol
W AElzt Tetdoln AeksH 7188 Aolels A oAl sta Uglth
£ Aot 2az R A4S S QA WS A4S U9 HAe

o Mgl A&HQl AHMES W 4 gl WoheS HMdHrks AL,
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35) Hold, “Messiaen’s Birds,” 116
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122 2 0] . & A o

b “RAES o]0 12 Zo] ofus, Lol Al mao] AR

3 Aol oheks AHAE Eejct 1017
| ol mmY ool WA TEA A9 R
S G ) o2 BoAST AT, FAUT 5B AFEE 23
oM AL Aol ARE dzo] FAWE Aolch. QI 24l A
AZE olet, AlaelE ote] AR, ARe] B, ASHY ALgE 45

L= B |

o)
==}
He)
2
nlo
o9l
2,
OlA _>C.
o
)
filo
o
?:9
rlr

1o b ol ore

N,

g FHoR MR o dojR= Ao °]“4‘ﬂr 01—1: /\H—I-E]*E‘ qudﬂ
o] A A
ﬁ”éﬂ' LER Z“}Ol'—l——’ l—':FE‘ X}H]E o]l

I A9 AARE ALY Y 7hed 2571 Ao ZHlE = BRIt &
Aol #ztoltt.

EC= &L Alad el o Aole] ZEAR] Aol A ASHHA, HA|YO]
HRE AR A4S vkttt Tey o] 2 =3 HAIYge] 13
d X2 0l #EA Z3Fe] A ] Aot A2 oA & SHA| HolgE
O] Hoff, &7t AAGE A ZA9 SASS 9F 1 vt 4, &
Aag] FoFo] RE] & ERINA F= ZA7 He AL &8, WAIYel 4rt
L Zlo] AlaglE WHSHIETRE HojEth Ie Made] 2 29, A7 =
Aote FA HE Fx, uho] RAjel ARl B2, 24, 24 537 A
9] = HollA AL} QI7Fe] Sotoll= A7} Urkal A At AjaE] 9] o]
et H|QIZHY S QI7He] Jote g EZo| HARS: AL E7Fs0teE
Zoltt. 18y HA|go] AMaTE FYstHA HARIHIL 2JA5HHA moteE
At A v IR R, o|9F T2 MaElel 29 Afo]9] Atol= HA|ge] ZoF
o] & drh} FXAH0 R 7|E9 ot HEZ Hoju=rtE S8t

J3u2 wAge] i 22 A3 HAF (authentic transcription)7}
ofg}t “Azxz HME”(imaginative transmutation)3®o]gty 22 A= Zr 9
T2 o] FME Fasitt HAGE AAEE QY] Soto = Wystar A
ZA ek Ao, 7o) 7HRl BIQIZEY] ARMIE FASH TS HoEx

DI i)
@ 2 4o
O}H R
o &
¢ 5
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36) Hold, “Messiaen’s Birds,” 116.
37) Hold, “Messiaen’s Birds,” 114-115.
38) Hold, “Messiaen’s Birds,” 122.
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7] wZolet.

= dofl & AollA EofoF &
A2 Aol et AjaErh AR HE27Y, I8A| 27t s —rxﬂﬂ
oz}, I F/Age] tido]l FAJA7E sk Aol Art. A MaEek A
BRpRE HA|ge] Zoto] duiyt |7t sk a2 AR HAGe X*H

l

2 22 o] 39 QYA 18 FRF TA ok EdH B F
BATY, Hohe AF7} o¥A A4S Tz BIY S AR 1 03
Etﬂ'o]— }\H_]_

= FA7] ofge H=olth. ol HAYG AARE A4l

P A28e =t dARtE J2 we sasith ols 249 o
A ggofut Q= Zo| ofdgh, i ets w|QIzt A9 A7t 5
Ade AE=E I LS &71e =5 247 Eoh

Ao et JMEE =49 BHL &=
T AH49] Ajae] HHfo] ek olgtal 7 =
92 oYtk § 8% AMEE T130] o] =&
o|7] ool “FHAF A wAgel TR MEL A
ot Yozt wAgo] MAagE o2A E%=7t sk
g Bisty A, A0l 19 FE AHof
= 7THASEAE e Al 2470l H7] dZolth HA|go] &
b FEe] A s 7F AR EHE S3gvto] ofd, HE
AlZHE I HolA+=, BIIZE EA19] AZF A2 HIAIYG A4l 11
ool WH3lst=S 3yt
AHE A4S S99 AR AR RS AGSte] At EEE Ax
ek Ao QI FolA HAgo] o] AT RAAH, Fx, o, H
EdliTto] ofyz}, 2t (Jean-Philippe Rameau, 1683-1764), AA(George
Frederic Handel, 1685-1759), H'¥t(Antonio Vivaldi, 1678-1741)2} &
2 HlZ23 Al9] ZEoJA FF9HRobert Schumann, 1810-1856), HFI1Y
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o

G

W)

a

(Richard Wagner, 1813-1883)°] o|Z7|7HA] A4 gE 93t 3914
2 A2 AEEY 552 AW T4t Arh39) I8y ALZdA] 5
9| o] 22 a9 dE52 HAYe] XA 7 2G40 7RI 9l
U2 A7t slgsttt. 342 ® o]0l HAYY Mad EHy FEHE
AHE A Foto] Efoh= Madrt 29 W QoA =30
AREE]RL Btohe olth tiRR] e Aads 9] A B3 +
Aslet= AU FAoR FdE Ho|rh webA i HEG 2 A
FasH] gRHE, FFY dolsS & e A, & S2YAY FHE &
Aot dteh a7, HAY o]H 9] AFZet AFoA Made AMad
AA 2 AMEEE Zo] otz ‘MAadgde sks’ 71agkE =i
HAGO] ot ZHEo] Uehhe it AgSeelA 583d o 52
i dets AR H2H o] & HA|Yge] TSt AE KHZLARA>
(Chronochromie, 1960) % E3] 6% 2= (Epode)oll A MAEE thFe
WAS Bofl & Eedth o] oA HAGE dold e Aot AREE IF
Y AAEE YEPATHCME 1)4D 301).42) M3 B4 w4lo] & H8E]X]

g

SO

b e

39) AAEE AR 4R 42 o gAT E20A AFH G FET A
£ 54 gen Zo. Fudy <ZHEA I 3B>(Troisieme livre de
Piéces de clavecin)® @Y WA =2tz = ‘AlFgo #whA yol"dA Y (Le
Rossignol en amour), %523t Uo|gAY (Le Rossignol vainqueur), =%
B2 (La Linotte éffarouchée), ‘&€& 3ot (Les Fauvéttes plaintives),
dd, «E7F FFF> Op. 7, No. 13 ‘#47|9} Yo]gA L' (The Cuckoo
and the Nightingale), &%, ‘A= ¥ 2= L-#'(Le Rappel des oiseaux), Hl
Bl K2 A6y, 298, 79, %9 FA>(Waldszenen), Op. 82 % 7
ok ‘Al AR} AV (Vogel als Prophet), BF1Y <A 1LBE>(Siegtried) & ‘&
A (Waldvogel) H-&.

40) o9l ‘FEAF 2 kA =93t AAY HHZ STl opzl, 52 JAolEr|
oL ZEAQI A, & 29 ol FAsE = Aag9] A7HA 580 #3E Aol

41) Olivier Messiaen, Chronochromie pour Grand Orchestre (Paris: Alphonse
Leduc, 1963), 155.

42) R TS Y5t FE K AZLIZu>oA oAl WA b} oEE’= dQt
7|t g2 dAFHh oy 9 dL7I7 BF &2 V|7t Ho AR ZEE
Ao FojE ARE BZoH o Uttt o] ebo] tigt ARt 42 ok
E8E Fusire. wgQl, 2047] S99 AEL AZHS ©Eo7e FAE:
B4 JAI ARZF FAS F40F, (Gt HARSIE=E 2022),
144-174.
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A, o] P2 BAl S8tke AR ot ool whE Al (R), (R
) A AL AolE B F HEOE s 4 Uk A o] F FEol &
opmet AAHE Aolg ZHAL GIAY S FET o e TA(HR, HE
A 5 B theth ATHoR AREEE 394 7 1‘£_i AEsHA,
AaElE QAL Q= dFE2 79 22 ded, 254 248 NEshs 2
AEUE JH o} dlE BrKs3 5507 Aols A[ERE FE RS >
Ao, QAEUETL AAE SHeE on] 282 SPAY ArEe Ret 5E
BAE FIHAE et I8 ER o] AFolA QAERUE JRet AR 4
FE 715402 FEsks A2 o] aoE BFAY olsfishe Hl A E=gol
Attt 238 AR e B5S NEche Ee] Aok AEA st
she gt B52 kitks e e JdR R HZH3 she Hol o
A5Y Sloh IHER o] oA AREE ATl MiEls AT 7S
o] #a7hadhs 28 A57P Aedhes 5o Sl AR A3 QteflA] Ab
&€ Zo] ofte oA wie- S5att.

ok ;9

(FHE 1) JAY, «KAZLIZ20]> F 697 o2’ uttf1-5

Modéré .

B <
Modéré .im
B
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o

G

oEZE"o] Ueths HAIGY AiEls 9 A
S F 7HA AollA EE o A HAE HAIL
Z-Eolut o] dREOE AREH Zo] 0}‘43} =9 %
oltt. 1% HolA wWAYY MAgs 54 HE5ke 9t A E ol
I AE AR & 4 Qv+ RA7E O $a%d], HAIGe Alade 1
7 KAEY o> Azl A&dt uloa Mad o] AL FAlstL
Ark= Holrh 1™ FHollA HAIGe] Mads HAEHd A oofAA
g 2oy 29, &2 49 AA #+2F Aot 7|5HOoR FHIEAY
7153t A] greth AMA 0 & o] ofE f5o] A, ] e &
19] kA, HlEA A (nhon-teleological) JP 52 EAoF zH =} &
Ad) o] AE2 AAEE AR g P FF7L] A& HF gt Aol
Hoph=, AagzE 24" AA9 4854 (soundscape)E e IHE =8
Wil = Aeoletal & whsir

ojg % AR MaT= AE 0&01]/\1 F2el %EJ BT} opd A
2A EAsta, © yoprt 119 AE QoA i JEAGS 7HTh =4
G2 A E ARESE o8 ZHRolA AaEE FATSHAY, ofUd 23]
24719 &4 ofotfo] Qto|x EXTL WFo R FA|SetA] geth &
AMaels Id2 gt #2d0s 94 A9 7h=o] it JXdd Ed
H ZEety o|gA §HFE ghsirh, “oZ oA Ajag= detr|7F Aot
L& oHo| 7|EEo a2y dor|ep A4 Ate] 539 A Aol=

=Y & Ql= ARt o7k EARS. 2R, Adds] Dok, HAYo]
HRE A Aj4E] IR sh7] of ik Bt ofue} AF Z]EHo] §
&ole 29 2119 g5 20| 5 EVHESHA MYEHULER, o] ESH
O E g fAlo9t & oA Yeth” v A CTIL HAIGY Ala
g A A2 ZATNA AW AAE, 7EH R HAYS BHY SF
of lojAy 1 AlZHA S5O oAU, HMEH] AFZet AF7ET HE
A, AAHE A IHE DA

o~
griﬂ
o)
JH
=
e
=,
b
i)
N
N

l

43) FQishd WA AR AT QIERAIA Afie]e] vl¢ RIHSH HE ",
G2 718 HAE 289 o3 & /\]—o]':—’ AU nES Zo] ogkd EXS
2oton /1WA Aok 23T Suio] golck olge. deht 2L oleR
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IBE HAIGY Aagrt AEA Aaget e WS 1ErshA a9kshAt
A, IR AagE ZE k9] g 7] AR'E 25| Eoe 258 A
28 AA7E AEE FAsHA eF L BARSHE Aol B Agtsith 1Al o]
2t thg2 FAEGE HA G| AMagE old9 AqrtEde HE WA
o7 St = AoA XS HAIGE AAYE o9 AR, ARE,
FEOEAZ} ofe}, 1 AARE Afsts i AAR, 39 AES 1445
FAR, 281 HAR EUthe Aotk HAIGY ZAEFoA Migs, xR
A MY Z AR T ofHAs] ‘MaE A= d=th 9 HAGE s
MlE A AAE, "I IA HAGS 22 AA 3= EHE
&0] o] Bigstttd, HAYE MAeEE 299 =2 A/eE Aol ofy
gt O AA 9 ERAEA 2T B@ok= Zlo] | o] F94= oy
S HAlGe EESE FH 9 HZY(technique of listening)49S “AYef& A
#'(Bcological Listening)gtal 5 Zo|ct.

J3u 7] 4 ARESh= e olgts B2 Aol i dEov 44
oo A AREEE AEH A T= ta tE u|E 7RI et o g AYH A
ojgtil st FAFE T AANe] 23} 2 A MY Hel 2 W
= HZYTh SHA[RE o] oA Wols AEE AT 2t QulE dolA

£ vhReolEA wAGS oA, ™ol AAR A9 kg XFoR Ihy
oja AFgstA &S Hx9 FAFrb et AT TR Samuel and
Messiaen, Olivier Messiaen. Music and Color: Conversations with
Claude Samuel, 95-97.

44) ‘AF9 HIay olgl= FAL AR nf2 A 2 A (Marcel Mauss, 1872-1950)
o] “AAI9] El=2Y (technique of the body) /¥ 48 AFARI 2ud A€
(Jonathan Sterne, 1970-2025)°] #<9] EAlol| #&5to] wh5o] W Jojrh
A "HlZY o]t AAE FFol= Wol 234 - Ay wEhol| whet gEkzl

= AL FEIho], Wto| wet dEiXe AA FAU ¥ Bdce A
ojty. ‘HFHY I o, ol IR HH] WA GA| oherst Wt Qo
A gtk JE ARk Adolth. Boh AAIRE A9E AdiAe o £
2 F1E 4 Ity Marcel Mauss, “Les techniques du corps,” Journal de
Psychologie 32/3-4 (1934), 271-293. Fo] WHIL “Techniques of the
Body,” Economy and Society 2 (1973), 70-88: Jonathan Sterne, The
Audible Past: Cultural Origins of Sound Reproduction (Durhan: Duke
University Press, 2003) &2 "HF9 #A: HZ4A o9 7|¢9E,, +93t 9
(A& @AES] 2010).
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o

G

A, EAE T8RS 21 1 AR wolsold e HEE AART 8B
2 AHA A3 T 282 FF9 dS S5k Zolg| ke il
e FHY HE'E sk dolgt & 4 ok

ojZ|et olsi= AAE Xt FAHA Uy B = SHUSHA] gl YA &
Q2 2558 = AAAFEAEZE(Object Oriented Ontology, E+x O0O0)
o] ZA|9J ]} greo} Qloh. AAAFEAEL AFET 2AE QAT A7, o)
AL BoiATE guigtE= AoRE o7 @i, IRAE AART 7H A4S
I 2 d(withdrawal)Z Zx3ch45) AR FEAES 743 180|F o
H(Graham Harman, 1968-)°] 2@ A4’ FHEQ] ‘EXA 7id
T Qe AAY JEE 7HrIH, 2EAdE
AgstE i, 23 A4l AEE SHUA
U I BEE A s=te AUIE, SPoldAY =t B4 yEt
e 28 g dddnh Y Qe YAE EFE ARRY ¢ UL
1 AEE ES BA Y V1= olsiE & AR, WA= AAo £ A
7h Eg vte ke shie] 7o SR et o] 7[5 E g
=2 o= AA EA A7 FH Y A olHH, 7le ol EEuA] o
= Aol & EAt= A& HAlsk= Jlide] HIE “2H A4 ot

o|e} T2 A Ae/d 2Hdol et A= AJEISHE wWetolA 2
Hroh. 5] TR HEA| REL AAAFEAES] HE QoA & o]

i Al AAS BT RE] olshY K B8] 1t w43t o

rO

7 AR 98 i BAGS A Foz olsd AL AWM ol
YA Ao EAS A7 SER SIGEAL, B2 7k HolA

45) Graham Harman, "d&3}t 2A|:(Art and Objects), WA 9 (A& TAET
752, 2020), 51-68.

46) Timothy Morton, "Ael& 4}y(Being Ecological), AESE 4 (AL TAET
A, 2023).
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O onlE Z4SY BUSHA ok, A7 38 HAZkd R BE A
A 5L YolN AANFEART AZH o 24 Lk Ay

4 JH = AAAGEANLY G W mE0] A8k ojuofAo] A
She olulg g otk webd e FH'E wes] 844 ofujoAe] 4
94 g7t ohlet el tAel 428 S9H 24 A4 & B
et HEg Ea

olefst AHoIA A%} SokS T AESHE, 19 el A48 A%
ool B8] B 5 A myd, 444 Adn 2Rdow padt I
7 ojsge] AEA Aaert B 150 AXR ASHehE, WA
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Abstract

Rethinking Musical Temporality of Messiaen:
Ecological Listening as the Performance of
Nonhuman Temporalities

Park, Suin + Chung, Kyung Young

This paper reconsiders the new sense of musical time that emerges
in Olivier Messiaen (1908-1992)'s music through his practice of bird-
song collecting as an act of listening. Previous studies have interpreted
the static temporality reflected in Messiaen’s rhythms, harmonies, and
textures in relation to his theological thought, but they have largely
overlooked the fact that he was also a listener. Building on this
perspective, the paper approaches Messiaen as an active listener and
conceptualizes his bird-song collecting as “Ecological Listening.” This
denotes a mode of listening that does not instrumentalize nonhuman
beings but attends to them in their own right, thereby performing
and embodying a new temporality. Messiaen's music, I argue, realizes
such a temporality that transcends anthropocentrism and expands
toward the temporalities of nonhuman beings. To substantiate this
claim, the paper critically reviews previous studies on Messiaen's
musical temporality and bird-song collecting, theorizes “Ecological
Listening” through Timothy Morton's ecological philosophy, and
analyzes the temporality of birdsongs in Messiaen’s music. In conclusion,
the study broadens our understanding of the new musical temporality
in Messiaen's work and highlights the composer’s listening practices

as a previously overlooked link in the study of musical temporality.
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