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PREFACE

JOHN ZORN

The creative act is a complex and elusive enigma. Shrouded in mystery, large-

ly misunderstood, many attempts have been made to describe, analyze, and
define it in an effort to explain the inexplicable. The preceding four volumes
of Arcana have presented the voices of 125 creative minds discussing the
processes, thinking patterns, idiosyncratic techniques and breakthrough
methods involved in the magical act of making music. Ranging from peda-
gogy and magic squares to extended techniques, chord voicings, advanced
technologies, surrealist games, esoteric research, ethnomusicology, dream
diaries, structural analysis, acoustics and more, the essays and manifestos
included within those tomes help provide clues to how musicians think
about their work, the world, and that which they love most—music.

Despite articulate and passionate answers to probing questions,
misunderstandings persist, abound and proliferate—and the divide between
musicians and the rest of the world remains largely undiminished. The out-
side world continues to look upon artists and musicians with a strange and
complex combination of admiration, jealousy, contempt, love, suspicion,
awe, anger and hero worship. The contradiction is quite understandable—
creation is an unknowable act. In addition to the the nuts and bolts involved
in the craft of sculpting a piece of music, there is the divine spark of inspi-
ration that gives it birth, which often is just as much of a mystery to the
artists who experience it as it is to the uninitiated who have not.

This unfathomable element of the creative equation is rarely spo-
ken of by musicians, perhaps out of the belief (or fear) that to speak of it
would cause it to vanish, never to return. But it is there, equally veiled as it
is vital—at times overwhelming. Described alternately as being in the zone
or the flow, channeling the muse, self hypnosis or the piece writing itself,
the feeling is a universal yet ineffable one of being in touch with something
outside or larger than oneself. The manifestations of this can include unusu-
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ally intense concentration on one’s work resulting in a lost sense of self, a tinguished modern practitioners and greatest occult thinkers, providing
merging of action and awareness to the extent that successes and failures insights into the esoteric traditions and mysteries involved in the composi-
become immediately apparent, a perfect balance between ability level and tion and performance of the most mystical of all arts.
challenge, a powerful sense of personal control rendering the process effort- —John Zorn, NYC 2009

less, and often an altered or lost sense of time. Goals become so clear as to
be almost absent—one exists inside the hot crucible of creativity itself, con-
nected with a spirit, energy or historical lineage that is overpowering, exhil-
arating, frightening. One is one’s goal, and the creative act is existence—
rewarding in and of itself. At these times freedom (so normally equated
with artists) becomes obeisance. One does what one is compelled to do,
inevitably resulting in something beyond your known capabilities.

What is this place? Whose is this voice? From whence does it come?
How does one make contact? Can it be called upon at will? How long will
it stay? Will it ever return? In a recent discussion with a friend, we were both
surprised and delighted to learn that we were not alone in our experiences—
that we both had heard this voice, been visited by this angel. We also agreed
how impossible it would be for the uninitiated to understand or even accept
its existence. Is it indeed best to keep these voices private? Are they real or
imagined? Who can truly understand how a song can appear complete in
a fleeting moment, so quick that you rush to write it down before it disap-
pears, or that a composition can actually write itself. Unless you have
actually experienced this remarkable phenomenon, it sounds suspiciously
like romantic fantasy.

But 1t is real. There are places beyond thought, beyond thinking;
places where intuition merge with destiny—places of transcendence—and
in our newly formed, hi-speed, digitized world of the multitask, it may be
that the only way to retain our innate inner-born humanity is in taking on
and tapping in to the challenge of the unknowable stream of the eternal.

Mysticism, magic and alchemy all come into play in the creative
process. For many centuries composers have accessed things spiritual,
embracing ritual, spell, incantation and prayer deeply into their life and
work. From Sappho and Hildegard von Bingen to Biber, Bach, Mozart,
Liszt, Scriabin, Messiaen, Rudhyar, Sorabji, Coltrane, Ayler, Ito, Pirt,
Rautavaara and beyond, the connection of music to mysticism has been
consistent, well documented and productive. Far from an historical
overview or a musicologist’s study, this Arcana Special Edition illuminates
a fascinating and elusive subject via the eloquent voices of today’s most dis-
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DE HARMONIA MUNDI

WILLIAM BREEZE

00. One is the Magus: twain His forces: four His weapons. These are the
Seven Spirits of Unrighteousness; seven vultures of evil. Thus is the art
and craft of the Magus but glamour. How shall He destroy Himself?
0. Yet the Magus hath power upon the Mother both directly and through
Love. And the Magus is Love, and bindeth together That and This in His
Conjuration. —Aleister Crowley, Liber B vel Magi sub figura I, The Holy
Books of Thelema.

Why is Love called a Magus? Because all the force of Magic consists in
Love. The work of Magic is a certain drawing of one thing to another by
natural similitude. The parts of this world, like members of one animal,
depend all on one Love, and are connected together by natural commu-
nion.... From this community of relationship is born the communal Love:
from which Love is born the common drawing together: and this is the
true Magic. —Marsilio Ficino, Commentarium in Convivium Platonis de
amore, oratio VI, cap. 10 (Opera omnia, p. 1348), trans. Frances A. Yates,
from Giordano Bruno and the Hermetic Tradition (1964), p. 127.

M icrontonal tuning has a long-established connection with occultism and mag-
ick. The occult doctrine of correspondences has its roots in the protoscien-
tific philosophies of mediaeval Europe, with deep roots in Arabic,
Byzantine Greek and older confluent cultures. It had its greatest resurgence
during the 15th century Renaissance Neoplatonic revival led by Marsilio
Ficino, and its essentials were codified by Cornelius Agrippa in the 16th
century. Epitomized by the “as above, so below” axiom of the Emerald
Tablet of Hermes Trismegistus, the doctrine posits a one-to-one correspon-
dence between the celestial and earthly realms, and to its initiates, between
the inner and outer worlds. The elements, humors, planets and zodiacal
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signs were understood to cross the macrocosm-microcosm boundary, with
counterparts in the human body and spirit. Religious theurgists such as
Ficino employed a variety of means, but especially music, to harness these
magical correspondences in the quest for health, happiness and a deeper
understanding of God and nature. These correspondences have left linguis-
tic traces in our languages that remain signifiers for aesthetic qualities and
emotions. We can, in discussing music, speak of a fiery or earthy work, a
choleric or sanguine performance, a jovial or martial brass passage, or recog-
nize music evocative of the seasons. These are not just linguistic fossils of
extinct magical thinking preserved in language; these influences, and their
underlying occult correspondences, still live in us and through us.

In addition to Thrice-Greatest Hermes, the Hermetic prisci theologi
or spiritual fathers included Pythagoras, who had taught that vibration
proved the primacy of ideal numbers. His initiates could demonstrate inte-
ger ratios in the harmonic series using a monochord. These ratios and those
elaborated by other theoreticians became the basis for ecclesiastical music in
mediaeval Europe. As further elaborated by the Renaissance Neopythagoreans,
Neoplatonists and Hermeticists, and epitomized in the influential De
Harmonia Mundi (1525) of Francesco Giorgi, these ratios were understood
to reveal the mind of the creator and give the measure of heaven and earth.
The worlds were understood to co-respond; the magical link between them
was made through sympathy, the affinity of like for like. This sympathy
was mediated by number, epitomized in the harmonic series.

But the network of correspondences traced pathways with two
directions. As number and vibration permeated all created things, including
man, they provided a means of return up through the Hermetic hierarchies
of creation to the direct experience of God. This was a divine right of return,
not a mediated salvation or redemption, and required initiation, i.e. experi-
ence, not simply grace. Magick proved that God was listening through His
created agencies, the ensouled angels and demons appropriate to the various
departments of magical works.

The goal of Hermetic magic was a trance in which the body of the
magus was stilled with its senses closed, while the spirit was exalted to com-
mune with the mens, or mind of God. This trance is an advanced form of
what, since late 19th century Theosophy, has been called astral projection,
and was termed “rising on the planes” by the Hermetic Order of the
Golden Dawn and Aleister Crowley. Accounts of this trance almost always
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include a state of high vibration akin to electricity coursing through the
body. The same phenomena are described in analogous terms in Hindu
yoga (kundalini), Taoism and other traditions. The ability to “tune” these
vibrations harmoniously, to “play” the energies internally as you would a
musical instrument, is one of the most important tools available to the
magus or yogin (as in mantrayoga) for enhancing and directing the trance.
The “subtle body” of the magus or yogin is a microcosm of the vibrational
world of the macrocosmy; it is tuned by the same principles as those found in
microtonal music.

In the Renaissance, Neo-Pythagorean number theory combined
with astronomical conceptions of planetary order and metion, theological
constructs like the angelic hierarchies of Pseudo-Dionysius the Areopagite
(the cherubim, seraphim, etc.), and then-recent borrowings from the
Hebrew Qabalah, to shape the syncretic paradigm of the music of the
spheres. Magical applications of this evolving occult philosophy involved
ceremonial practices and meditative thought-experiments that essentially
“tuned” into one or more corresponding qualities to achieve a precise magi-
cal result, in the world with talismanic magic, in the person with healing
magic, or in one’s own consciousness with religio-theurgic magic. Employed
in music, they provided a magical means of invoking and directing discrete
divine energies on earth. A note sung in a Renaissance Orphic hymn, or
played on a monochord, lute or viol, could stand for a planet in the heavens,
imbuing the musician and listeners with its energies and qualities. The mag-
ick of correspondences is thus analogous to sympathetic vibration, where
strings tuned to frequencies that bear whole number ratios to the frequency
of the vibrating air resonate, at a distance, in sympathy with the sound
source. There is also something analogous to an audio feedback loop
implicit in the circuit created by the magical link; the influx of descending
influence after invocation reinforces the originating “signal”—a phenome-
non that Crowley called the reverberating or reciprocating formula.

The world presented to our senses teems with vibration, and our
senses are specialized organs that interpret the vibrations to our brains.
There are laws of harmony which our brains are hard-wired to decode, per-
forming what amounts to fast Fourier analysis to hear whole-number ratios
as meaningful harmonic relationships. We have evolved to hear most of
these harmonies as beautiful, and consciously or unconsciously, we respond
to them emotionally and imbue them with meaning.

13
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In the decades leading up to the dawn of the Enlightenment there
was renewed interest in Neoplatonism and the mathematics of music. In the
early 17th century, when not singing with his monochord, Robert Fludd
wrote about cosmological music theory, and argued it in print with contem-
poraries like Johannes Kepler, who like his predecessor Ptolemy, combined
astronomy with an abiding interest in music.

The Baroque period developed a better understanding of sympa-
thetic vibration. One result was a newly-invented string instrument that
flourished in the late 17th and 18th centuries, the viola d’amore, with an
undercourse of strings that vibrate sympathetically with the bowed strings
much like those of the Indian sarangi or sitar. Its sympathetic strings are
expressively responsive but very subtle and ethereal—the amplitude of
sympathetic vibrations drop off with interval distance in whole number
ratios from the sounding string. A later conceptual breakthrough was
the discovery that a vibrating string includes its full harmonic series in its
sound envelope, however faintly, giving rise to an understanding of timbre.
This was not known previously, even to the Greeks, though they had long
known how to isolate the individual harmonics.

In Europe, the evolution of instruments with sympathetic strings
stopped with the ascension of equal temperament and the pianoforte, musi-
cal handmaidens of the Enlightenment. By the 19th century the piano had
become a concert instrument, and singers, string and wind players had
adapted to its equal temperament by modifying their techniques, most
especially by introducing vibrato to mask tempered dissonances. With the
industrial revolution the piano became ubiquitous as a home entertain-
ment center for the emerging middle class. Interest in nontempered tuning
was generally limited to specialists, who were often non-musicians.

Blues musicians have long had nontempered approaches to playing
that are rooted in careful listening and pitch bending. Some players used
open tunings to improve the response of the guitar and compensate for tem-
pered fretting. Resonator guitars and slide technique were developed. Slight
adjustments of pitch were made because they sounded better, and conveyed
more feeling. The musical form itself was conducive, as the 12-bar I-IV-V
blues progression is the next best thing to a static drone for exploring sub-
tleties of scale. The physicist Hermann Helmholtz never heard the blues,
but he knew why tonic-subdominant-dominant chords were the most har-
monically stable, even in equal temperament. All this came to the forefront
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with the electric blues. The subtle harmonics present in all vibrating strings
were boosted by pickups, amplifiers and effects, bringing them into the
foreground and making tone and spectrum control a new element in the
tonal palette.

Vi

If even the universe is in sympathy with and harmonizes with itself, its
parts must fit together agreeably, since these equal parts are of a single
whole. It is surely worth consideration whether the charms and spells of
magicians do not answer to such unity. Indeed just as the things in the
world are mutually betokened by one another, so they are reciprocally
affected. The true sage understands the parts of the world. Using voices,
substances, and figures near at hand as tokens of things far away, he
attracts one thing by means of another. —Synesius of Cyrene, De Insomniis
(from Ficino, De Somniis, in Opera omnia, p. 1969), translated in Gary
Tomlinson, Music in Renaissance Magic: Toward a Historiography of

Otbhers (1993), pp- 129-130.

And what is a diagram? A representation of a musical system. And we
use a diagram so that, for students of the subject, matters which are
hard to grasp with the hearing may appear before their eyes. —Bacchius
(translated in John Curtis Franklin, Diatonic Music in Ancient Greece:
A Reassessment of its Antiquity, Memnosyne, series 4, 56(1) (2002), pp.

669—702.)

Music theorists and occult philosophers are alike in this: they have a very
wide field of discourse, and theories that are frequently tangential or at
cross-purposes. Both have had ascendant dogmas, blind alleys and periods
of stagnation, as well as old and vigorous traditions that enjoy renewal
and rediscovery, with occasional breakthroughs. In both, ancient truths
are perennial.

My frustration with western classical training began as a music stu-
dent in the 1970s, especially with the way music theory was taught. It led
me to drop reading and notating music for improvisation, and to try to
rethink theory from first principles. My parallel pursuit of practical and the-
oretical occult magick became interwoven with this. What follows was
developed when studying North Indian music theory privately during
1975-1976 with the American, Indian-trained bin and sitar master Peter
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Row, who used an algebraic notation of his own devising to describe Just/
Pythagorean intervals. I preferred geometry, finding that it shed light on
interesting aspects of music theory and yielded good mnemonic aids for
theory and improvisation. The simple systems illustrated in the accompany-
ing color diagrams are the result. The clock model used as a starting point
had long precedent as a map of the chromatic and enharmonic keys in mod-
ulation. I now know that music psychologists, beginning with Bachem
(1950), used a spiral helix pitch-space model first advanced by the German
theorist M. W. Drobish in 1855, a model that has since gained nearly univer-
sal acceptance in textbooks for music psychology and psychoacoustics
(examples are given in Selected References). But although I found occasional
circular diagrams and spirals in the music theory literature, I did not turn up
anything precisely similar to the theoretical arrangements given in Figures
8-10. But geometrical clock-based music theory was one of those ideas
whose time had come, and seems to have been elaborated independently in
interesting ways in various places. Books making serious use of clocks
include one by a serialist, Peter Schat, De Toonclok (1984, English trans.
The Tone Clock, 1993), and the innovative Guitar Grimoire training books
by “Adam Kadmon” published by Carl Fischer (whose title and pseudo-
nym suggest their author might be a practicing magician in private life).

Geometry is not an approach that will suit everyone. It may be that
the so-called hemispheric “left brain/right brain” characteristics (e.g. verbal
= left, spatial = right) correlate to different approaches to music. If one
accepts for discussion purposes that conventional notation and theory is
linear and essentially verbal, then perhaps geometric music theory more
fully engages the other (supposedly more intuitive) hemisphere.

Figure 1. Figure 2. Figure 3.

DE HARMONIA MUNDI

Mercury is the god of communication, travel and commerce. Words

» <«

like “merchandise,” “market,” “mercenary” and “commercial” all share an
etymology with the god-name Mercurius. In the Crowleyan magical
tradition, Mercury or Hermes is the Lord of Magick. These traditions are
not necessarily contradictory; trade is after all the simplest means of trans-
forming matter. His symbol is the caduceus (Figure 1), which has dual
serpents around a winged central staff suggestive of a string or air column
vibrating in harmonic ratios. Its facing serpents, suggestive of mirroring, are
more than merely symbolic, and the mirror is explicit in some early forms
of the symbol. Some images of meditating yogins (Figure 2) show the spinal
column with intertwined energy channels suggestive of harmonics in a
string. Eliphas Lévi’s image of Baphomet (Figure 3), with one hand pointing
to the heavens and the other to the earth, embodies the Hermetic “as above,
so below” formula with its operative corollary “solvé et coagula.” He has a
caduceus for a phallus, hinting at the importance of vibration and vibration
control in sexual magick, from the slow frequencies of the “ophidian vibra-
tions” to the “shrill scream of orgasm.” Employed externally, rather than
internally in trance or vision, the forces indicated by these symbols relate to
the siddhis of Yoga, and in magick and sorcery, the powers of fascination
and glamor. _

One of the mysteries of physics is how vibration in time doubles
and redoubles to create the entire spectrum of vibration. When singing or
playing up and down an instrument’s range, we pass the same notes in the
same order again and again, from octave to octave. The simplest representa-
tion of this effect is a spiral, where each return to a particular radial point on
the circle represents a doubling of frequency, or in the other direction, a
halving. Given enough turns, the whole universe of vibration can be encom-
passed, from long slow cycles of galactic rotation to orbital planetary
motion, through the long waves of earthquakes up to sound and visible
light and on into the upper electromagnetic spectrum. The harmonic laws
obeyed in each realm are the same. Engineers have learned to detune sus-
pension bridges so that they do not collapse in high winds; crystals are used
to isolate radio frequencies; lasers are used to tune coherent light. This even
holds true at the quantum mechanical level; it has just been learned that two
widely separated pairs of atoms, when induced into quantum entanglement
by laser, vibrate sympathetically at a distance (Jost et al., 2009). Quantum
neurology is exploring how our brains process consciousness of the uni-
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verse of matter-energy, and is beginning to find correlations at the deepest
levels of neurology and physics. Vibration may yet prove to be the basis for
our perception of an external world, and the means of its continual (re)cre-
ation. Religions of the manifesting word, from the Vedic vak to the Greek
logos and the Hebrew berashith, suggest as much.

Figure 4.

The musical range we hear, about ten octaves, is a tiny subset of this
vast continuum of vibration. Taking the spiral, transposing all its octaves into
one octave, and dividing the circle as a common 12-point clock (Figure 4),
gives a simple but accurate representation of pitch and interval space. The
main difference between this clock and a normal time-keeping clock is the use
of 0 at the top. In modulo-12 arithmetic, 12 is the modulus of 0, just as 10 is
the modulus of 0 in our usual counting system. With precedent from Drobish
(1855) and Bachem (1950), the music psychologist R. N. Shepard (1982) pro-
jected this helical model on a cylinder (Figure 5). While comparativism absent
a transmission context is speculative and usually at best merely suggestive, the
helical model does resemble a Phoenician coin (Figure 6), whose designer sig-
nalled his awareness of the serpent’s spiral symbolism by the inclusion of a
seashell. The vibrational spiral also has a symbolic affinity with the traditional
representation of the Orphic world-egg (Figure 7). The doubling and redou-
bling by octaves to return to the same note is a simple observation that can be
demonstrated by singing or whistling a glissade while tracing circles in the air.
It would be more surprising were it not known in antiquity than otherwise.

18
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Chroma circle

saa€320 3ySray suo],

Figure 6. Figure 7.

Alexander J. Ellis established a convention for subdividing the
octave into a logarithmic scale of 1200 “cents” in which the twelve equally
tempered tones are subdivided by 100 in his extensive appendices to On the
Sensation of Tone (1875, 2nd ed. 1885), his translation of the 1875 4th edi-
tion of Hermann Helmholtz’s Die Lebre von den Tonempfindungen. This
octave division into 1200 provides a practical scale for describing micro-
tones; humans can’t normally hear differences of one cent or less. Cent
values for natural integer ratios are rounded off in this paper; they are irra-
tional numbers. Oddly, considering the division into 1200, Ellis did not
employ an overt clock analogy. That became a standard much later with
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frequency meters calibrated in cents arranged around a circle. Ellis’ conven-
tion was practical, but it really comes to life in a clock representation.

The clock model collapses all the octaves into one simple represen-
tation of an abstract clock, making possible the study of notes in pitch space
without the up/down duality of the octaves. Thanks to the sexagesimal
system of the Sumerians and Babylonians, we all know how to do base-12
arithmetic in our heads. Telling time requires that we mentally compute the
hours of the day forwards and backwards in modulo-12. Extending this by the
finer scale of 1200 cents is just a refinement, one that refrains from overdraw-
ing the analogy to employ minutes and seconds. The comparison between
time clocks and music also breaks down because there is no real equivalent to
the 24 hour day in music beyond the comparison to two octaves. If we could

 hear a range of fourteen octaves one might make a trivial analogy to the week.

While musical frequencies expressed in cycles per second increase
geometrically with each octave up in pitch (A = 110, 220, 440, 880, etc.), ona
modulo-12 clock or 1200 cent logarithmic scale the note values increase
arithmetically by 12 or 1200 for each octave, respectively. The arithmetic
scale makes mental computation and transposition practical, so that it is
possible to compose using modulo-12 numbers. Many composers have
done so, and although some theorists object to intervals having the same
names as notes, the method has its advantages.

The clock has interesting and useful properties in number theory.
One is shown by imagining a vertical line from 0 to 6 as a “mirror” that
reflects notes from one side of the clock to the other, horizontally. Thus, the
Vth is horizontally opposite the IVth if you draw a line across the clock to
connect the mirrored 7 and 5. Now add the two numbers on any horizontal
row; they always equal 12, 1.e. 11 + 1 =12, 10 + 2 = 12 and my favorite 9 + 3
= 12, etc. Just as the values opposite one another on a clock face add to 12,
when thinking of musical intervals, any given value down in pitch corre-
sponds to its horizontally-opposite number up in pitch, and vice versa.
Thus one semitone up yields the same note as eleven semitones down
(though in another octave), and so on for the rest of the horizontal pairs.
This is what is meant by “non-dual” intervals: they can be thought about
without respect to direction in pitch by this method.

It might appear trivial that the distance clockwise from the top of
the clock to a given point, when added to the clockwise distance from the
top to the point horizontally opposite, should give the circumference of the
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circle. But its effects are nontrivial—they show the “mirroring” implicit in
Mercury’s caduceus. This mirroring points up philosophical and even theo-
logical questions. The horizontal correlation of intervals and their inver-
sions on the clock face shows how duality reasserts itself, often in unexpect-
ed ways that are arguably integral to music theory. One of Crowley’s most
important esoteric doctrines—his initiated solution to the ancient
nihilism/monism/dualism arguments and ultimately the problem of evil
itself—teaches that dualism is a characteristic of the world of manifestation.
Hardly novel, but Crowley was not your garden variety antinomian gnos-
tic. He went further, teaching that dualistic ideas can be transcended by a
process analogous to Hegelian dialectics—what he termed the “0 = 2
Formula,” i.e. +1 + -1 = 0, where O forms the new positive or negative term
of a new equation. As the star-goddess Nuit says in The Book of the Law:
“For I am divided for love’s sake, for the chance of union.” (Liber AL 1:29).
“The Perfect and the Perfect are one Perfect and not two; nay, are none!”
(Liber AL 1:45). This dialectical synthesis continues until one transcends
both human rationality and manifestation, crossing an Abyss beyond which
is an ideal world transcending duality in which any true thought contains its
opposite. One can catch glimpses of this process at work in particle physics
as well as music theory.

Coming on the heels of the renewed interest in Neoplatonism and
esoteric music theory, the young Descartes studied the works of his prede-
cessors and near-contemporaries, especially music theory. No stranger to
questions of duality, he used interval-divisions of the circle to illustrate his
first complete work, the Compendium musicae (written 1618, published
1650, English trans. 1653). In a famously confusing passage, he discussed
the fourth as the “shadow” of the fifth; it seems reasonably clear that he was
fully aware of the symmetry of the intervals and their inversions, and his
diagrams show that he understood how they could be mapped on a circle.
He also introduced the notion that the higher ratios were included in the
fundamental from which they derived, prefiguring the later discovery that a
vibrating string includes its subtle harmonics in its sound envelope, the
same harmonics that the Pythagorean monochord was used to isolate.

Mapping the western major scale onto a clock with C at the top will
make the fourth mirror the fifth of the major scale, but will not fully explain
interval symmetry. To do this we must return to the ancient Greek Phrygian

mode, equivalent to the mediaeval ecclesiastical and modern Dorian mode.
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An approximation in equal temperament is the scale from D to D on the
white keys of a keyboard. This was probably the first full scale described in
Western music theory, in the Etymologiae of Isidore of Seville, dating from
around 700. Later mediaeval church theorists considered it the first of the
ecclesiastical modes, and the last great mediaeval theorist, Bartolomeo
Ramos de Pareia, attributed the Dorian mode to the Sun. Kepler and
Newton, in describing their correlations of scale intervals to colors, also

chose this scale. All must have been aware of its natural symmetry.

Vil

Figure 8.

To illustrate the interval symmetry of this scale it helps to give the
non-dual intervals as colored lines connecting the notes, as in Figures 8 and
9. Each non-dual interval is given a unique color, keyed to the legend given
in Figure 8. The scale is mapped onto a clock with the D at the top position.
(Note that both figures also show the C Major scale, but D is placed at the
top to exploit the natural correlation of the clock to the D mode’s internal
interval symmetry.) The notes are identified by modulo-12 number (0-11),
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note name (D through C), and by the I-VII note convention, where 0 = D
= 1. As explained earlier, intervals are not understood to be “up” a certain
number of tones or “down” a certain number of tones, but instead are
“non-dual,” understood as simultaneously “up” one number and “down”

the corresponding inverse number, or vice versa.
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Figure 9.

Visualizing the intervals in Figure 8 as colored lines connecting points on the
clock permits a mathematically accurate geometrical understanding of the
spatial relationships of the tones in an “idealized” single octave that disregards
inversions. This diagram can help one to form an intuitive understanding of

how interval inversion works in musical space (the octaves) without losing
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note name (D through C), and by the I-VII note convention, where 0 =D
= L. As explained earlier, intervals are not understood to be “up” a certain
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“non-dual,” understood as simultaneously “up” one number and “down”
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Visualizing the intervals in Figure 8 as colored lines connecting points on the
clock permits a mathematically accurate geometrical understanding of the
spatial relationships of the tones in an “idealized” single octave that disregards
inversions. This diagram can help one to form an intuitive understanding of
how interval inversion works in musical space (the octaves) without losing
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sight of the simplicity of the underlying “abstract” (non-dual) intervals. It gets
around the complexities of chord inversions—clearly an oversimplification,
since the same note behaves very differently depending on its pitch placement
in a chord or melody, but a useful simplification. These sorts of clocks may
be used to analyze many musical problems such as chord triads without the
complexities introduced by inversion, voicing and arrangement.

The scale’s interval counts and properties are highlighted by anoth-
er phenomenon in number theory—one inherent in the diatonic system
with or without a clock model, though the non-dual graphic representation
of a clock makes it readily apparent. The diatonic scale has one tritone
(which, like all non-dual intervals, is understood as including its inversion,
also a tritone), two Major VlIths (with their inverse minor IInds), three
minor Vlths (with their inverse Major IlIrds), four Major VIths (with their
inverse minor Illrds), five minor VIIths (with their inverse Major IInds)
and six Vths (with their inverse IVths). This accounts for all of the “non-
dual” intervals in the scale. Expressed in modulo-12, they are: one of 6/6,
two of 11/1, three of 8/4, four of 9/3, five of 10/2 and six of 7/5. The non-
dual interval counts, when summed, give 1 +2+3 +4+5 + 6, or 16 = 36,
the magical number of the Sun. Such “magical numbers” are considered sig-
nificant in the Crowleyan Qabalah; see Sepher Sephiroth (1912), §36. Aside
from any possible Qabalistic significance, the full interval system is undeni-
ably elegant in the symmetry of its interval distribution.

Figure 9 is a simplification of Figure 8 that distributes the seven notes
around a clock of seven equidistant points on a modulo-7 clock, where the
octave is expressed in diatonic notation (I-VII). We all know how to do sim-
ple modulo-7 arithmetic, again thanks to the Sumerians and Babylonians, in
this instance because of their seven-day week. The intervals are in equal tem-
perament as before. Its disadvantage is that the accurate spatial relationships
between the equally tempered tones are lost. There are three ways of doing
this sort of diagram of seven points, e.g. with the fifths moving clockwise to
every point, every other point, or every third point. Each yields a different
arrangement for the same attributions. There are also several ways of distrib-
uting the attributions with a chosen arrangement; I prefer the version given in
the diagram as it derives from the previous figure, and keeps the scale a simple
clockwise circle. Added to this figure are correspondences for seven of the ten
sephiroth of the Qabalistic Tree of Life, their associated planetary attributions
in Ptolemaic order, the associated days of the week, the metals associated to
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the planets, and the atomic weights of the metals. Also included are the medi-
aeval modes, as attributed to the planets by the founder of Just intonation,
Bartolomeo Ramos de Pareia, from his Musica Practica (1482). These are all
traditional attribution systems, most of which have been correlated before in
alchemical and magical literature, though this is probably the first diagram to
harmonize all of the systems represented. Some modern magical theorists
have tried to directly absorb the outer planets Uranus and Neptune, and
sometimes Pluto, into a comprehensive system of attributions. I agree with
Crowley’s position that the septenary should be preserved, as explained in
his General Principles of Astrology (2002). He treated the then recently
discovered outer planets as “superior governors” that modified the seven
classical “personal” planets, considering their energies to be essentially
transpersonal. |

In equal temperament, twelve fifths or fourths either up or down in
pitch form a circle that will bring you back to the note you started from. But
with nontempered fifths and fourths, there is no circle. The circle never
closes; a discrepancy of just less than two cents (an irrational number,
1.955...) accumulates with each interval jump, so you never return to the
starting note.

Figure 10 is an expansion of Figure 8 to show Just/Pythagorean
microtuning. Unlike Figures 8 and 9, the connecting lines in Figure 10 show
only untempered non-dual perfect IV/V intervals, with each of three inde-
pendent cycles of perfect IV/V intervals given in a different color. The
purpose of this diagram is to show the symmetry of the multiple cycles of
fifths or fourths in the context of a circular map of the Just/Pythagorean
notes. It helps one appreciate at a glance how three independent and sym-
metrical cycles make up Just/Pythagorean tuning, which is not obvious
from a table of pitches and ratios.

Figure 10 also illustrates how the Pythagorean pitches, derived
from the third harmonic (the Vth, ratio 3:2, and IVth, ratio 4:3), all fall into a
single connected series that proceeds in both “directions”—up and down in
pitch by fifths and fourths simultaneously (and symmetrically) from 0 at the
top. This is represented in the clock diagram by the pattern of interval lines
running from the top and splitting to trace the two mirrored branches of
this series, ending in the tritones. These fifths/fourths are all shown by lines
of the same color (purple). Just pitches were introduced because the
Pythagorean I1Irds and VIths were judged too harsh. They all derive from
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the fifth harmonic (the Just Major I1lrd, ratio 5:4, and Just minor Vlth, ratio
8:5), and form two independent but mirrored cycles of fifths, given as green
and red lines in the diagram. One Just cycle starts with the Just Acute IV
and the other with its mirror, the Just Grave V. (They can also be thought of
as starting on the Just Major IIrd (ratio 5:4) and Just minor VIth (ratio 8:5),
and proceeding up and down in fifths simultaneously until reaching their
endpoints.) Both cycles end in the tritones, just a very small ratio (the skhis-
ma, 1.953 cents) distant from the endpoints of the Pythagorean cycle. (The
skhisma is defined by its discoverer, Ellis, as one Just Major I1Ird plus eight
fifths up in pitch, transposed into the same octave.) The notes of the two
independent, mirrored Just cycles thus have harmonic relationships to the
pitches in the Pythagorean cycle that are primarily based on Just Major
HIrds (4:5) and Just minor VIths (5:8).

9:5‘

Pyth m VIL

16:9 ‘9:8.

Pyth Just-Pyth IV
3:2 Jusl Acute Iy 4:3

Vi Trit h Trione  27:20 498
729512 1024:729 5%
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Figure 10.
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The resulting diatonic Just/Pythagorean scale thus has four versions of the
I1, ITI, VI and VII (Pythagorean minor, Just minor, Just Major, Pythagorean
Major), rather than the usual two (minor and Major) familiar from equal
temperament.

It is often said that the tonic-subdominant-dominant are the most
harmonically stable diatonic tones. Even when understood as being cen-
tered on the D mode, this diagram shows why, and underscores the simplic-
ity of the I-IV-V 12-bar blues progression and its stability in natural tuning.
Even when equally tempered, the I-IV-V series falls sufficiently within
the limits of human pitch discrimination to approximate microtonal Just/
Pythagorean tuning. Making a copy of the diagram as a transparency and
rotating the copy over the printed diagram to the fourth or fifth shows why:
the I, IV and V all have their own harmonic series, and these interlock.

m

Amazing work is being done today by microtonal composers and perform-
ers of all persuasions, but most of this music requires an extremely high
degree of training to play properly. Indian music has long shown that one
can play great microtonal music one microtone at a time. I believe that
the blues show this as well. It is not necessarily more difficult than tem-
pered music.

The magician-in-training is urged to observe the four powers of the
Sphinx: to know, will, dare and keep silent. The present paper is primarily
concerned with the first power, to know. The maps to the territory offered
here are intended to help players gain a working knowledge of music theory
without being overwhelmed by its particulars, which can inhibit creativity.

The second power, to will, relates to intention: knowing a system
and using it with intent communicates that intentionality in the resulting
music. Even when the execution is imperfect, it counts for a great deal.

As for the third power, to dare, free-pitch playing in microtones is
inherently risky. But many musicians do it very properly all the time, often
without really thinking about it. It may be, with will, more reliable in the
last analysis than knowing.

As for keeping silent, this is normally prudent. Magick is an inher-
ently private matter, and it is so easy to be misunderstood that it is usually
wise to say as little as possible or nothing at all. Tacit understanding has
always been part of the etiquette among magicians. There is little shop talk,
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and red lines in the diagram. One Just cycle starts with the Just Acute IV
and the other with its mirror, the Just Grave V. (They can also be thought of
as starting on the Just Major I1Ird (ratio 5:4) and Just minor VIth (ratio 8:5),
and proceeding up and down in fifths simultaneously until reaching their
endpoints.) Both cycles end in the tritones, just a very small ratio (the skhbis-
ma, 1.953 cents) distant from the endpoints of the Pythagorean cycle. (The
skhisma is defined by its discoverer, Ellis, as one Just Major ITIrd plus eight
fifths up in pitch, transposed into the same octave.) The notes of the two
independent, mirrored Just cycles thus have harmonic relationships to the
pitches in the Pythagorean cycle that are primarily based on Just Major
IMIrds (4:5) and Just minor VIths (5:8).

Fundamental |
1:1

Pyth M VI 0

Just-Pyth V Just-Pyth IV
%g Just Grave V Just Acute IV 19:8,
4%‘?7 Pyth Tritone ~ Pyth Tritane 22230
C 729:512 1024:729

612 588
Just Tritone  Just Tritane
64:45 132
610 590
Figure 10.

26

DE HARMONIA MUNDI
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can play great microtonal music one microtone at a time. I believe that
the blues show this as well. It is not necessarily more difficult than tem-
pered music.

The magician-in-training is urged to observe the four powers of the
Sphinx: to know, will, dare and keep silent. The present paper is primarily
concerned with the first power, to know. The maps to the territory offered
here are intended to help players gain a working knowledge of music theory
without being overwhelmed by its particulars, which can inhibit creativity.

The second power, to will, relates to intention: knowing a system
and using it with intent communicates that intentionality in the resulting
music. Even when the execution is imperfect, it counts for a great deal.

As for the third power, to dare, free-pitch playing in microtones is
inherently risky. But many musicians do it very properly all the time, often
without really thinking about it. It may be, with will, more reliable in the
last analysis than knowing.

As for keeping silent, this is normally prudent. Magick is an inher-
ently private matter, and it is so easy to be misunderstood that it is usually
wise to say as little as possible or nothing at all. Tacit understanding has
always been part of the etiquette among magicians. There is little shop talk,
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and often subtle hints of shared experience suffice to establish a mutually
respectful camaraderie. Also, by talking too much one runs the risk of being
a bore—like dreams, drug-trips and genealogy, personal magical narratives
are generally only of interest to their subjects. Finally, those who profess
magick have always courted ridicule and marginalization; these days, it usu-
ally comes from rationalists who will never have the experiences that distin-
guish magicians from noninitiates. The worst offenders used to be Protestant
theologians; nowadays they are more likely to be poststructuralists.

But it is a New Aeon; so perhaps for musicial magicians the formula
is to know, to will, to dare, and to play loud. Recent history suggests as much.

This paper is dedicated to Joscelyn Godwin, whose untiring work
in explicating the Perennial Tradition has benefitted so many—at least those

with eyes to see and ears to hear.
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ORNITHOLOGY FOR THE BIRDS

GAVIN BRYARS

Thereisadegree of fear in trying to look at the inner workings of one’s own
creative mind—a fear that this self-reflection will inhibit and ultimately
prevent the flow of ideas—the oft-stated reason for the resistance of non-
reading musicians to studying notation, for example, and thereby accessing
written scores is an aspect of the same fear. In my own case a refusal to use,
by now, relatively straightforward computer software for musical compo-
sition is related to that same anxiety (though I can happily justify my anti-
quated practice with reasons that make sense to me).

The most poetic expression of this situation comes from the
painter Barnett Newman who, in Emile de Antonio’s wonderful film
Painters Painting, says “aesthetics for an artist is like ornithology for the
birds”—and he is right. If a bird were to start to focus on why and how
the wings work, and the sequence of events that produce elegant flight, it
would either fall from the sky, or never get off the ground. It is partly,
however, a question of speed of thought in relation to action that would
cause the malfunction but not the thought itself, or the acquisition of
self-awareness.

When I stopped working as an improvising musician in the mid-
1960s, after an intense period of work with Derek Bailey and Tony Oxley,
it was in order to work in a more reflective way—without the intensity
being in the midst of fast, decisive music making. I even developed for a
time an almost pathological aversion to improvised music, which I view
in retrospect as a somewhat adolescent reaction where I pointed the
finger at the music rather than at myself—a bit like the old Zen adage of
confusing the moon and the finger in the act of pointing. I did find the
two musical activities, composing and improvising, to be fundamentally

different. I neither found one to be a slowed down version of the other,

nor the other to be an accelerated version of the first. In each case, and in
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different ways, there is considerable mystery in the process of musical
invention, and though the term “invention” might seem a little mechani-
cal, it was one used by Bach about his own music, and by Schoenberg
speaking of John Cage.

In the case of improvisation, there is little time for reflection on
one’s mental state, rather it is a question of being in the right condition
before embarking on the activity, though having some degree of consistency
with previous work. With composition, on the other hand, that consistency
can come about through a set of beliefs or procedures, whether conscious
or not.

In the worst cases this can result in predictability, in the case of
improvisation, or formulaic routines in the case of composition—and we
can all point to individual cases in both areas. For composers there can be
external and seemingly irrelevant elements, almost like a kind of lucky
charm or fetish. In my own case I have used the same kind of pencil for
twenty-seven years (I work with pencil and paper), called an Aztec
Scoremaster 101, only available at Associated Music on West 55 Street in
New York. When that shop closed down a few years ago the pencils disap-
peared and I am now down to my last half box. In a similar way, there is
the establishment of routines.

But these are the mechanics of composition, not its essence.
Ultimately what one sets down on paper, as a composer, can come about in
many mysterious ways. For myself I let the form compose itself, like a
Renaissance composer, without any sense of formal planning or preconcep-
tion, only being led by the consequence of each musical gesture—which can
itself be led by text in the case of vocal music. A phrase which an old friend
Albert Pountney, a traditional sculptor and the head of the fine art depart-
ment in which I taught for a number of years, used to use to describe the
moment in the studio when facing the work in hand, was being “confronted
by one’s own creativity.” I found it a somewhat quaint expression at the
time but subsequently realized that it describes perfectly that moment of
sitting at a desk in front of a blank piece of manuscript, when the idea of
letting the music compose itself, moving from one gesture to another, is the
only way possible.

The university philosophy department in which I was a student
specialized in what was called “ordinary language” philosophy. When
ideas are complex the last thing one needs is confused language. Ultimately,
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if something could be expressed through language then we wouldn’t use
music, where the blending of apparently incompatible elements can pro-

duce a new and unforeseen reality that would be inconceivable to the

ornithologist. . REGARDING THE SONIC SYMBOLISM
' OF WHEN AND WHERE

STEVE COLEMAN

The purpose of this article is to discuss and demonstrate how musical symbol-

o 1sm can be used to generate a feeling, sensation or idea that is of a meta-
‘: b physical nature. The focus will be on concepts of dynamic equilibrium that
exist in Nature which can be reflected through musical languages. Examples
will demonstrate how symbolic thought in one field of study is applicable
to another. The basic approach is that creative artists can use everything at
their disposal, including—but not limited to—music, myth, science and
various exoteric and esoteric approaches. Exoteric means capable of being
| ;3 understood by most people, while esoteric is that which is difficult to
‘ , understand, or that which is intended for or understood by only an initiated

few. There are quite a few esoteric references in this article, and admittedly,
this is not everyone’s cup of tea.

‘ 1 Nature
| I, “Our philosophy is celestial, not worldly, in order that we may faithfully
3 behold, by means of a direct intuition of the mind through faith and
i' knowledge, that principle which we call God....” —Trithemius?
1
We will start with a discussion of what I perceive L Geuree Repiey anditor Abvos Totheuiis
(Noel L. Brann, Ambix, vol. 26, no. 3),
as the approach of Nature towards creating, a Dy o] Ty [eithemi s
. authored a major work on cryptography
concept I refer to as windows or orbs. There are and steganography, disguised as a book
. . on magic. He was also the teacher of
many definitions of the word orb, but in astrol- Heinrich Cornelius Agrippa and Paracelsus.
: . « This quote is from Johannes Trithemius’
ogy an orb is the number of degrees that an aspect commentarics on the Tabula Smaragdina
B 5 (The Emerald Tablet), in a letter to Germanus
deviates from an exact angle (between two plan- de Ganay written on August 24, £505.

ets or dynamic points in space) that symbolizes

§ an astrological effect. This concept, which appears everywhere in Nature,
: is based on windows of time and space, occurring on every scale from the
microscopic to the macroscopic.
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The tendency of the human species is to quantize, as the mind
divides its analysis of nature into discrete increments. Nature seems not to
work in this manner, as most phenomena are part of a continuum, in which
the quality of phenomena change gradually over time. Even the human
body works this way, as humans are but a product of Nature.

Human activity that develops along natural lines tends to operate
according to the same principles. If one could walk from Paris to Berlin, one
would not encounter an artificial national boundary where the spoken lan-
guage would suddenly change from French to German. What occurs is a
gradual transition from one language to another, and inevitably there would
be a region where the spoken language would contain elements of French
and German proper. In fact, what is called English is an ideal. The actual
spoken dialects that classify as English resemble the ideal in various degrees,
but contain a large amount of slang, in addition to loan words and expres-
sions that originate from other languages. In many cases, different languages
stem from a common ancestry that is itself a combination of several more
ancient languages. The boundary between languages are mutating orbs,
moving windows where there is a gradual blend between linguistic ideals.
This is what I call the merging principle. Over time, this blending of lan-
guages may develop a character of its own, distinct enough to be itself called
a dialect or even a distinct language.

What is really happening with the merging principle is modulation.
Cleonides states that “[....] it is necessary for every modulation to contain
some common note, interval, or scale”.2 And all

musicians know that good (i.e., smooth) mod- 2. Strunk’s Source Readings in Music
) 1 History (edited by Oliver Strunk, 1950,
ulation usually involves some sort of common revision edited by Leo Treitler, 1966), p. 45.

elements between the structures involved in the
movement, along with elements of the structures being within a certain
proximity to each other to facilitate smooth motion between transitions.
This is generally what happens in Nature, for example with the transition
from one identifiable state of the weather to another. Using this concept
we can imagine not only modulation of harmony, but also modulation of
melody, of modes, of rhythms, of rhythmic cycles, of tempo, of instrumen-
tation, of forms (rhythmic, melodic or compositional), of color, of symbol-
ism, of ethos, genera, species, etc.

Other examples from Nature follow this same principle. There is no
sharp demarcation between wet and dry, there is only a gradual scale of rela-
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tive wetness and dryness. Most of us have in our minds an ideal of what we
would call wet or dry, but there are also conditions where there would be a
lot of disagreement. The same is true of color, pitch, heat and many other phe-
nomena. So what humans do, either by agreement or by force, is to specify an
ideal which defines a particular phenomena, and what that ideal should be
named (for example a definition of what exact pitch is to be called A). Groups
of people then establish symbols (words, numbers, shapes, etc.) that represent
these ideals. For instance, modern scientists define the exact moment of
sunrise or moonrise, and use the language and symbols of mathematics to
describe this agreement. But these agreements change over time and vary in
different cultures.

This is not reality, it is based on what is established by convention,
cultural usage or other means. The Universe is a continuum, and the human
faculty that seems best able to directly come to terms with the relative quali-
ty of the continuum is intuition, which is best represented in transcription by
some form of symbolism. As an example, musical performers for the most
part do not rely on scientific definitions to tell them which pitch is A or Ak
this is done using the part of the mind that interprets data from the ear, using
memory to compare the experienced pitch to images held in the mind of
recently heard pitches, or remembered pitches from past experience. This is
a relative operation that to a large degree is internalized.

These mental images are symbols that represent the physical world.
When the symbols represent figures that can be seen by the eye, they typical-
ly take a form that is close to the physical object that they represent. Similarly,
when the symbols represent objects identified by one of the other senses
(sound, smell, touch, taste, extra-sensory perception or any imagined experi-
ence), then the mind uses association to identify symbols with the physical
sensation, and much of this imagery is acquired through cultural exposure.
For example, high and low pitches are today represented by symbols that are
physically higher and lower in terms of two-dimensional height, especially if
as a beginner a musician simultaneously learned how to read and play music.
However, according to surviving written evidence, the ancient Greeks repre-
sented high and low pitches as tense and relaxed respectively. In the music of
the ancient Greeks, these pitches may have been associated with the action
and means that produced them, where tense vocal chords or tense strings
would represent higher pitches, and slack strings represented lower pitches.

This idea was continually extended, where humankind developed
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the ability to represent a symbol or group of symbols using another sym-
bol, and then to repeat this process—creating an abstraction whereby the
final symbol is several levels removed from the original physical sensation.
Symbols were then transcribed into physical form and came to represent
ideas of a more abstract and esoteric nature. In many cases, the symbols
could still be traced back to the original association. The ancient Egyptians
were masters of the transcription of mental images into symbolic form, and
their hieroglyphic writing system was a particularly advanced demonstra-
tion of this. These ancients seemed to have a multidimensional conception
of time, and our current systems of navigating time have their roots in
Egyptian temporal concepts. The Egyptian civilization developed various
calendars and methods of negotiating time that are still in use today, such as
dividing the day into twenty-four hours and the sky into thirty-six 10° seg-
ments (i.e., 360°). If we take their developments together with the neigh-
boring Mesopotamian culture (Sumerian, Babylonian, etc.) we arrive at a
combined technology that was very advanced in the ways that it dealt with
time and space, in both its exoteric and esoteric forms.

Rhbythm

“Any regularly recurring pattern of activity such as the cycle of the seasons,
night and day, the repeated functions of the body—or the characteristic
pattern of a particular activity.”

3. Encarta World English Dictionary,

Microsoft Corporation.

Rhythm falls in the category of when, and is

related to timing and speed (fast and slow), i.e., location and movement
through time. Something that has really helped me in the area of rhythm is
the metaphysical connection. I work a lot with astronomy?astrology, seen
in ancient times as Nature’s rhythmic system (i.e., natural rhythms), and
I’ve been applying what I have learned to music, tonally and rhythmically.
One way of thinking of this is an approach of dealing with rhythm which

could be broken down into three categories:

Utterances: I include language in this category, as well as the calls
of animals.

Movement: Not only dance, but all movement, the movement of
animals, plants, melodic substances (tones, intervals, pitch struc-
tures, etc.) and any other objects, such as planets and stars.
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Symbolism: I include numbers in this category, but also geometric
shapes, color, and any other idea that is representative of some-
thing, including writing and notation. I call this the mental aspect,
as it aids in the transcription of rhythm, a way of holding the rhyth-

mic forms in your mind.

I would say that the first two are innate to the object in the outer
physical world, and the third is the province of the mind, the inner world.
However, they can all be systematized and converted to symbols.

Regarding the first, we are made (by Nature) to be able to create
utterances, as are animals, plants and other animate objects of the natural
world. How these utterances are interpreted is another matter. Language
is a subset of these utterances, and formal language is just the part that has
been agreed upon. One example would be the rhythmic utterances of crowds,
which I find fascinating. At a sporting event, the rhythms and reactions of
the people in the crowd feel like the sounds of a single organism, as the
members of the crowd become entrained to each other’s pulse. I frequently
find myself rewinding a recording of a boxing match or basketball game to
listen and check out the rhythm of the spectators’ responses. When humans
get together like that in large groups, they really remind me of animals that
gather in large herds and create collective utterances, birds, cows, horses,
whatever. But this kind of thing is very difficult to systematize and notate,
and therefore difficult to symbolize.

Movement is present all around us and in us; everything moves.
Dance is a form of systematized movement by humans, and it can some-
times have symbolic significance. Movement can also be a form of and an
aid to language, for example the use of gesture to assist in conveying mean-
ing. As with utterances, many movements are habitual and seemingly mean-
ingless. But utterances and movement are innate to us; even as babies we
make utterances and we move, even if it is just a reflex, and most of these
movements have meaning even if we are not conscious of it. The same
follows for animals, plants and even objects like planets.

The principles underlying utterances and movements have been
studied and, through the process of correlative thought, symbols have been
developed to express and transmit the fundamental concepts. This is one of
the unique abilities of the human species, to be able to develop symbols
using intuition, emotion, logic and analogy, and then to use these symbols
as tools to extend the understanding of a principle. Many of these symbols
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already exist in nature, including types of movement, geometric shapes, col-
ors, sound, light, the animal, plant and mineral kingdoms, qualities such as
heat, cold, moisture and dryness, the natural elements such as fire, air, earth,
water, and the Sun, Moon, planets and stars and their stellar motions. Long
ago, humans made associations that both extended the idea of these objects
to facilitate correspondences with other concepts, and made further abstrac-
tions to connect to new ideas.

Symbolism, particularly geometric shapes, colors and numbers, is
one of the most used and flexible of the abstract forms. Symbol is impor-
tant for meditation on the higher principles and for developing a conscious
connection to Nature. But we should never forget that these symbols are
just tools to help us connect with ourselves and to communicate with oth-
ers—an aid in the organization and transmission of ideas. We are the source
of the symbols, and the symbols are meaningless without us.

Numbers are symbols that can represent quantity and/or quality. It
is a great tool for representing displacement, the perception that the position
of something has changed with regards to location and time (temporal per-
ception). In other words, we are dealing with the concept of change and
how this can be symbolized, and change is universal, everything changes
and everything moves. If there is a change in the location of something, and
if we are able to systematically organize the space where the change took
place, then number is a great tool for representing that change. As a result,
number is also one of the primary symbols used to aid in the organization
and expression of music. '

In the musical perception of rhythm—indeed in all perception of
rhythm—we have certain primary elements, the rhythm, and that which is
being rhythmicized. This is comparable to motion and that which is being
moved. Rhythm is a dynamic principle that deals with the order and struc-
ture of motion, or dynamic displacement, of a moving thing.*

With rhythm, we are also dealing with

the form of the template we create, against 4 A rephrasing from Aristoxenus on
. ; Rbythm (Lewis Rowell, Journal of Musical
which we discern and measure the movement, Theory, vol. 23, no. 1, Spring 1979) p. 68.

and this template can itself change or move.

Musicians use the template to describe the rhythm, the order and structure
of the dynamic displacement. In music, this template takes many forms, the
most common being evenly (or unevenly) spaced pulses that are then grouped
into various units: measures, thythmic modes, meter, talas, clave, other rhyth-
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mic figures, etc. This is similar to how pitch is organized in music, where
evenly or unevenly spaced pitches (i.e., tuning systems) are then further sys-
tematized as tetrachords, modes, scales, ragas, other melodic figures, etc.

So we have three elements here: rhythm, the thing that is being
rhythmed, and the template we use to identify and measure the rhythm. The
first two exist in the natural world, the third is a creation of our imagination
to help us discern the dynamic order.

Rhythm is probably the most dynamic
element in music. According to Lewis Rowell, the ancient Greek philoso-
pher Aristides Quintilianus “called melody the passive, feminine aspect of
music, rhythm the active, masculine principle that imposes form upon the
melodic tones. This agent/patient principle was the cornerstone of the
Peripatetic theory of perception.”

The function of musical rhythm depends
upon the dynamic relationships between rhythmic substances with each
other as they move through time in space concurrent with the relationship
to idealized forms in the intellect and memory. If we can discern rhythmic
function, analogous to the functions of pitch in melody and harmony, then
it should be possible to apply further esoteric symbolism to rhythms and

rhythmic structures (two different phenomena).

In the words of Henry Macran, referring to the 4th century BCE
Greek writer Aristoxenus, “[...] they (the Pythagoreans) missed the true
formal notion of music, which is ever present to Aristoxenus, that of a sys-
tem or organic whole of sounds, each member of which is essentially that it
does, and in which a sound cannot become a member because merely there
is room for it, but only if there is a function which it can discharge.””

Later, we will return to the idea of using

6. Rowell, p. 70,

thythm as symbolism to transmit ideas. This is Macran, 1902), pp. 88-89.
not a new concept, as this kind of work was devel-

oped to a high level in the great riverine societies of the Nile Valley
Complex, Mesopotamia, and Sarwaswati Indus Valley Civilizations. The
initiated in these great civilizations developed the basic principles of nego-
tiating time and space that we still use in our modern societies thousands of
years later. They also developed the basic symbolic approach for how to
communicate these ideas. These ancients appear to have taken an exoteric
and esoteric approach in dealing with symbols. It was important not only
to know the quantity of something but also its quality and meaning.
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Esoteric significance was given to figures, using colors, shapes and numbers.
Using this information, various divinatory practices developed.

In different areas on Earth people developed a variety of approaches
to divination, largely based on cultural needs and environmental necessities.
This lead to distinct forms of divination being developed in particular loca-
tions. The word mancy means divination by means of, with the specific kind
of divination being specified by attached prefixes, for example geomancy,
sciomancy, chiromancy or necromancy. Although many people do not
believe in divination, most of the world’s major religions have some aspect of
divination as a part of their history, foretelling events that will come to pass.

In ancient societies there was an exoteric and esoteric part to almost
every subject, and frequently divination was a part of the esoteric applica-
tion. In his 1962 book The Tarot, Mouni Sadhu, while discussing the
ancient initiatory centers’ transmission of the highest ideas through symbols,
suggests that “the symbolism of colors” is “a feature of the initiation of the

» <«

Black races,” “the symbolism of geometrical figures and cards” is a feature
of the initiation of the “the Red-Skinned races,” and “the symbolism of
numbers” is a feature of the initiation of “the White races.”® Although his
summary is simplistic and not backed up with
any examples, and while his choice of words
would probably not be politically correct today, I understand the basic prin-
ciple underlying what Sadhu is expressing. In studying music, I have noticed
that various cultures in different places on the planet have for the most part
concentrated on and contributed different elements to the world’s music. This
is particularly true if we concentrate on the so-called Old World cultures on
the continents of Africa, and Eurasia.

Astrology

I'will devote more space to this subject here as well as in the section on music,
as these disciplines are complex and related. Also, it has been my experience
that it is this subject that relates most to music, both from an exoteric and eso-
teric perspective. It is also a subject that many people are unfamiliar with.
While I do not pretend to be a professional astronomer or astrologer, the
study of the movement and symbolism of celestial bodies has been a pro-
found influence on my music, particularly in recent years. To emphasize this
connection, I will occasionally mention the relationship between astrology
and music, both in this section and in the section on music below.
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The first forms of astrology arose from systematic observations of
the night sky, the earliest type probably being some form of lunar astrolo-
gy, based on the phases and movements of the Moon. It appears that a form
of what the ancient Greeks called paranatella (meaning with or alongside the
stars) was developed, where the ancients noticed which stars and planets

were rising, culminating or on the meridian simultaneously.” This tech-

8. The Tarot (Mouni Sadhu), p. 33.

nique was certainly well developed in ancient Egypt
and Babylon, and the ancient Greeks learned of
it from these earlier civilizations. This was a sys-
tem based on the horizon and meridian, and of
course it was geocentric in concept.

The heliacal rising (literally, rising with the
Sun) of a star is when a planet or a star is first seen
to rise after it has been hidden for a period of time

by the Sun’s rays. This occurs just before sunrise.

9. Great significance was given to moments
when stars or planets were either on the
local horizon (i.e., rising or setting) or on
the meridian (the great circle which passes
through the north-south axis and the
zenith). Therefore, when ancient observers
noticed that a star or planet was either
rising, setting or on the meridian—at the
same moment when another star or planet
was rising, setting or on the meridian—
then these bodies were said to be in paran,
and where considered to be symbolically
connected in some way.

The heliacal rising of the star Sirius was extremely important in ancient

Egypt, but this concept was also used with other stars, constellations and

planets in a complex system of astronomy, the workings of which are begin-

ning to be revealed by recent discoveries.!% !

Figure. 1. Image from the Second Shrine of Tut-ankh-amun.1?

10. For more information see The Naos of
the Decades: Underwater Archaeology
in the Canopic Region in Egypt (Anne-
Sophie von Bomhard).

11. The Lion Path: You Can Take it With
You (Musaios, aka Dr. Charles Muses, sth
edition 1996).

12. Musaios, back cover. The image in
Figure 1 is one of many that support the
claim that astrology existed in ancient
Egypt. In Serpent in the Sky, p. 91, John
Anthony West writes “But however puz-
zling the text and the reliefs, the astrologi-
cal significance of this drawing cannot be
misunderstood. Rays of force or energy
connect the consciousness of the human
individual and the stars; there is no other
possible interpretation of this figure.”

Some evidence of the existence of astrology has been found in the
tombs of ancient Egypt. (See Figure 1.) Astrologer Bernadette Brady believes
that the ancient Egyptians considered the last star to rise heliacally before

your birth to be the main star ruling your life."3
This was the star that you were born under, and it
symbolized the gifts that were bequeathed to you

4]

13. Brady’s Book of Fixed Stars (Bernadette
Brady), pp- 43, 334: 345, 339 381.
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by your ancestors (such as genetics)—in short, this star symbolized the
theme of your life.

For example, at the location of Ulm, Germany (Albert Einstein’s
place of birth), the last star that rose heliacally before the time of Einstein’s
birth (March 14, 1879 NS) was Deneb Algedi (meaning 7ail of the Goat) in
the constellation of Capricorn. This star symbolized the Ancent Law
Giver. The approximate time of Deneb Algedi’s apparent (visual) Heliacal
Rising was March 5, 1879 at 7:08:17 aM. Also, when Einstein was born on
March 14, Deneb Algedi rose at the same time as the planet Jupiter was
rising, Clearly, the symbolism that this star represents would have been
considered very important for Einstein. Astrologer Bernadette Brady gives

the following astrological interpretation:*
14. Starlight Software: The Heart of Visual
Deneb Alge di—Heliacal Rising Staf Astrology, Brady and Branswood, Ltd.

Interpretation: Seeking the legal, physical or metaphysical laws that
govern the world. Trying in some way to use wisdom and knowl-

edge to protect and help people.

Deneb Algedi was rising as Jupiter was rising (orb 01 mins 34 secs)
at the time of Albert Einstein’s birth.

Interpretation: The reformer or expert who paves the way for others.

Figure 2. Co-Rising of Jupiter and Deneb Algedi at the time of Albert Einstein’s birth. 3

15. Ibid. Deneb Algedi is the star in
Capricornus closest to Jupiter in Figure 2.
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The Babylonians made considerable contributions in the area of
Junar studies, in particular eclipse patterns which deal specifically with the
relationship between the orbits of the Sun, Earth and Moon. Because of the
dramatic visual, emotional and psychic effect of a Solar or Lunar eclipse,
these phenomena became strong symbols in the minds of the ancients, and
great effort was expended to determine their patterns. Through long obser-
vation, it was learned that these eclipses occurred in various cycles. The
most well known cycle is called a Saros Cycle, a harmonization of several
Earth-Sun-Moon periodicities: the synodic month, the draconic month,
and the anomalistic month. Eclipses that are related by the rhythm of a
Saros Cycle share a near identical Sun-Earth-Moon geometry. Each Eclipse
in a particular Saros Series is separated by approximately eighteen years, ten
to eleven days, 7.5 hours, (always around 6,585% days) and there are typi-
cally about seventy-one or seventy-two eclipses in a particular Saros Series.

The Solar Eclipse of July 22, 2009, 02:35 GMT is part of Saros
Series 136. This family of eclipses is also called Saros Series 11S (11 South
using Bernadette Brady’s alternate numbering system) because the eclipse
takes place near the South Node of the Moon. The January 5, 1685 NS (NS
= Gregorian calendar), Hybrid Eclipse is also a part of Saros Series 136, and
this is the eclipse whose influence would have been felt at the time of the
births of both J.S. Bach (March 31, 1685 NS) and George Frideric Handel
(February 23, 1685 NS). Saros Series 136 was born (i.e., when the first eclipse
in this series occurred) on June 14, 1360 OS, 05:47 UT (OS = Julian Calendar).

Bernadette Brady believes that the positions of the planets at the
moment a Saros Series is born symbolically colors the energy of each eclipse
in that particular series. Therefore, to obtain additional information about
the symbolic character of an individual solar eclipse, one would need to
look at the symbolism of the first eclipse in that Saros Series, and then com-
bine the Saros Series symbolism with the position and symbolism of the

individual solar eclipse. Brady interprets this

eclipse from a geocentric point of view, with a 16. The Eagle and The Lark: A Textbook
of Predictive Astrology (Bernadette Brady),

Mars/Pluto conjunction and with Uranus at the pp. 223228, 307,

midpoint of Mercury and Venus.” A midpoint is

. T . Y : for Saros Series 136: “Eclip
the middle position, in ecliptic longitude, between s o Teboms.
two celestial objects along the shortest arc. Old ideas or methods will fail and new
systems are requnred to deal with the

The true positions of the inner planets --v"\"*;

(Mercury, Venus, Mars) in relation to the Sun new ways of hardling the fesues.”
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by your ancestors (such as genetics)—in short, this star symbolized the
theme of your life.

For example, at the location of Ulm, Germany (Albert Einstein’s
place of birth), the last star that rose heliacally before the time of Einstein’s
birth (March 14, 1879 NS) was Deneb Algedi (meaning Tail of the Goat) in
the constellation of Capricorn. This star symbolized the Ancient Law
Giver. The approximate time of Deneb Algedi’s apparent (visual) Heliacal
Rising was March 5, 1879 at 7:08:17 aMm. Also, when Einstein was born on
March 14, Deneb Algedi rose at the same time as the planet Jupiter was
rising. Clearly, the symbolism that this star represents would have been
considered very important for Einstein. Astrologer Bernadette Brady gives
the following astrological interpretation:*

14. Starlight Software: The Heart of Visual
Deneb Algedi—Heliacal Rising Star L e R B

Interpretation: Seeking the legal, physical or metaphysical laws that
govern the world. Trying in some way to use wisdom and knowl-

edge to protect and help people.

Deneb Algedi was rising as Jupiter was rising (orb 01 mins 34 secs)
at the time of Albert Einstein’s birth.

Interpretation: The reformer or expert who paves the way for others.
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The Babylonians made considerable contributions in the area of
lunar studies, in particular eclipse patterns which deal specifically with the
relationship between the orbits of the Sun, Earth and Moon. Because of the
dramatic visual, emotional and psychic effect of a Solar or Lunar eclipse,
these phenomena became strong symbols in the minds of the ancients, and
great effort was expended to determine their patterns. Through long obser-
vation, it was learned that these eclipses occurred in various cycles. The
most well known cycle is called a Saros Cycle, a harmonization of several
Earth-Sun-Moon periodicities: the synodic month, the draconic month,
and the anomalistic month. Eclipses that are related by the rhythm of a
Saros Cycle share a near identical Sun-Earth-Moon geometry. Each Eclipse
in a particular Saros Series is separated by approximately eighteen years, ten
to eleven days, 7.5 hours, (always around 6,585/ days) and there are typi-
cally about seventy-one or seventy-two eclipses in a particular Saros Series.

The Solar Eclipse of July 22, 2009, 02:35 GMT is part of Saros
Series 136. This family of eclipses is also called Saros Series 11S (11 South
using Bernadette Brady’s alternate numbering system) because the eclipse
takes place near the South Node of the Moon. The January 5, 1685 NS (NS
= Gregorian calendar), Hybrid Eclipse is also a part of Saros Series 136, and
this is the eclipse whose influence would have been felt at the time of the
births of both J.S. Bach (March 31, 1685 NS) and George Frideric Handel
(February 23, 1685 NS). Saros Series 136 was born (i.e., when the first eclipse
in this series occurred) on June 14, 1360 OS, 05:47 UT (OS = Julian Calendar).

Bernadette Brady believes that the positions of the planets at the
moment a Saros Series is born symbolically colors the energy of each eclipse
in that particular series. Therefore, to obtain additional information about
the symbolic character of an individual solar eclipse, one would need to
look at the symbolism of the first eclipse in that Saros Series, and then com-
bine the Saros Series symbolism with the position and symbolism of the
individual solar eclipse.!® Brady interprets this

Figure 2. Co-Rising of Jupiter and Deneb Algedi at the time of Albert Einstein’s birth.1>
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15. Ibid. Deneb Algedi is the star in
Capricornus closest to Jupiter in Figure 2.
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eclipse from a geocentric point of view, with a
Mars/Pluto conjunction and with Uranus at the
midpoint of Mercury and Venus.” A midpoint is
the middle position, in ecliptic longitude, between
two celestial objects along the shortest arc.

The true positions of the inner planets
(Mercury, Venus, Mars) in relation to the Sun

43

16. The Eagle and The Lark: A Textbook
of Predictive Astrology (Bernadette Brady),

pp- 223-228, 307.

17. Ibid,, p. 324—Brady’s interpretation
for Saros Series 136: “Eclipses concerned
with the need to make sudden reforms.
Old ideas or methods will fail and new
systems are required to deal with the
events brought by the eclipse. As a conse-
quence the person will need to think of
new ways of handling the issues.”
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are distorted using the geocentric perspective. When using heliocentric
coordinates Mars is not conjunct with Pluto, and Uranus is a little bit
further away from the Mercury/Venus midpoint.

The Sun is at the center of our solar systemy; it is the life-giving
force, the entity that is the cause of the existence of the solar system, and
the main force through which the solar system functions. The ancient
Egyptians understood the importance of the Sun and based their entire
culture around this principle. Therefore, I use esoteric interpretations which
are based on the heliocentric point of view.

The planets that orbit the Sun (actually the Center of Mass of the solar
system, which is always very close to or inside the Sun) appear to have some
effect on the magnetic field of the Sun, solar flare activity, sunspot cycles, etc.
The resulting solar winds that are created in turn affect all of the planets as
they move through the solar system. It has been suggested that these effects
could account for much of what astrologers have traditionally attributed to
more esoteric phenomena. Today’s mysteries are tomorrow’s science.

Looking at the first solar eclipse of Saros Series 136 from a helio-
centric perspective, Jupiter is square Saturn (i.e., at a 90° angle) and Neptune
is opposite Saturn. This places Jupiter at a heliocentric longitude that is very
close to the midpoint of the longitudes of Saturn and Neptune. Here are
some brief interpretations from the book of astrologer Ruth Brummund
(from The Brummund Rulebook), composed of individual keywords that
suggest the symbolism of the individual planets involved:!s

JU=SA/NE (Jupiter at the midpoint e B Ruishook
of Saturn and Neptune) cautious—free of Brummund, English translation
limitations or restraints—empathic—highly R
imaginative—pragmatic—nonphysical—spiritually mature—skeptical—
needs self-discipline (along with a range of other keywords.) Another
interesting configuration is the Uranus and Mercury longitude midpoint
appearing exactly opposite the longitude midpoint between the planets
Neptune and Earth. We could write this as UR/ME=EA/NE.

These interpretations are formed from what are called Planetary
Pictures, which are geometric formations of the planets in space. This is a fur-
ther development of the work of astrologer/astronomer Johannes Kepler,
whose work in harmonics was extended by the astrologer Alfred Witte and
his followers. Ruth Brummund is a part of this lineage.

This keyword technique stems from a divinatory tradition that
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goes back at least 4,000 years to the Babylonian mundane astrological
omen tablets called Enuma Anu Enbil (early second millennium BCE).
This tradition lasted for 2,000 years in Mesopotamia and was also trans-
mitted to India. Another group of texts complied later, called Mul Apin,
demonstrates various techniques for calculating the positions of various
stellar phenomena, including the prediction of solar and lunar eclipses and
the positions of the planets, as well as omens. The Mul. Apin texts suppos-
edly influenced the ancient Greeks.

The major difference between the symbolism today and these
ancient texts is that the ancient Babylonian astrology was, at least in its
early stages, concerned with the country. as a whole, and with the King.
With the development of horoscope or nativity astrology, a means of sym-
bolism was developed that pertained to prognostications relating to indi-
viduals. Horoscope is derived from the Greek word horoskopos or hour
watching (hora = hour, skopos = watching). This referred to the hour and
location of a person’s birth, which is represented by the ascendant (location
of the eastern horizon at the time of birth). This innovation made it possi-
ble to link the positions of celestial phenomena with an individual person.

In geocentric astrology, the ascendant functions as a kind of tonic
that grounds the symbolism as it relates to an individual. The ascendant rep-
resents a person’s outward identity, how they appear to others. The Sun,
however, symbolizes the generator, the true inner identity. In modern
music, the tonic of a key serves a similar function to the ascendant, that of
grounding a group of pitches from a sensorial (outward) point of view,
bringing them into a sonic relationship relative to the tonic pitch. However,
the true inner relationship of the pitches is governed by the generator.

Astrologers who use midpoints sometimes use a 90° dial to facilitate
calculations of 4th harmonic aspects (i.e., 0°, 90°, 180° and 270°). Here are the
positions (rounding to the nearest degree) of Uranus, Mercury, Earth and
Neptune during the Solar Eclipse of June 1360, shown first as they would
appear on a 360° dial, then followed by their positions on a 90° dial:

360° Dial
Mer | = 169°
Nep | = 338°
Ear | = 27°
Ura | = 79°
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Here we can see that on the 360° dial, the midpoint of Uranus/
Mercury (the position of the pointer at 124° or 4° of Leo) is opposite the
midpoint of Earth/Neptune (304° or 4° Aquarius), because 304° - 124° =
180°, which is an opposition.

Next we look at the position of these planets on a 90° dial, where each
of the four 90° quadrants on the 360° circle are mapped onto a 90° circle. In
other words, if a planet is not already at a position between 0° and 90°, then
we keep subtracting 90° from its position until its new position is between 0°
and 90°. Using this method, the new 90° positions for these four planets are:

90° Dial
Mer | = 79° (169° - 90°)
Nep | = 68°(338°-90°-90° - 90°)
Ear | = 1°(271°-90°-90° - 90°)
Ura | = 79°

Using the 90° dial, Uranus/Mercury appear to be conjunct at
79° and Earth/Neptune now have a midpoint of 34.5°, which is a position
opposite 79° on the 90° dial, because 79° - 34° = 45°. Therefore, the 90° dial
allows an astrologer to see quadrature angles more easily. Whereas Uranus
and Mercury were in a 90° relationship when plotted on the 360 dial
(169° - 79° = 90°), they are now seen as being conjunct when plotted on the
90° dial, so their quadrature relationship s very easy to see ata glance:

st -

1 i GMT 2000 ¥

Greenwich

51°N29'000°W00' Ay A o
Heliocentric N -

e

Tropical
0° Anes
True Node

Figure 3. 360° Dial.
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Solar Partial Eclipse
Natal Chart
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Figure 4. 90° Dial.

Musically, the same principle is used in the simplification of function

in the matrix of tones. Taking the chromatic gamut of tones as 360°

Figure 5. Gamut of tones as 360°.

and dividing the tones into four 90° segments

Cl=0°
CH| =30°
D [=60° |
(B =900
[E [ =120°
F | =150°
(B[ = 180°
G | =210°
A | = 240°]
A =270
B’ | = 300°
B | = 330°
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Here we can see that on the 360° dial, the midpoint of Uranus/
Mercury (the position of the pointer at 124° or 4° of Leo) is opposite the
midpoint of Earth/Neptune (304° or 4° Aquarius), because 304° - 124° =
180°, which 1s an opposition.

Next we look at the position of these planets on a 90° dial, where each
of the four 90° quadrants on the 360° circle are mapped onto a 90° circle. In
other words, if a planet is not already at a position between 0° and 90°, then
we keep subtracting 90° from its position until its new position is between 0°
and 90°. Using this method, the new 90° positions for these four planets are:

90° Dial
Mer | = 79° (169° - 90°)
Nep | = 68°(338° - 90° - 90° - 90°)

Ear | = 1°(271°-90° - 90° - 90°)
Ura | = 79°

Using the 90° dial, Uranus/Mercury appear to be conjunct at
79° and Earth/Neptune now have a midpoint of 34.5°, which is a position
opposite 79° on the 90° dial, because 79° - 34° = 45°, Therefore, the 90° dial
allows an astrologer to see quadrature angles more casily. Whereas Uranus
and Mercury were in a 90° relationship when plotted on the 360° dial
(169° - 79° = 90°), they are now seen as being conjunct when plotted on the
90° dial, so their quadrature relationship is very easy to see at a glance:

Solar Partial Eclipse
Natal Chart
June 14, 1968, Sun
5:47 am GMT +0:00
Greeawich
51°N29'000°Woo'
Heliocenuric
‘Tropical

C° Aries
True Node

Figure 3. 360° Dial.
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Figure 4. 90° Dial.

Musically, the same principle is used in the simplification of function
in the matrix of tones. Taking the chromatic gamut of tones as 360°

Figure 5. Gamut of tones as 360°.

and dividing the tones into four 90° segments

C|=0°

CH| =30°
D [ =60 |
B[ = 90°
E |=120°
F | =150°
(B | = 180°
G | =210°
A2 240°)
A= 270°
B’ | = 300°
B |=330°
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we can fold the tones over each other so that each of the 90° segment is
superimposed on the others, to form one 90° segment, which we then treat
as the entire circle (i.e., the 90° dial). For example, all the tones at 0°, 90°, 180°

and 270° would be equivalent in function, the same with the other tones.

C|F|G|B*|=0°

Figure 6. Gamut of tones as 90°.

In this way, we arrive at three relationships: tonic, dominant and
subdominant. Any one of the tones that are in a quadrature relationship is
equivalent in function. If we assign a particular function (tonic, dominant or
subdominant) to the four pitches at one position (either 0°, 30° or 60°), the
remaining two positions would then be the two remaining functions. For
example, if the tones C B G> ¥ were taken to be the tonic function, then
C'E G BP would take on a dominant function, and the subdominant function
would be assigned to the tones D F A’ %, There does exist a subharmonic
world where all functions are inverted and all the movements are in the
opposite direction, but this subject is an entire essay in itself. Suffice it to
say that the principles remain the same as what I describe here. I call these
series of functional relationships (including the harmonic and subharmonic
realms) the musical matrix. I will make more references to the subharmonic
world later in this article.

At the time of the July 22, 2009 solar eclipse, Jupiter and Neptune
were close to being conjunct in longitude (heliocentric perspective) and on
the same side of the Sun that the Earth was on, but around 20° further along
the zodiac. Uranus was an additional 30° from Neptune.

The collective gravitational pull of Jupiter and Neptune, aided by
Uranus, exerted a considerable influence on the location of the solar system
Center of Mass (CM). During the July 22, 2009 solar eclipse CM was near
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the surface of the Sun (1.05 solar radii), and the 360° heliocentric positions
of CM, the jovian planets (Jup, Sat, Ura, Nep), and the Earth were as follows:

Earth | 2993
CM | 3099
Jup | 319.8

Nep | 324.8
Ura | 353.9
Sat | 172.9

So at the time of the solar eclipse, CM was at the longitude mid-
point of Earth and Jupiter. In the diagram below, the circle with the cross
inside of it represents the Earth-Moon system, which is in syzygy with the
Sun, 1.e., lined up as Sun-Moon-Earth.

Sofar Total Lclipse 2209-7-22 )
Natal Chiert r— -2‘ S
July 22, 2009, We R Bt oy
VT -5:0 ¢ s ?‘ >
5 »
5 w L L)
& v v o
No X \y 'y 4 \ ar\
58 “
’m XM wug | \ o)
T 1 \ , 5
‘ g ] ®eyn ‘, or |
\Q / j
\ p .
e\ % ¥/,
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Figure 7. Position of planets during the total solar eclipse of July 22, 2009.

There are many such cycles in Nature. The rhythms get more com-
plex when we look at the multiple interacting cycles. For example, there is
an orbital resonance involving Neptune and Pluto, that results in a 3:2 rela-
tionship. Yet this simple relationship is complicated by the movement of the
other jovian planets, resulting in a dynamic interconnected network. In
many ways, the relationship of musical rhythms and tones functions in a

similar fashion, with the movement and resulting dynamic functional posi-
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tions constantly shifting in relationship to each other.

Another example of resonance is the 5:8 Venus cycle ratio, which
was tracked by the Maya Civilization of Mesoamerica (approximately from
central Mexico south to Nicaragua). The Maya placed great importance

REGARDING THE SONIC SYMBOLISM OF WHEN AND WHERE

at 12 o’clock, and Earth is at 9 o’clock. So, in terms of this representation
of the zodiac, where traditionally planets are seen as moving counter-clock-
wise along a circle,”” Earth would be 90° further along the zodiac than

Jupiter, and moving further away. This is what is called a waxing square.?

on the Venus cycles, which actually reflect the relationship between the
orbits of Earth and Venus. Later in this article, we will show how this

Now imagine breaking the circle at the

19. That is, moving counter-clockwise
when the solar system is viewed from the
perspective of being above the north pole
of the Sun.

position of Jupiter, and straightening it out into
important relationship may have a profound effect on Earth and the rest
of the solar system.

a line. Let the entire length of this line, between
nodes A and B (both of these nodes correspond

20. Regarding waxing and waning phases:
when considering aspects between two
planets, the faster moving planet (ie., the
one with the higher velocity and smaller
orbit) always determines the phase. The
aspect is waxing when the faster planet is
ahead of the slower planet, and moving
towards opposition. The aspect is waning
when the faster planet is behind the slower
planet, and moving towards conjunction.

From our perspective on Earth, in a single 584-day cycle of Earth- to the position of Jupiter), represent a string on
Venus conjunctions Venus goes from being an Evening Star (visible just
after sunset) to a Morning Star (visible just before sunrise). There are five of
these 584-day cycles of Earth-Venus conjunctions in 8 Earth years (584
days x 5 = 2,920 days, and 8 years = 2,922 days) and 13 Venus years. 5:8 is

also the ratio of the minor 6th, when this musical interval is expressed in

a musical instrument whose vibration sounds

the pitch C. In order to raise the pitch of this
string by an interval of a fourth, sounding the
pitch F, the musician presses the string at posi-
tion Al (creating a new node, corresponding to
string lengths, as the ancients would have expressed it. Johannes Kepler
recognized the sesquiquadrate (135°) as being the astrological aspect that is
the equivalent to the 5:8 minor 6th.

A square (or quadrate) is an aspect of 90° (the 360° circle divided by

the position of Earth), effectively shortening the string by one-quarter.
The vibrating portion of the string (the effective length) would then be
three-quarters of the length of the entire string, between nodes A1 and B.

4). Sesqui is a Latin prefix meaning more by half (i.e., one and a half times 1/4 3//\ 4

more). So 90 + 45 (half of 90) is 135°, hence the name sesquiquadrate, which o pe
is also called the sesquisquare. And why would Kepler recognize this aspect 'iA : b
as corresponding to the string length ratio for the 5:8 minor 6th? Because he % ® *

was following the method of the ancient Greek philosopher Claudius
Ptolemy, who believed that the significance of the aspects could be deter-
mined by analogy with the ratios of musical intervals. Ptolemy arrived at

five astrological aspects and related them to musical intervals:

Figure 8. Musical-Astronomical String—nodes A and B.

If we formed the string back into a circle, we can then see Prolemy’s

analogy. The original nodes A/B would now be one point on the circle

representing the position of Jupiter, and new node A1 would represent the

zéspe.ct tion (0°) In[tje r.val f{?tno position of Earth. Jupiter and Earth form the astrological aspect of a wax-
onjunction = nison H . . a . .

Opp]osition (180°) | = Octave 12 ing square. Therefore, the vibrating portion of the string is analogous to an

Square (90°) = Fourth 3:4 angle of 270°, thus the ratio 270:360 = 3:4.

Trine (120°) = Fifth 2:3

Sextile (60°) = Minor Third | 5:6

Lets take as an example the 90° aspect called a waxing square.
Ptolemy used, as a musical ratio, the left-over part of the circle (i.e., 360°
- 90° = 270°) in relation to the entire 360° circle, i.e., 270:360, or 3:4. To
make an analogy to music, suppose that Jupiter is at the top of the circle
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Figure 9. Musical-Astronomical Circle—nodes A and B.

I have not read where Ptolemy or Kepler discuss this, but it would seem to
me that using this analogy, there should be a difference in astrological
and musical quality of the waxing (increasing) versus waning (decreasing)
squares. But this would be a subject for another time. Suffice it to say that,
in this example, it is the positions of Jupiter and Earth in waxing square rela-
tionship that represent the interval of a fourth.

Kepler followed this same method of calculating musical intervals
from aspects. For example, a sesquiquadrate is 135°, which leaves 225° left
over from the circle, and 225:360 = 5:8, an interval of a minor 6th. Kepler is
credited with introducing this aspect to astrology, along with two other new
aspects: the 72” quintile and the 144° biquintile. Using their knowledge of
harmonics, both Ptolemy and Kepler were able to recognize these corre-
spondences. So, in introducing these new aspects to astrology, Kepler used
musical thinking. He wanted to include aspects that would represent the
rest of the imperfect consonances, i.e., 4:5, 3:5 and 5:8. And it is because of
Kepler that these aspects have now become standard in modern astrology,
although most astrologers do not realize the musical origin of these angles:
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Aspect Interval Ratio
Quintile (72°) = Major 3rd | 4:5
Biquintile (114°) = Major 6th | 3:5
Sesquiquadrate (135°) | = Minor 6th | 5:8

Again, sesquiquadrate and sesquisquare are synonymous terms. So
we can see that the subject of harmonics in astrology (divisions of the cir-
cle) and harmonics in music (the science of musical sounds) are related. The
sounds that we call musical are in large part due to their cyclical nature. It
is the consistent cyclical aspect of certain sounds and their movement that
contributes to how we relate to these sounds as music. This is true with the
basic elements of pitch and rhythm as well as the macro elements involved
in composition, both spontaneous and preconceived. When these concepts
are examined closely, it is amazing to see that these simple principles can be
combined in seemingly infinite ways.

As in nature, these complex dances play out on every level, from
the microscopic to the macroscopic, so the knowledge of one particular
kind of cycle, be it musical or astronomical, is only the beginning. It is the
thythm of all of the cycles in nature and in the universe, as they form
dynamic relationships, that produces their exoteric and esoteric influences
upon us. Taken as a whole, the resulting complex of cycles interact to form
a mass of oscillations that initially appear to be chaotic, but in fact are real-
ly a continuous cosmic composition that is being created by Nature. It may
appear spontaneous but, when studied closely, the initiated can discern
order in the apparent chaos, thereby predicting the results of the interac-
tions and their effects on the Earth and life on Earth.

The scientist, astrologer and climatologist Theodor Landscheidt
published research that suggests that there is a scientific basis for astrology.?!
Landscheidt was essentially a modern-day Johannes

21. Sun-Earth-Man: a Mesh of Cosmu

Kepler (himself a modern Claudius Ptolemy, and (Theodor Landscheidr).

so on...) and his work is within that tradition.

Landscheidt suggested that the solar system is in many ways a conscious
self-regulating organism, and that there is a reciprocal relationship where-
by the planets in the solar system have some effect on activity within the
Sun, by exerting gravitational influence on the center of mass of the solar
system (CM, also called the solar system barycenter). He also believed that
some planets have a tidal effect on the Sun, which in turn affects the
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amount and intensity of solar flares, sunspots and other phenomena.
Landscheidt believed that the combined gravitational and tidal influences
of the planets in turn affect the timing, direction and intensity of the mas-
sive solar ejections of ionized particles called solar winds, which bombard
the rest of the solar system (including Earth) and cause various effects.22 The
imagery of solar winds is interesting; the four ot
winds were thought by the ancient Egyptians o

to move the stars, and the winds were also associated with divination.

The Sun and the rest of the planets orbit around (or, in the case of
the sun, oscillate about) CM. But by using the Sun as our reference point,
we can say that CM is changing position in relation to the Sun. Sometimes
CM is above the surface of the Sun, sometimes below, depending on the
configuration of the planets in the solar system. Landscheidt proposed that
when CM is near the surface of the Sun, there appear to be significant dis-
turbances in the Sun’s corona and photosphere. It is possible that the thythm
of these disturbances can be predicted by calculating the positions of CM.2
This can be done by paying special attention to _
the positions of the giant jovian planets (Jupiter, b
Saturn, Uranus, Neptune), which exert the greatest influence on CM, partic-
ularly Jupiter, the most massive planet in the solar system. In fact, except for
the Sun, Jupiter alone is almost 2.5 times as massive as the combined mass of
all other objects of the solar system. As the most massive planet, Jupiter has
the largest influence on the position of CM:

Relative Mass of Jovian Planets
Jupiter | =317.8 Earths
Saturn | =95.152 Earths

Neptune | =17.147 Earths
Uranus | = 14.536 Earths

When Jupiter is on one side of the Sun, and Uranus, Neptune and
Saturn are on the other side of the Sun, then CM is beneath the Sun’s sur-
face, near the center of the Sun (but closer to the side of the Sun that Jupiter
is on). When Jupiter, Uranus, Neptune and Saturn are on the same side of
the Sun then CM is above the Sun’s surface, and at its farthest from the
center of the Sun.

Between 1801 ap through 2600 aD inclusive, CM was the far-
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thest away from the Sun around April 9, 1804, and here we see that the
jovian planets are all on the same side of the Sun and fairly close together in
the same longitude quadrant. This is analogous to a giant balancing act or
cosmic tug-of-war.

So we can see that outer planet configurations are important for
their influence on the position of the center of mass of the solar system. It
is not only important when the outer planets conjunct, but also when they
make other angles of heliocentric longitude (and, to a lesser extent, latitude).
We can particularly notice 3rd harmonic aspects (i.e., 0°, 120° and 240°) and
4th harmonic aspects (i.e., 0°, 90°, 180° and 270°), although others are
important as well. What is involved here is a continuum, with the discreet
points only serving as markers. These aspects function as tools that can be
used to help determine the position of CM, and characterize the meaning of
the planetary configurations.

Although the heteromorphous oscillations of CM—along with the
fluctuations that occur in the structure of the Sun—may at first appear
random, the research of Theodor Landscheidt and others points to a high-
er intelligence at work, a consciousness that is far beyond the limits of
human awareness. In his book entitled Sun-Earth-Man: A Mesh of Cosmic
Oscillations, Landscheidt goes on to present data that supports his more

esoteric claims.?* This information provides a

solid basis for why the ancients would have
noticed some of the effects that have been traditionally delineated through
the art of astrology, based on thousands of years of observation. Though
there are many interacting cycles involved, the results sum to a gestalt that
can be identified and is somewhat measurable.

These same principles are noticeable in other areas: color, the
weather, language and also music. We must never forget that music is really
just a reflection of what it is to be human. Music is also composed of many
interrelated cycles and elements, which we respond to as the total sound of
the music. The more complex the music, the more we hear it as a whole.

I see astrology as a mancy of geometrical shapes in motion, the
symbolism of which is interpreted through numerical representation. Being
that this art was developed through observation of Nature, all ancient civi-
lizations had some form of astrology.

Most present-day versions of astrology are primarily based on the
idea of a zodiac which consists of twelve 30° segments. These segments are
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based on the motion of the Earth’s yearly passage around the Sun, which
together with the tilt of the Earth on its axis relative to the Sun, is the cause
of the seasons. Humans have always identified the seasons using certain
positions of the Earth in its path around the Sun. These points, called
equinoxes and solstices, were recognized many thousands of years ago by
various ancient cultures based on observations of the changes in the lengths
of day and night. An equinox (meaning equal night) is a time in the year
where day and night are the same length, and a solstice (meaming Sun stands
still, the point at which the Sun seems to stand still or stop) 1s a point in the
year where the apparent motion of the Sun seems to stop moving in either
its northerly or southerly direction and reverses itself. There are two
equinoxes and two solstices in a year.

Through observation, the ancients noticed the apparent motion of
the Sun, and the difference in the structure of each of the four cardinal
points (equinoxes and solstices) was documented, along with the intervals
of time that each cardinal point initiated. Symbols were then developed to
represent these four cardinal points and their relationship to the seasons.
This was very important, as humankind’s survival depended on being able
to predict these natural rhythms.

These four positions of the Earth relative to the Sun are called
vernal equinox (VE), summer solstice (SS), autumnal equinox (AE), and
winter solstice (WS). In the western astronomical/astrological system,
each of these four seasons are further divided into three equal segments
creating further divisions of the temporal intervals between the equinoxes
and solstices.

So it is the intervals of time and space between these defined points,
how they related to each other, and the Earth’s movement through them
that gives us our sensation of quality during the cycle of the year. But this
1s a complex relationship as the Sun itself goes through structural changes
that have an effect on Earth, as well as on the rest of the solar system.
Composition is analogous to all the various cyclic relationships that play
out in our solar system. These include the complex Sun-Earth-Moon pat-
terns (lunation cycle, Saros cycles, etc.) as well as the various cycles involv-
ing the other planets (the five 8-year Earth-Venus cycles, various outer
planet cycles, solar system barycenter movements, 11-year sunspot cycles,
etc.) as they all relate to each other.

Many of these cycles are similar to musical interval relationships,
melodic cycles and rhythmic cycles. For example, there is a resonance
between two revolutions of Saturn and five revolutions of Jupiter in a 59-
year period. This 2:5 relationship is an octave of the 4:5 relationship that is
the string length ratio that sounds a major 3rd interval. There are many such
relationships among the planetary cycles, such as the 2:3 resonance of the
orbital periods of Pluto and Neptune within a 494-year period. There are
basically two resonance groups of planets, the inner planets (Mercury,
Venus, Earth, Mars), and the outer planets (Jupiter, Saturn, Uranus, Neptune,
Pluto). There seems to be no strong resonance between Mars and Jupiter.
Most of the inner planets (Earth, Venus, Mercury), together with Jupiter,
appear to have an effect on solar tidal forcing,??

while the outer planets seem to have more of an 26. Orbital Resonance and Solar Cycles

3 5 % A 3 (P. A, Semi) e-book, p. 52.
influence on the position of CM in relation to

27. Apparent Relations Between Solar

Beginning with VE, spring is divided into Aries, Taurus and Gemini. the Sun.?® Activity and Solar Tides Cansed by the

Startin 1 is divi 1 : Q 8 2 L Planets (Ching-Cheh Hung—National

g ‘.’Vlth' S.S, sur'nmer 1s divided into Cancer, Leo and Virgo. From AE, Looking at the relationships of the orbits Aeromastics il apece Ak b
autumn is divided into Libra, Scorpio and Sagittarius. Finally from WS, of the inner planets of the solar system, in order of 3. Landscheidt.

winter 1s divided into Capricorn, Aquarius and Pisces.? their influence on solar tidal forcing, we find sev-

. . . 29. Semi, pp. 2, 7-8, 15-20.
From an exoteric point of view, the eral resonances with musical implications:?
25. These arc the seasons as seen from the

seasons are simply divisions of the year charac- : : : i
perspective of the northern hemisphere. ‘ Earth-Venus: possibly the most important factor for influencing

terized by changes in weather, while in esoteric . . i

dizs thasesf . o] solar tidal forcing. These planets have a 13:8 resonance, that is, five
studies these four seasons are interpreted as twelve astrological signs repre-
senting twelve metaphysical archetypes. Although most people associate
these astrological signs with the stars, they are actually related to the seasons,
which are a result of the Earth’s yearly passage around the Sun, combined

with the tilt of the Earth’s axis relative to the plane of the ecliptic.

conjunctions in 13 Venus years or 8 Earth years.

Mercury-Venus: not a very strong resonance, but appears to have
some impact on solar tidal forcing. There is a weak 23:9 resonance,
fourteen conjunctions in 23 Mercury years or 9 Venus years.
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Mercury-Earth: not a very strong resonance. There is a weak 29:7
resonance, twenty-two conjunctions in 29 Mercury years or 7
Earth years.

Mercury-Mars: There is a weak 39:5 resonance, thirty-four con-
junctions in 39 Mercury years or 5 Mars years.

Venus-Mars: Mars does not appear to have a significant effect on
solar tidal forcing. These planets have a 3:1 resonance, two con-
junctions in 3 Venus years or 1 Mars year.

Earth-Mars: this resonance is also not very strong. These planets
have a weak 15:8 resonance, thirty-seven conjunctions in 79 Earth
years or 42 Mars years (79:42 is 5.5 cents larger than 15:8).

While there is no apparent resonance between Mars and Jupiter,
Earth and Jupiter have a 5:2 resonance, with eleven conjunctions in 12 Earth
years or 1 Jupiter year. A slightly more complicated relationship between
Venus, Earth and Jupiter is discussed below.

Looking at the relationships of the orbits of the major outer plan-
ets of the solar system, in order of their influence on CM, we find several

resonances with musical implications:3% 3!
30. Ibid., pp. 914, 20-21.

Jupiter-Saturn: this is the most impor- 3 Tsiralsaheids:

tant factor for influencing the position

of CM. These planets have a 5:2 resonance, three conjunctions in 5
Jupiter years or 2 Saturn years.

Jupiter-Neptune: the second most important factor for influencing
the position of CM, with a resonance of 14:1, thirteen conjunctions
in 14 Jupiter years or 1 Neptune year.

Jupiter-Uranus: the third most important factor for influencing the
position of CM, with a resonance of 7:1, six conjunctions in 7
Jupiter years or 1 Uranus year.

Saturn-Neptune: the fourth most important factor for influencing
the position of CM, with a resonance of 28:5, thirty-two conjunc-
tions in 28 Saturn years or 5 Neptune years.

Saturn-Uranus: the fifth most important factor for influencing the
position of CM, with a resonance of 20:7 (close to 3:1) thirteen con-
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junctions in 20 Saturn years or 7 Uranus years.

Uranus-Neptune: the sixth most important factor for influencing
the position of CM, a resonance of 51:26 (close to 2:1) with thirteen
conjunctions in 51 Uranus years or 26 Neptune years.

Neptune-Pluto: These planets have a resonance of 3:2, with one
conjunction in 3 Neptune years or 2 Pluto years.

As explained earlier, none of these proportions in Nature are ever
exact, the real relationships are within a certain orb of the precise ratio.
These proportions could be seen as musical intervals and, as is customary
for musicians, all of the ratios can be octave reduced for ready identification:

Inner Planet Resonances

Mer:Ven = 23:9, 424 cents (major 3rd + 38 cents)

Mer:Ear =29:7, 61 cents (less than a semitone)

Mer:Mar = 39:5, 1,156 cents (44 cents less than an octave)

Ven:Ear = 13:8, 840.5 cents, natural minor 6th

Ven:Mar = 3:1, 702 cents, perfect sth

Ear:Mar = 15:8, 1,088 cents (actually its 79:42 which is 1,094 cents)

Outer Planet Resonances

Jup:Sat = 5:2, just major 3rd, 386 cents

uplin &) 7:1 & 14:1, septimal minor 7th, 969 cents
Jup:Nep

Sat:Nep = 28:5, small septimal tritone, 583 cents
Sat:Ura = 20:7, large septimal tritone, 617 cents
Ura:Nep = 51:26, 1,166 cents (one octave = 1,200 cents)
Nep:Plu = 3:2, perfect sth, 702 cents

All of these cycles interact in very mysterious ways, but there are
clear harmonic relationships among the various orbital periods.

The aforementioned Earth-Venus connection appears to be par-
ticularly profound. The opposition of Earth and Venus places the Earth-
Venus Center of Mass (EVCM) near the Sun (where it is nearly stationary
for approximately a two-week period). In fact, during these oppositions
EVCM is closer to the Sun than Mercury. The rhythm of the quadrature
angular relationships (0°, 90°, 180° and 270°) between EVCM and Jupiter
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(which is the same as the angle between Earth and Jupiter, since EVCM
is always on the Earth side of the Sun) appears to approximately match

the rhythm of sunspot cycles (sunspot = 11.4 years, EVCM-Jupiter
quadrature cycles = 11.19 years). The EVCM-Jupiter relationship seems
to have an effect on the intensity and frequency of p-modes, extremely

low-frequency sound waves (i.c., pressure waves) traveling inside the

Sun.*? Mercury-Jupiter quadrature relation-
ships, at the times of Earth-Venus oppositions,
may also play a role in these phenomena.®
These Earth-Venus, Mercury and Jupiter cycles,
together with the absolute positions of these
planets relative to the Sun, may have some
effect on both sunspot cycles and solar flare
intensity.

Also significant is the Jupiter-Saturn
pair, the two most massive planets in the solar
system which together have a very significant
influence on the location of CM (solar system
center of mass).* 3 These two planets have a

32. Semi, pp. 1, 57-61. The frequency of
some of these p-mode waves are more
than 1 millihertz (1 mHz = 1,000th of a
hertz). These are very low sound frequen-
cies, the most powerful measuring around
1 cycle every five minutes, or 1/300 cycles
per second (3.33 mHz). By comparison
the human ear can only hear as low as
approximately 20 Hz (maybe 14 Hz max),
s0 a sound wave that is five minutes long is
about 6,000 times lower than the lower
limit of human hearing. These extremely
low frequency pressure waves ring the
entire Sun like a bell.

33. Ibid,, pp. 53-54.
34, Ibid.
35. Hung, p. 1.

36. Landscheidt
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relationships to each other can have a quality and effect similar to what
occurs during the relationships of planetary cycles. The esoterically inclined
could study the effects of such combinations and apply the appropriate
symbolism, in the same manner as this is done in other esoteric studies. In
this way, it is possible to refine the idea, quality, meaning and possible
effects of rhythms, melodies or harmonic progressions.

In our musical system, it is the intervals and their combinations, as
well as the relationship between pitches and their movement (space and
time relationships), that are partly responsible for giving the sensation of
quality and color. The systemization of the pitch relationships into various
keys and modes could be analogous to the various configurations of plan-
ets in our solar system which astrologers call planetary pictures.

One example of using music with astrology was the work of the
17th century mystic Athanasius Kircher, who developed a method of com-
position using the symbolism of planets related to specific voice-leading. In
a major work entitled Musurgia Universalis (Universal Music) Kircher
described parts of his system, which definitely had an astrological basis.®

The Mancy Of Colors 40. The Harmony of the Spheres: A

Sourcebook of the Pythagorean Tradition

854-year resonance cycle (forty-three conjunc- i Music (Joseclyn, Goduin), pp. 275275

37 Semi, pp- 9-11, 29733 43, 61. “Perhaps the highest language that comes to

tions in 72 Jupiter years and 29 Saturn years) 41. The Great Book of Magical Art, Elindi

Magic and Indian Occultism (L. W. de
Laurence, 1939), p. 571.

38 101y BPeTiiEr 43, 61 man, through Nature, is through geometric sym-

Wthh P OSSIbly 1nﬂuences the entire solar SYStem 39. Personal communication with astrologel' bol and CO]OI’. v —LW de Laur Cl’lCe.41

angular momentum cycle.?® And there are much Simon France.

larger harmonic cycles, such as the twenty- Similar to the symbolism of geometry in motion that we call astrology,

there was developed a symbolism of colors that appears to be drawn from
Nature. Esotericist Thomas Goodwin constantly refers to an ancient Kemetic

one-conjunction Uranus and Neptune cycle that plays out over a 3,602-
year period, after which both planets conjunct in virtually the same area of
the zodiac.?®

system called the Mancy of Colors and it was Tom

42. Thomas Goodwin (personal commu-
nications).

All of these relationships in turn affect the intensity of the solar

that first introduced me to this subject.2
winds emanating from the Sun, and affects all of the planets in the solar

The human species greatest gift is the
system. So there is a reciprocal relationship, a back-and-forth influence

between the planets and the Sun.

The Venus:Mars (3:1) and Neptune:Pluto (3:2) resonances are sim-
ilar to each other, both being close to 3:2. The 12:1 Earth-Jupiter orbital
relationship is also an octave this same 3:2 ratio. Astrologically, there are
similarities in the relationships of all of these planetary pairs.

ability to create and manipulate symbols. Symbolism can also be used to
generate a feeling, sensation or idea of a metaphysical nature. This is done
through colors, figures, numbers, etc., and their motion.

Earlier, I referred to the merging principle as being equivalent to the
concept of modulation, the idea of change from one form or condition into
another. One reason color is an ideal esoteric language is because it repre-
There have always been attempts to use astronomy/astrology and sents the merging principle more accurately. There is typically no absolute

boundary between different shades and colors, and it is partly because of

music as one discipline. Different rhythms that move in cycles with specific

e PP
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this that color is for the most part interpreted by the use of intuition. In
contrast to color, number may primarily be seen from a logical perspective,
and figures may be approached from an intuitive-logic point of view as
well. This does not mean that color cannot be organized and approached
from both an intuitive and logical perspective simultaneously. Never-
theless, color symbolism appears to have been developed in part using
more intuitive approaches.

The use of color symbolism for divination purposes is exceedingly
rare. Psychics who use their third eye to see auras around people are said to
be able to see colors in the different auras.#

Much of this color symbolism is based on the 43. The Human Aura: Astral Colors and
: Thought Forms (Swami Panchadasi, 1912),
human response to Nature. For example, the e-book version, p. 2. (Panchadasi is a pseu-

R . . donym of esoteric writer William Walker
association of the planet Mars with aggression, Akinson.)

war and death may originate in part because of
its reddish color (which is based on the large amount of iron oxide on its
surface). Quite early in history, Mars was associated with iron, the metal
for weapons.

Here is a sampling of the symbolism of color:

Red “represents the physical phase of mentality. That is to say, it
stands for that part of the mental activities which are concerned with
physical life. It is manifested by the vitality of the body, and in other
hues, tints and shades, is manifested by passions, anger, physical cravings,

etc.” Other keywords include: blood, aggres-

44. Panchadasi, p. 8. sion, energy, life-force, vigor, spiritual love

(crimson brilliant rose-color tinged with lilac),
selfish love (crimson tinged with brown), selfless love (crimson rose-red),
fire, devils, physical, masculine, summer, hell, passion, lust, sexuality or
sensuality (lurid, sanguinary red), courage, anger (usually deep red or tinged
with brown—selfish anger), stop, hatred, pain, honor, leadership, sports.* 4
Blue “represents the religious or spiri-
tual phase of mentality. That is to say, it stands 45. Man Visible and Invisible (C.W.
= =i . Leadbeater, 1909), p. 81.
for that part of the mental activities which are ,
L : X n 46. http://en.wikipedia.org/wiki/Red#
concerned with high ideals, altruism, devotion, Symbolism accessed September 9, 2009.
reverence, veneration, etc. It is manifested, in 47. Panchadasi, p. 8.
its various hues, tints and shades, by all forms '
of religious feeling and emotion, high and low [...]™¥ Keywords: water, ice,

cold, sadness, winter, boys, religion (dark clear blue), morality, spirituality,
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i H eova | 48,49 48.  hup://en.wikipedia.org/wiki/Blue#
humility, love of truth, contemplation (indigo). e R

Yellow “represents the intellectual phase e 1, N
of mentality. That is to say, it stands for that part
of the mental activities which are concerned with reasoning, analysis, judg-
ment, logical processes, induction, deduction, synthesis, etc. In its various
hues, tints and shades, it is manifested by the various forms of intellectual
_ activity, high and low [...]1”* Keywords: selfish
O el intellect (dull yellow), higher unselfish Intellect
(brilliant golden or luminous lemon or primrose yellow), pride, ambition,
irritability (orange), analysis, logic, reasoning, deduction, great intellectual
teachers (gold).51:52
Rt p. 1o White “stands for what occultists
Rai-cadbeates, p. 85, know as Pure Spirit, which is a very different
thing from the religious emotion of ‘spirituali-
ty,” and which really is the essence of the All that really is. Pure Spirit is the
positive pole of Being.”%?
Black “stands for the negative pole of
Being—the very negation of Pure Spirit, and

53. Panchadasi, p. 8.
54. Thid.
opposing it in every way.”* Keywords: hatred, Rilelen o
malice, passionate anger.5

Brown: autumn, earth, wood, greed
(dull almost rust brown), industry, materialism,
accumulation of wealth, selfishness. Greenish-brown denotes jealousy.>

Green: nature, life, love, erotic, envy and jealousy (greenish-
brown), trickery/deceit (grey-green), health, charity, altruism, sickness,

healthcare, physician, nurse, spring, growth, environmentalism, nonviolence,

56. Ibid., pp. 81-82.

social justice, sympathy/compassion (pale luminous blue-green), charity,
adaptability/versatility/ingenuity (bright emerald-green), tolerance of

other viewpoints, diplomacy.”-5:5? 57, Thid. o 8
. Ibid,, p. 84.

Grey: deep depression, gloomy, sadden-

58. Panchadasi, p. 11.

ing, fear (livid grey).«° N
s 59. hup://en.wikipedia.org/wiki/Green
When we look at some of the associations accessed September 9, 2009.
of color with zodiac signs, we can see the sym- 60. Leadbeater p. 82.

bolism of each merged into a single system:
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From Westcort” S b Tt Oc Fowr
Aries white RESFLO3R104
Taurus white and yellow
Gemini red
Cancer green and brown
Leo red and green
Virgo black and blue
Libra black or crimson
Scorpio brown
Sagittarius yellow or green
Capricorn black or brown
Aquarius blue
Pisces white

From de Laurence®?
Aries | white and rose-pink
Taurus | red and lemon-yellow
Gemini | red, blue and white
Cancer | green and russet-brown
Leo | red and green
Virgo | gold-yellow and dark-blur
Libra | crimson and blue
Scorpio | golden-brown and indigo
Sagittarius | gold, red and green
Capricorn | dark-brown or grey
Aquarius | blue, pink and green
Pisces | white-pink, emerald-green or indigo

62. de Laurence, p. §71.

The above appears to be a mixing of the symbolism of brown and yellow.
Based on these symbolic descriptions, a more logical association using the
Elements may be:

Fire reddish
Earth brownish
Air yellowish
Water greenish and bluish
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63. The Arkana Dictionary of Astrology,
Planet-Color Correspondences (e st Rl e AL
: 1 3, 64 .
Moon Whlte’ silver or gr ey6 64. Planets, Colors and Metals (Patrice
Sun orange® Guinard), hetp://curafree.fr/22plcome.heml
g accessed September 9, 2009.
Mercury yellow®®
65. de Laurence, p. 566.
Venus bluet’
Mars red*8 ¢ Jbid
Jupiter violet®® 67. Tbid p. 569.
Saturn green, brown and grey”® 68. Ibid,, p. 56s.
Uranus blue-green’! 69. Ibid., p. 571.
Neptune indigo”? 70. Ibid., pp. 568, 571.
73,74
Pluto black 71. Based on actual color of the planet due

to its methane gas, and the colors of
Aquarius, which Uranus rules.

Historically, at the time that most of this
72. de Laurence, p. 571.

symbolism was developed there was a belief that )
. 73. Gettings, pp. 378-379.
red, yellow and blue were the primary colors

(based on pigments and dye) with the secondary

74. Guinard, hup://cura.free.fr/22plcome.
html accessed September g, 2009.

colors being violet, orange, green. In modern color

theory, since the prism experiments of Isaac Newton, the main colors are
recognized to be red, green, blue (additive primaries) and cyan, magenta,
yellow (subtractive primaries). If the ancients had started with the modern
theories then maybe the symbolism of yellow and green would be a little
different, similar to the way astrologers have adjusted their symbolism after
the discovery of Uranus (1781), Neptune (1846), Pluto (1930) and a host of
other planet-like bodies in our solar system:

Historical Primary Color and Complements

red | green

yellow | violet

blue | orange

Modern Primary Colors and Complements

red | cyan

green magenta

blue | yellow

What has been done here with colors is the same as what has been
attempted with planets, signs, midpoint interpretations, eclipse symbolism,
etc., in astrology. The approach is to determine some basic characteristics of
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the main quantized points in the continuum. Then, when the various combi-
nations of the cycles or vibrations manifest, the esoteric artist then intuitively
merges the meanings of each point to regain the feeling of the continuum.

It is also possible to relate colors more directly to music, as
opposed to simply using color as an analogy. The most obvious example
would be the correspondence of color to pitch, chords or keys, similar to
the work of the great esoteric composer Alexander Scriabin. A less obvi-
ous example would be the association of color with movement, specifically
rhythmic, melodic and harmonic movement. This is partly because it is
through the movement of musical passages that musicians typically refer to
the concept of musical color. Sometimes chords are related to color, but
even in these cases this usually involves the movement of the chords in
progressions. Of course there is no such thing as melody and rhythm
without movement.

As in everyday experiences, color is seen to be something of a
modifier, an extension to more concrete forms. This is also true in
music, where color can modify the elements of rhythm, melody, and
harmony. However, color can also have its own internal logic, for
example as presented in color theory, which is based on ideas of color
mixing and combinations.

Our perception of color is based on specific light receptors in our
eyes, therefore color is a phenomena of light. Light is a rather ethereal
phenomena, more easily grasped through the faculty of intuition. There are
vast areas of music that are readily understood using intuition, and in this
sense the marriage of color and music is very important. In particular, color
can aid in the projection of the emotions as this is the mode through which
many people experience the power of color and music. Though a complex
subject, this is certainly a matter well worth investigating.

The Mancy of Sound (Musica Universalis)

“Is it not true that all things flow from one thing, from the goodness of
the One, and that whatever is joined to Unity cannot be diverse, but
rather fructifies by means of the simplicity and adaptability of the One?”
“What is born from Unity? Is it not the ternary? Take note: Unity is
unmixed, the binary is compounded, and the ternary is reduced to the
simplicity of Unity. I, Trithemius, am not of three minds, but persist in
a single integrated mind taking pleasure in the ternary, which gives birth

= » = 3 75
to a marvelous OffSp EInEs —Trithemius 75. Noel L. Brann, pp. 212-220.

66

!
|

REGARDING THE SONIC SYMBOLISM OF WHEN AND WHERE

The Mancy of Sound is related with the ancient

concept of musica universalis,’¢ “an ancient philo- 76. Literally universal music, or music of
! 3 5 the spheres.
sophical concept that regards proportions in the L .
5 5 77. http://en.wikipedia.org/wiki/Musica_
movements of celestial bodies—the Sun, Moon, universalis srcessed SEIRIIEE, 75,

and planets—as a form of musica (Medieval Latin

for music).””” Although musica universalis is not literally audible music, the
approach of creating music using the philosophy and symbolism of musica
universalis has been practiced for thousands of years, analogous to a
dynamic sacred geometry projected through sound.

We have looked at the symbolism or characteristics that were
applied to celestial phenomena in the form of planetary pictures (geometri-
cal formations) and at symbolism applied to color. Since ancient times,
musicians have also applied symbolism to rhythms and groups of pitches.
Plato and other ancient Greek philosophers discussed this in their writings
in the form of the Doctrine of Ethos and even as late as the time of ].S. Bach
musicians still related to symbolism through rhetorical devices and the
Doctrine of Affections. Not so obvious is the role music plays in divination.

The most obvious forms of the foretelling of events using sound is
the example of divination by bird cries and bird song in ancient Rome and
China (Han dynasty). In ancient Rome, augury was used to interpret the
will of the gods by studying the flight directions and patterns of birds
together with the sounds that they made. However, this does not involve
the musical sounds created by humans, which is the subject matter of our
discussion of the mancy of sounds.

Previously I mentioned colors, geometrical figures (shapes) and
numbers in motion. It has been said that the study of music is the study of
number in motion, similar to astronomy being the study of geometry in
motion. There is a progression to these areas of study; all are related and
interact with each other, forming one body of knowledge:

* Study of number (arithmetic)

* Study of shapes (geometry)

¢ Study of light (e.g., color, etc.)

e Study of number in motion (music)

e Study of geometry in motion (astronomy)

These are the exoteric fields of study. But in ancient times there was

always an exoteric counterpart to any exoteric subject:
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* Study of number symbolism (numerology)

® Study of geometric symbolism (geomancy)

* Study of the symbolism of light (mancy of colors, color symbolism)

* Study of the symbolism of number in motion (mancy of sound,
musica universalis)

® Study of the symbolism of shapes in motion (astrology)

The power of musica universalis is that, being holistic in nature, it
contains and gives voice to all of these arts. This is the esoteric form of music
and many master musicians produced some of their greatest works using
this approach.

I need to pause here to explain my understanding of divination.
Although in earlier times divination was definitely used for the purpose of
predicting future events, I believe divination has more to do with timing,
with determining the most favorable and harmonious moment to initiate or
carry out a particular activity. This is somewhat similar to the principles
upon which the discipline known as Feng Shui are built. On an esoteric
level, this has to do with resonance. In my opinion, all of these things are
related. Again, today’s mysteries are tomorrow’s science; much or what we
call esoteric or mysterious is just something that is partially understood.
Since the nature of the universe will always be partially understood by
humans, then there will always be mysteries.

Therefore, my idea of a mancy of sound has less to do with using
music or sound to predict the future, and more to do with timing, using
music to project or create the quality and character of a moment (even a
moment in the future) as well as the reverse, being able to interpret some-
thing of the quality and character of a moment by listening to the music.
This, as well as using music to express ideas and intent is the essence of the
previously mentioned Doctrine of Ethos and Doctrine of Affections.

Generally speaking, you can definitely hear the character of a time
that music was created in. While some may say that this is based solely on the
memory of that time, I would disagree. Even music that is from a time when
I was not actually living carries for me some core essence of that time period.
For sure this music would carry more specific meaning for persons who actu-
ally lived during that time and experienced the vibrations. Nevertheless, we
are all related as a species, and there is some information that carries forth
from generation to generation. The music from previous times, in particular
if preserved by recordings, carries much of the vibratory essence and qual-
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ity of those moments in which it was created, for many reasons.

So why not the reverse, where music projects not only the quality of
the time in which the creator of the music lives, but also qualities of periods
of time in the future? Much of what we call the future is directly related both
to the activities of the present and to the human imagination, which has a
vibratory projection of its own that is very powerful. It may very well be that
the human imagination is structurally a part of some phenomena that we have
little understanding of today. If a musician possesses enough knowledge
about the structure of time, then this idea should not be too far fetched. And
the more specific the study and information that the musician possesses, the
more specific the musical description will be of the particular period of time
that is being sounded. Therefore, it should be possible to create music that
describes the moment of birth of a person that is not yet born, if the musician
knows enough about when that moment will be, the characteristics of the
person in terms of their parents, culture, etc., and the characteristics of the
time that is leading to the moment of birth (a kind of temporal voice-leading).

If this is possible in Nature then it should be attainable for humans,
who are but a part of Nature. Returning to the quote from L. W. de Laurence,
we do our highest work when we recognize our unity with Nature.”
Humankind is a product of Nature, and through-
out our existence the initiated have attempted in
their creations to emulate Nature as much as possible.

I believe that there exists only the present, which has different qual-
ities. What we call the past lives in our memories, even if inaccurate or selec-
tive. What we call the future lives in our imaginations and expectations, even
if unrealized or unrecognized. If we can use the remembered quality of the

78. de Laurence, p. §71.

past to interpret the quality of our sensation of the present, then we can use
a combination of memory and present sensorial experience to tell us some-
thing about the quality of the future. Furthermore, our imagination pos-
sesses its own vibratory power, which helps to realize that which is actual,
while our expectation shapes the quality of what has been realized. But, as
mentioned, the future only lives in our imaginations and expectations, we
never truly experience the future except in our psyche.

Technically, humans have always used motion to negotiate time.
The rhythm of celestial objects was the obvious choice to describe the pas-
sage of time, so the ancients learned to systematize and symbolically tran-
scribe these natural rhythms. These same principles of motion were used as
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a basis for the rhythmic concepts of much of the world’s music, and this is
still true today. Our modern ways of keeping time, clocks and calendars,
although not as complex in terms of negotiating time as interlocking cycles,
are the by-product of the ancient methods of negotiating time. However, in
ancient times these temporal symbols did not only designate the quantity of
time; they also represented the quality of time. This could be accomplished
because their dynamic clocks were the natural movements of objects in the
heavens in relation to Earth. The sheer multitude and complexity of these
cycles and how they related to each other provided an ideal symbolism
which was used to represent the complexities of human existence. From
the ancient point of view, first there is the symbolism of the individual
orbits of the five classical planets, the Moon and

79. Musaios, p. 96—Musaios refers to
“certain patterns of sound frequencies at
certain times”. Here 1 reference natural
rhythms to mean an integrated astrological/
musical approach using spontaneous and
pre-conceived composition. The philoso-
pher’s approach to this area of music almost
always involves working with tonality
through manipulating the structures of
tuning systems. In contrast, the musician’s
approach, for the most part, is to manipu-
late the accepted musical tunings of the
then current era, through actual movements
(ie., rhythms) of melodic and harmonic
structures. Therefore, the ideas behind
placement, duration and combinations of
pitches, as well as what they symbolize,
are important to the musician for the pur-
poses of the practical expression of musical
metaphor. In this respect, the form that the
sonic symbols take are various kinds of
musical motion.

80. “The origins of the tones and music go
far back into antiquity. They are produced
from the measurements of length and
weight; their root is in the Supreme One.
The Supreme One produced the Two
Exemplars (heaven and earth). Two
Exemplars produced yin and yang. Yin and
yang change and transform—one ascends,
the other descends—and coalescing, they
take on shapes. Mixing and blending, they
separate out, only to coalesce again. They
coalesce only to separate out again. This is
called the regularity of heaven....” “Any
torm or body occupies a position; all of
them make 2 sound. Sounds are produced
from harmony. Harmony comes out of
what is fitting. It was by this model of har-
mony and what is fitting that the early
kings composed music; it developed from
this.” —Timing and Rulership in Master
Lii’s Spring and Autumn Annals— Liishi
chungin (James D. Sellmann, 2002), pp.
95-96 (quote from Liishi chungiu com-
plied by Lii Pu-wei’s, c. 239 BCE)

the apparent path of the Sun. Then there were the
various relationships between the planetary cycles
over time.

Today, knowing the true heliocentric
structure of the solar system—along with more
recent technology—we can construct symbols
that impress upon our minds the various geomet-
ric shapes that represent these complex relation-
ships. Similar to the way a beautiful image can
inspire great artistic works, these complex sonic
impressions can, when used in conjunction with
specific natural rbythm principles, function as a
kind of acoustic acupressure to remove blockages
in the psyche that prevent access to the thought
patterns that lead to higher consciousness.”
These blockages are produced by imbalances in
the mind, body and spirit. In ancient China, the
systems of thought in the Qin and Han
Dynasties were based on balance and appropriate
timing; even the origins of music itself were
described in terms of descending from Nature,
through timing and balance.®

We have already seen that the orbits of
Earth and Venus are in a 13:8 resonance, where
the two planets conjunct five times in 13 Venus
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years and 8 Earth years (note the Fibonacci relationship of 5:8:13). We have
also noted that the heliocentric opposition of Earth and Venus places the
Earth-Venus Center of Mass (EVCM) near the Sun, closer to the Sun than
the planet Mercury. The heliocentric conjunction of Earth and Venus places
EVCM at its furthest distance from the Sun, between Earth and Venus, but
closer to Earth. The distance traveled by EVCM between each alternating
configuration of opposition and conjunction is approximately 288° through
the heliocentric zodiac. It is important to note that the zodiac location of
EVCM during each Earth-Venus opposition and conjunction is always in
the same longitude location as Earth, as any syzygy relationship of Earth
and Venus places EVCM on the Earth side of the Sun.

The times when Earth and Venus are not in syzygy relationship
reveal an interesting pattern. If we were to trace the movements of EVCM
and create a mandala of the shape formed by these movements, it would
form a five pedal flower. The following diagrams were created by the

program Ephemerides Viewer.3! These zodiac

81. Ephemerides Viewer (Petr Semi Semerad)
http://semi.gurroa.cz/EphView/ accessed
September 9, 2009.

charts follow the color symbolism of Elements
mentioned above: Fire = reddish, Earth = brown-

ish, Air = yellowish, Water = blue-greenish.

Six of the snapshots trace the movements of EVCM during the
moments of syzygy between Earth and Venus, over a 4-year period (i.e.,
half of the 8-year Earth-Venus cycle), beginning with Figure 10 on July 8,
1904, when Earth is approximately at 16° of the sign of Capricorn (just vis-
ible over the glyph for Capricorn) and in opposition to Venus in Cancer.
Mercury can also be seen in Cancer, on the Venus side of the Sun. Although
Jupiter is not shown at this scale, it is at 16° of Aries, in a 90° relationship to

Earth-Venus syzygy line.#?

junction 4 years later on July 6, 1908, when both
planets are in Capricorn (Earth is again just visible over the glyph for
Capricorn). In both Figure 10 and Figure 15 EVCM is at the same degree
of Capricorn as the Earth, however EVCM is closer to Earth in Figure 15,
during the conjunction of Earth and Venus.

Figure 16 shows the position of these planets 8 years later on July
6, 1912, when Earth and Venus are again at the same locations as in Figure
10 on July 8, 1904.
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COLEMAN

O/ 0B/ 2504 (BTCH

Figure 10. 7/8/1904,

Approximately 9.6 months later, Earth and Venus are in conjunc-
tion, and the trace of the trajectory of EVCM can be seen to lead directly in
between these two planets:

0472771905 (U¥C)

Figure 11. 4/27/1905.
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9.6 months later, Earth and Venus are again in opposition, and the
trace of the trajectory of EVCM again leads in between the two planets, but
closer to the Sun:

I @

G2/18/1906 (UTC)

Figure 12. 2/15/1906.

This process continues for the remainder of the 4-year period, and
the shape of the mandala develops:
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Figure 13. 12/1/1906.
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Figure 14. 9/15/1907. Figure 16. 7/6/1912.

As can be expected of Nature, this five-pedal flower pattern is not

static, but rotates through the zodiac throughout time, giving a kaleido-
scopic expression of colors against the movements of the other planets. This
movement progresses in 72° segments that slowly rotate throughout the
zodiac. The relationship of Jupiter against this Earth-Venus cycle adds

another layer to the rhythm. If these cycles remind you somewhat of music,

’ then you are not alone. Many people have noticed and explored the

. Harmony of the Spheres, and in fact [ believe this is the historical name used
’ to reference the mancy of sound.

“ | T Musically, it is possible to symbolize the geometrical configura-

tions of the planets. For example, we could look at the angular relationship

of Earth-Venus oppositions to the planet Jupiter. There are multple per-

spectives from which we can look at this, each point of view yielding dif-

02/0671908 18:27:41 A12P12 (UTC)
ferent insights. If we make an analogy to the solar system, taking the Sun as

Figure 15. 7/6/1908. : the center and Jupiter as the main counterweight, then symbolically the

interval of a perfect fifth would best represent these two bodies, the most

Skipping ahead, here is what the complete EVCM pattern would massive objects in the solar system. By association, the function of the gen-

look like approximately eight years after our starting opposition. The peri- erator is represented by the Sun, and Jupiter is symbolized by the dominant.

‘ od of time is 7/8/1904 to 7/6/1912: I use the term generator in the same sense as it is used by composer

83. A Theory of Harmony (Ernst Levy,

‘ and theorist Ernst Levy, as the tone that generates
the tonal system.?* Levy’s concept is astrological in 1985), p. I5.
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that it is based on laws of tonal gravity that function very similar to univer-
sal or absolute gravity, in the solar system and elsewhere in the Universe, in
addition to containing qualitative symbolism. This is a concept of gravity
where objects with mass are being attracted to one another from all sides, as
opposed to the terrestrial perspective of gravity viewed as being generated
from the ground. T will explain using a bit of the musical logic:

In terms of function, we start with a melodic realization of this
concept, where we have three tones in a tonic (C), dominant (C!) and sub-

dominant (B) relationship (the genesis of the functions in our musical matrix)

Figure 17. Tonic-Subdominant-Dominant.

which can then be extended harmonically using the interval of the sth, the
foundation of tonality:

Figure 18. Tonic-Subdominant-Dominant.

Here, the G functionally replaces the C¥ as the dominant, and the
E, as subdominant, replaces the B. The result is the tone C generating an
upward and downward fifth. We could say that the G and F are orbiting the
generator C. Following the ancient example, we then place positive and
negative harmonic means between the generator and the two sths to arrive
at two major triads of differing polarity. If we think of the pitch C as the
Sun, then the triads are generated outward from the C as follows:

N>

Figure 19. Tonic Triads extended.
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Levy calls this point of view absolute conception—as opposed to
telluric adaptation, the terrestrial perspective that most musicians have
e learned.® But there is more involved here
functionally that also simulates astronomical
gravity. These two triads are not only symmetrical, but both triads gravita-
tionally attract each other. The absolute point of view of tonal gravity must
. be ‘studi'ed to ful‘ly understand .this.ss The C
major triad functions as the dominant to the F
minor triad, which is really a negative C major triad. Likewise, the F minor
triad functions as negative dominant to the C major triad. The result is a
pendulum effect around the generator C. Both triads of course have the
same structure, but are generated in two different directions, positive
(harmonic) and negative (subharmonic). Throughout the history of music,
composers—spontaneous and otherwise—have long had knowledge of

this approach.

Obviously, in terms of structure this is a symmetrical point of view,
but this concept is symmetrical in function as well, and it is extendable to
the entire tonal system. First we can extend to positive (harmonic series
generated upwards) and negative (subharmonic series generated downwards)

dominant 7th chords, approximating partials 1, 5, 3 and 7:

Figure 20. Dominant 7th chords extended.

which now gives us two other functions, the major third and the natural or
dominant seventh (natural not in terms of accidental, but in terms of its
approximate 7:4 frequency relationship to C. In this example we have two
dominant seventh chords generated upward and downward from C. The
result is C7 on the top and negative C7, more commonly called Fminé, on
the bottom (the root of the bottom chord is F, not D).

Previously, I stated that Ptolemy and Kepler associated the opposi-
tion aspect (180°) with the octave. Although this may be in some ways
geometrically accurate, and geometry was the strength of Ptolemy and
Kepler, intuitively and in terms of musical function I find this correspon-
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dence troubling. Functionally, the octave does not exhibit the same qualities
as the opposition. The feeling I get from the octave is virtually identical to
the unison. However, with the interval of a tritone there is some feeling of
opposition, yet still a strong relationship in terms of function.

This third and seventh are of course in a tritone relationship, mak-
ing them ideal to symbolize our opposition of Earth and Venus, relative to
the Sun (generator) and Jupiter (counterbalance or dominant). Astrologically,
it is the planet Jupiter® that most represents the
energy of the aspect called a trine (120° angle),
which according to Ptolemy is equal to the

86. Some astrologers also say Venus repre-
sents the energy of the trine.

musical interval of a perfect fifth (see the above section on astrology):

b o

Figure 21. Dominant 7th chord tritones extended.

It will take a little imagination to visualize this entire dynamic
gamut from a 3-dimensional perspective, with the Sun-Jupiter combination
as the main stabilizing force in our musical solar system, while seeing the
various configurations of pitches as orbiting in relation to the Sun. But with
the aid of various configurations of pitches representing the quadrature
angles, entire constellations of dynamic pitch relationships—in the form of
pitch collections, triads, tetrachords modes, scales, extended chords, etc.—
can orbit around any one particular generator (keep in mind that the Sun
and Jupiter are also in motion around an invisible solar system barycenter).

Continuing with our analogy, imagine that the Sun-Jupiter line
represents the tonic tonality C:G that we are progressing to. And the faster
moving planets, in this case Earth and Venus when in opposition to each
other, symbolize the tritones of the dominants that are progressing to this
tonic tonality (with Earth functioning as the 3rd, Venus functioning as the
7th and the generator of the dominant chord functioning as the Earth-
Venus Center of Mass, or EVCM).

From the perspective of observing from above the Sun’s north pole,
the planets are moving counterclockwise through the zodiac, and the pitch-

es are moving upward through the zodiac, with C=Aries, CF=Taurus,

78

87. Levy, p. 15§

REGARDING THE SONIC SYMBOLISM OF WHEN AND WHERE

D=Gemini, etc. This is what T call the physiological (physical or outer)
direction. In this direction, the cycle of dominants progresses as descending

sths (same as descending semitones):
Sun = C and Jupiter =G

D:Ab (Ear-Ven) = waxing square of Ear and Jup. This is based on
BP:D:AP being the dominant and C:G being the tonic, EVCM=B".

E%B (Ear-Ven) = opposition of Ear and Jup. This is based on CHE'B
being the dominant and C:G being the tonic, EVCM=C,

G*D (Ear-Ven) = waning square of Ear and Jup. This is based on
E:G*D being the dominant and C:G being the tonic, EVCM=E.

B:F (Ear-Ven) = conjunction of Ear and Jup. This is based on G:B:F
being the dominant and C:G being the tonic, EVCM=G.

When the dominant chord is G7 (progressing to C:G), the associa-
tions are EVCM=G, Ear=B, Ven=F. So the conjunction is between the gen-
erator EVCM and Jupiter. When the dominant is C¥7 (progressing to C:G)
then EVCM=C}, Ear=F, Ven=B, so Jup=G is in opposition to EVCM=CF.
EVCM=BP is ahead of Jup=G in the zodiac (waxing square, approaching
opposition), and EVCM=E is behind Jup=G in the zodiac (waning
square—approaching conjunction). Of course the Sun and Jupiter can be in
any of the twelve positions in the zodiac, and EVCM:Ear:Ven will have the
same functions with the same relative relationships.

Since there is no up and down in space, we could look at this entire
configuration from the point of view of a different polarity, from the per-
spective of observing from beneath the south pole of the Sun. We don’t have
to maintain a northern hemisphere bias in space, we are thinking from the
absolute position.’” From this perspective, the
planets move clockwise through the zodiac, and
the pitches are moving downward through the zodiac, with C=Ares,
B=Taurus, B’=Gemini, etc. This is what I call the psychological (psyche or
inner) direction. In this direction, the cycle of dominants progresses as

ascending sths (same as ascending semitones):
Sun = G and Jupiter =C

Ab:D (Ear-Ven) = conjunction of Ear and Jup. This 1s based on
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C:Ak:D being the dominant and G:C being the tonic, EVCM=C,

F:B (Ear-Ven) = waxing square of Ear and Jup. This is based on
A:F:B being the dominant and C:G being the tonic, EVCM=A.

D:G* (Ear-Ven) = opposition of Ear and Jup. This is based on
F:D:G# being the dominant and C:G being the tonic, EVCM=F*.

ChF (Ear-Ven) = waning square of Ear and Jup. This is based on
Eh:ChF being the dominant and C:G being the tonic, EVCM=EP.

The phase of the aspect, waxing or waning, is always expressed in
terms of the relationship of EVCM to Jupiter. Remember EVCM is always
on the Earth side of the Sun when Earth and Venus are in Syzygy.

I do not mean to imply that these are the only configurations that
exert great influence over our musical solar system, they are by far not all of
the effective configurations. The majority of Earth-Venus oppositions are
not in quadrature relationship with Jupiter. There can be anywhere from
three to six Earth-Venus oppositions which are not in quadrature relation-
ship with Jupiter, between every occurrence of Earth-Venus oppositions
which are square or conjunct Jupiter. A musician must also diligently study
these situations, as this is where the merging principle comes into play, and
various non-standard configurations occur which, though unidentified, still
represent powerful functions.

This is all based on the heliocentric model of the solar system.
With this concept, Jupiter is always in a sth

88. Most astrolagers utilize a geocentric

relationship to the Sun, and in this system the )

Sun has no sign. It is the Earth that is in a sign.

When Jupiter is in Aries and conjunct Earth, then the Earth is also in Aries.
The geocentric point of view is an illusion, as it represents the situation as
seen from Earth.,

Likewise, it could be said that our geocentric (i.e., telluric adapta-
tion) musical point of view is an illusion. The absolute conception in music
is the equivalent of the heliocentric reality in astronomy. As with most
astrologers, who are still caught up in the geocentric perspective and refuse
to change, so too have many musicians (but not all) been unable to recog-
nize the absolute conception, the musical equivalent of the heliocentric
viewpoint.

Going further, we can view an extended version of the dominant
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seventh chords, by viewing tempered approximations of partials 1, 5, 3, 7,
9,11, 13 and 15 (i.e., reordered harmonic series—odd partials)
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Figure 22. Harmonic Series in 3rds (odd partials).

and the negative dominant chords (reordered tempered subharmonic series

—odd partials)
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Figure 23. Subharmonic Series in 3rds (odd partials).

and finally the entire constellation of pitches together:
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Figure 24. Harmonic and Subharmonic Series in 3rds (odd partials).

Partials 9, 11, 13 and 15 are what the composer Hindemith referred
to as the Holy Region. These partials are themselves dominant constella-
tions of an opposite polarity to the primary dominant, represented by
partials 1, 5, 3 and 7. Olivier Messiaen called these partials resonances, and
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referred to the general subject as natural harmony, analogous to natural
rhythms, which was also explored by Messiaen. He learned these and other
harmonic techniques from three of his teachers, Jean Gallon, Noel Gallon
and Marcel Dupré. Most of the great creative musicians have created their
own terminology for this area of music, as developing your own point of
view is one of the by-products of creativity and self-examination.

The pitches are colored red and blue to complete the symbolism, as
red represents the physiological and physical and blue the psychological
and spiritual, as we saw in the previous section on the mancy of colors.
Symbolism for characteristics and attributes could be developed for tonal
configurations in much the same way as has traditionally been done in
astrology. I will speak more on this later in this section.

Another musical model could be based on gravity forces in the
solar system. For example, one of the main instruments for measuring the
pressure waves that move inside the sun (p-modes) is SOHO (SOlar and
Heliospheric Observatory), which is a spacecraft located near the L-1
Lagrange point, a point of balance about 1.5 million kilometers towards the
Sun from Earth, where a small body could theoretically remain stationary
relative to the Sun and Earth. There are five of these points relative to any
two large bodies orbiting bodies, so in effect there are many of these loca-
tions throughout the solar system.

One possible analogy to the musical matrix is the Interplanetary
Transport Network (ITN), which is “a collection of gravitationally deter-
mined pathways through the solar system that require very little energy for
an object to follow. The ITN makes particular use of Lagrange points as
locations where trajectories through space can be redirected using little or
no energy. These points have the peculiar property of allowing objects to
orbit around them, despite the absence of any material object therein.”®
The nodes of the musical matrix function sim-

3 : ; : 89. Wikipedia http://en.wikipedia.org/
ilar to Lagrangian points, in that these are pre- wiki/Interplanctary_Transport_Network

5 s . : accessed September 9, 2009.
asely the points where the change of direction

1s more easily accomplished. An analogy could be made to the ITN, where-
by a player could engage in musical travel (melodic or rhythmic) from one
location to another using very little energy (i.e., less tension). In musical
terms I call these Invisible Paths, through which one can easily slip from
one tonal location to another. The tonal locations functioning as loci of
balanced energy are the nodes, through which melodies and harmonies
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can more smoothly slide in different directions. A musician therefore
could study both the general structure of the pathways, possible paths
that can be taken, and the objects that are responsible for forming the
pathways.

For example, dominant and subdominant trajectories function as the
possible calculated pathways that can be traveled, with rhythmic cycles
fulfilling a similar function. What is less obvious is that the melodies and
rhythms could correlate to the actual choices made during travel, negotiating
between the objects whose mass is responsible for the creation of the path-
ways. As mentioned, the Lagrange points are balanced areas of equilibrium,
nodes where changes in direction can be made with minimum energy.
Therefore, what is required as our musical analog is that there is balance
between whatever two objects we assign as corresponding to pairs of bodies in
space, and then define possible equilibrium positions relative to these bodies.

The two pairs of tritone nodes could also represent these Lagrange
points. In this case, the tritones are not bodies such as planets; these tritones
symbolize points orbiting in balanced sync with the planets. As we are
concerned with negotiating pathways, our focus is on rhythm and melody.

The Lagrange points are not completely stable, as they are acted on
by centripetal and centrifugal forces. There are many ways to formulate
musical correspondences to the ITN:

1. The tonic of the main dominant corresponds to the centripetal
force, the other tonic a tritone away being symbolic of the cen-
trifugal force.

2. The positive dominants represent the centripetal force while the
negative dominants symbolize the centrifugal force.

3. The positive and negative dominants correspond to the cen-
tripetal force. The positive and negative subdominants symbol-

ize the centrifugal force.

Different logics may serve different symbolic purposes. Like Nature,
there need not be one static approach. The concept that has most perplexed
modern man’s attempt to understand the approach of the ancients was the
circular thinking, the multiplicity of approaches that were used in perfect
harmony with each other.

The Lagrange points could represent the positive and negative
harmonic means between the tones C:G:C ascending (E—Bl’) and G:C:G

83




COLEMAN

descending (B>-A) respectively. This idea is based on the musical gravity of
the two objects C and G. Depending on how they are functioning, their
respective gravitation attraction are not equal.

In this concept, the Lagrangian points are the equilibrium points
within the constellation of dominants. They are the points where a musician
could either pivot within a path (using a minimal amount of energy), or
continue on and be pulled in the direction of a particular musical mass.
Using musical correspondence number 3 above, a pull in the dominant
direction means being attracted by the gravitation pull of tonics (centripetal
motion). Escape velocity is required to move in the centrifugal direction,
and this requires more energy, and musical cunning.

The results of these movements are similar to the result achieved by
Nature, a kaleidoscopic assortment of energy, color, and polarity that
influences the movement of the passions of the soul. This arrangement of
colors and moods is reflected in music, from simple to more complex pro-
gressions, all determined by the needs and purposes of the musician. Here
is a very simple extemporization based on the last four measures of the song
Cherokee, where the descending tritone pairs E-Bb and FP-A are presented
in alternate opposition containments:

Cmin7 F7 Bbmaj7

T

5 = i T =5 ==t

Figure 25. Cherokee last four measures.

I will present a few more complex examples below. I would like to
state that, though this example is simple and may be familiar to many in the
form of another concept, what I am discussing here is not about playing on
top of a particular chord. Although there is clearly some overlap between
these approaches, the concept discussed here is about the pathway that will
lead gravitationally to the desired destination.

What makes the above example simple is that it does not take full
advantage of the quadrature relationships. Coltrane’s composition Giant
Steps is a perfect example of these kind of pathways, only because in its orig-
inal form it already contains alternate dominant-tonic pathways. The orig-
inal opening progression is as follows:
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Bmaj7 D7 Gmaj7 BY7 Ebmaj7

This is basically composed of alternating static and dynamic struc-
tures, respectively. Functionally, if we remove the quadrature angles, this pro-
gression is the same as a descending cycle of sths (or descending semitones)

Bmaj7 B7 Emaj7 E7 Amaj7
Bmaj7 B7 Bbmaj7 B7 Amaj7

where the A/D¥ and D/GH tritones (2nd and 4th chords) have the function of
the Lagrange points, and act as pivot points for the changes in direction.
However, in the same locations, C/Ff and F/B—which are at quadrature angles
to the previous tritones—would have functioned in essentially the same way:

Bmaj7 Aminé Emaj7 Dminé Amaj7
Bmaj7 FPminé BPmaj7 Dminé Amaj7

There are many variations. For example, we could extend the num-
ber of Lagrange points while still serving the same functions, but traveling
along very different paths (e.g., colors) that lead to the same destination:

Bmaj7 Amin6 Gminé Bminé EPmaj7
Abmin6 Cminé Eminé Bmin6 EPmaj7

And this is just assuming that we keep the harmonic rthythm the
same, and of course the timing can be changed as well. Here we can use the
analogy of weaving to symbolize this process. Weaving, in ancient Egyptian
culture, was symbolic of the act of creation. The Egyptian neter Neit sym-
bolizes, among other things, the creative function of weaving, e.g., the
drawing together the spiritual essence and instinctual functions (while the
Memphite neter Khnum, the divine potter, apportions and allocates
instincts to physical forms of life). The weaving deity Neit also symbolizes
the idea of weft and warp, the invisible Matrix of the world (analogous to
the musical matrix). Even the name Neit means to weave or to knit. There
is also symbolism relating to the weaving of the cocoon, which symbolizes
rebirth, regeneration and spiritual transformation. In many West African
cultures weaving was symbolic of the act of creation; this was true among
the Dogon, for example. There have been many connections made between
the ancient Egyptian and Dogon cultures, both in terms of symbolism and
in terms of the speculated migration routes of the people of ancient Egypt

after that culture’s dissolution.
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Moving on to the temporal realm, for many years I have been work-
ing with musical expressions of what can be called natural rhythms, where I |
not only imagine dynamic rhythmic structures that in many ways imitate the
motion of our solar system, but also attempt to emulate the symbolic ener-
gies associated with these structures. Here is a graphic representation, recre-
ated by computer programmer/musician Takahiko Suzuki, of a composition
of mine called Wheel of Nature.® The graphic

represents the rhythms and rhythmic time span 90. Suzuki's work was inspired by a graphic
. R . . K created by Benoit Black and programmed
relationships in my composition, which are by Frangois Reme, which in turn was also
. . . inspired by and represents the composi-
symbolized as objects orbiting counterclock- tion Wheel of Nature.

wise around a shared barycenter. The graphics

below are frozen shots of the animation that Takahiko programmed. Each
graphic represents the moment in the cycle where the bass is returning to its
original position, called a return in astrology.

The red objects on the red inner circle represent the movement of the
bass, the green orbit and objects represent the clave, while the blue and white
orbits represent the path of the bass drum and snare drum hits respectively.
The resulting charts of sixteen rotations are symmetrically related in pairs.
Each one of these configurations is a static symbol, each an orb in a dynamic
process, representing the movements just before and after the frozen moment

represented by each symbol. Even though there is a lot of time between each

rotation, these symbols represent what all symbols of movement represent,
discrete increments that represent states within a continuum:

Figure 26. Wheel of Nature—Rotation 1. Figure 27. Wheel of Nature—Rotation 9.

Figure 32. Wheel of Nature—Rotaton 4. Figure 33. Wheel of Nature—Rotation 12.
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Figure 38. Wheel of Nature—Rotation 7.

Figure 39. Wheel of Nature—Rotation 15.

88

REGARDING THE SONIC SYMBOLISM OF WHEN AND WHERE

\e_e'/

Figure 40. Wheel of Nature—Rotation 8.

Figure 41. Wheel of Nature—Rotation 16.

While it is possible to analyze the rhythmic sentences in a manner
similar to that developed by Ghanaian scholar Willie Anku,”" it is also

possible to interpret the symbolic form of these
figures in a similar approach as is utilized with
astrology, geomancy, numerology and other div-
inatory practices.”? This could be done through
the use of correlative thought, by corresponding
the configuration of the musical structures with
philosophical principles, and associating the
musical geometry with the laws of nature.

The art of corresponding moving geome-
try with philosophical ideas is well established
within the discipline of astrology. Those who
study these arcane matters describe in symbolism

91. Structural Set Analysis of African Music:
1-Adowa, 2-Bawa. (Willie Anku-Legon
Ghana).

92. These figures have somewhat of a
geomantic appearance. Geomancy is a
divinatory system that uses markings on
the ground of patterns of soil, rocks, sand,
lines or figures. Both Ifa (West Africa) and
the I Ching (China) are forms of geoman-
cy. Numerology is an esoteric system based
on the occult study of numbers, their mean-
ings and their influence on human affairs;
it is frequently used in divination. The
general principle is that symbolized in the
numerical value of a thing’s name can be
found an idea related to that name’s essence
or essential force.

the character of geometric angles, based upon the division of the circle. In

general terms, the circle divided by 2, 4 or 8, produces angles of 45°, 90,
135°, 180°, 225°, 270° and 315°, representing a kind of stress or tension. The
division of the circle by 3 or 6 produces angles of 60°, 120°, 240° and 300°

(not including the 180° opposition), symbolizing more of an equilibrium

that implies a flow of energy with a minimum of resistance.

Though we identify cyclic relationships of
planets using the aspects formed during their
orbital periods, the truth is that most of the time
these relationships are in a state of becoming, a

constant state of applying and separating.®> The
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93, When the distance between two plan-
ets in aspect is narrowing towards an exact
aspect, the aspect is said to be an applying
aspect. When the distance between two
planets in aspect is widening away from
the exact, it 1s said to be a separating aspect.
hup://www.djay.com/astrol/ap_12.html
accessed September 9, 2009.
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harmonic state is mostly an ideal in our minds,
and in any case the exact harmonic state is the
briefest of moments. If music is to be a reflection
of the methods used by Nature, it should spend
the vast majority of its time in this dynamic state
of becoming, in various degrees of what could be
called tension, with only brief references to 7.9
Still, it is through quantizing that the human
mind most quickly comes to terms with Nature.
So, it may be instructive to start with fixed posi-
tions and angles as yardsticks or landmarks, in
order to keep one’s bearings.

Most modern notation is based on a
linear concept; this is the approach of the dom-
inant cultures today. Therefore, it is much easier
for people trained from this perspective to grasp
the circular diagrams above if they are notated
in a linear fashion. Since the harmonic relation-
ship of the clave and the bass is 1:2 (clave = 1,

94. This is related to the concept of seeking,
the idea that Nature is constantly seeking
conditions of equilibrium. However, this
is a fluid principle, as once a state of equi-
librium has been reached it is immediately
counterbalanced by other conditions, caus-
ing the seeking to begin anew. This is a
constant process which can be observed
everywhere in nature, including in the
motions of the planets in the solar system.
This was also a concept used in music
where, theoretically, imperfect intervals
and rhythms were thought to seek perfect
intervals and rhythms. In practice, I believe
that the music of J.S. Bach, John Coltrane
and others in part attempted to reflect
Nature, in the sense that the seeking process
is continually renewed, therefore producing
what appears to be varying degrees of ten-
sion referencing moments equilibrium.

95. The bass cycle is shorter than the clave,
so I think of the two bass repetitions as being
one cycle. In other words, the bass and clave
together are one rhythm, the length of which
is equal to the length of the clave.

96. The keywords listed after rhythmic
patterns A through H, are paraphrased
from Full-Phase Book (Michael Erlewine),
e-book, pp. 40-60.

bass = 2), I will only describe the relationship of the clave to the drums.”
The clave of Wheel of Nature could be notated as follows:%

”Z X X X X X

el

The drums would then be notated (X = bass drum, x = snare, “=” = start

of the cycle, every symbol written is one tick on the time scale, including “=”):

ll: = X x x _ X_ X _x Xxx _ X

X X _

If we combine the cycles of the clave and the drums, then we
get the following patterns, when notated using the linear approach:

l:x - _ _x_ _x_ _ _x__x___x_:l=clave
l:_ _ _ _=2Xxx_X_ _ X_x_ _ _d = drums A
(conjunction—0°—seed impulse or new start)

e Xxx_X___ _X__X_ _=Xxx:l=drumsB
(Waxing semisquare—45°—overcome resistance)
||:_X_____X_x____Xxx_X__:“=drumsC

(waxing square—90°—initial manifestation)
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e X _ _X__=2Xxx_X____X_:dl =drumsD
(waxing sesquiquadrate—135°—adjustment)

lex - _Xxx_X____X__X__:l=drumsE
(opposition—180°—full experience)

l:2Xxx_X___ _X_x____Xxx:ll =drumsF
(waning sesquiquadrate—225°—facilitate, adapting)

I _ X __X__X__=zXxx_X__:dl=drumsG

(waning square—270°—objectivity, beyond manifestation, metaphysical)

X _x_ _ _ _Xxx_X____

X _:l = drums H

(waning semisquare—315°—preparation for closure)

f: X =X xx_X_ X_ x _ il = drums A

(conjunction, same as top, but with the second beat sounding)

When considering rhythmic cycles, the shorter cycle always deter-
mines the phase of the angle. The angle is waxing when the shorter cycle is
ahead of the longer cycle, and moving towards opposition. The angle is
waning when the shorter cycle is behind the longer cycle, and moving
towards conjunction. Because of the rhythms involved, it 1s difficult to tell
when one cycle is ahead of another, so it is best to think of waxing as grow-
ing and moving towards opposition. Then waning means shrinking and
moving towards conjunction.”’

In Wheel of Nature it is the clave, in rela-
tion to the drums, that determines the nature of the angle. One way of know-

97. See note 20.

ing that you are coming to the opposition is that the two short hits of the
clave (the hits separated only by one tick) hit together with the bass drum
then the snare drum (just before you come into opposition). This point is a
kind of resolution, a point where balance is temporarily achieved through
rhythmic voice-leading. Similar to tonal harmony, rhythmic harmony
occurs around the points of simplest proportions, e.g., 1:1, 2:1, etc. In this
case, the moments near the conjunction and opposition are the most har-
monious, with the square angles being the next harmonious relationships.
Other than conjunction and opposition, the angles listed above
(square, semisquare, sesquiquadrate) are called 8th harmonic aspects (the
circle divided by 8), and these angles represent a series of rhythmic mid-
points. The opposition is the midpoint between two conjunctions; the

square is a midpoint between the conjunction and the opposition; the semi-
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square is a midpoint between the conjunction and the square; and the
sesquiquadrate is a midpoint between the square and the opposition. It is all
about balance, a principle that is innate to Nature. The 8th harmonic aspects
symbolize some kind of challenge, tension and action, while the 6th har-
monic aspects (sextiles and trines) symbolize physical growth, harmonious
flow of energy and rest.

If you stare at Figures 26 through 41 long enough, using them in
the way one would use yantras, you will see patterns emerge, symmetries
that can be used to balance and focus the mental faculties (thought, memo-
ry, perception, imagination, consciousness, intuition, emotion, etc.).
Rhythms that cycle at different time spans have a quality that is similar to
what occurs during the relationships of planetary cycles. It is even possible
to construct a thythm that has the illusion of moving faster at certain points
of its cycle, similar to the eccentric orbit of Pluto. The esoterically inclined
could study the effects of such combinations and apply symbolism much in
the way that astrologers have done. The main difference between the musi-
cal realization and the astrological perspective is the temporal spans
involved. With astrology, these aspects have an effect over time period of
hours, days, months and even years; with rhythms, however, the effect is
measured in minutes and hours. This is similar to the difference in the vibra-
tions of pitches over periods of time measured in seconds versus rhythmic
cycles measured in minutes.

In the development of the art of astrology, the practice of associat-
ing effects with geometric configurations was developed from centuries of
experience and observation, primarily based on the memory of which
events occurred during particular celestial formations. This knowledge was
recorded and passed down to future generations, who then added their own
empirical observations. Even if the actual physical cause of characteristics—
correlated with a certain celestial formation—was not known, it was accept-
ed that there was a connection, and usually the actual cause was attributed
to the intervention of a supernatural being or god. Humans still do this in
current times.

For example, Johannes Kepler, in disagreement with his contempo-
rary Galileo, knew from observations that there was a connection between
the phases of the Moon and the tides on Earth, even though the explanation
of the cause had to wait until the theories of Isaac Newton. We even do this
intuitively; we learn the feeling of when there is about to be a bad storm just
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by looking at the configurations of clouds, feeling the wind and humidity,
and in ancient times watching the reactions of animals. We know that a
storm is coming because of the many times an actual storm followed simi-
lar combinations of conditions. This intuition is based on the memory of
the experience.

For centuries, humans have paid homage to Nature by creating in
Nature’s image and according to what is perceived to be the laws of Nature.
Many use the ancient maxim “as above, so below” to illustrate the connect-
edness between principles governing the cosmic world and the natural
world (on Earth), otherwise known as the macrocosm and microcosm,
respectively. However, care must be taken with these analogies, for even
though the same universal principles may be at work, a different attitude
is required to approach the various realms. Therefore, in the spirit of Sokar,
we need to adjust our orientation when making correspondences between
the laws of Nature and the laws of humans.

This is the meaning behind the second part of
the maxim “as above, so below, yet after another
manner.””

Musicians can use this same approach
to transcribe the quality and characteristic of time
into music. This is not something that you just
create out of thin aig, it is also based on experi-
ences, the memory of the events and effects
that occurred during particular arrangements of
dynamic pitch and rhythm configurations. This

98. According to Peter Tompkins and
Livio Stecchini, in Old Kingdom Egypt,
Sokar was the god of orientation; see Secrets
of the Great Pyramid (Peter Tompkins with
appendix by Livio Stecchini), pp. 181, 297.

99. The Astrology of Local Space (Michael
Erlewine), e-book, pp. 71-73. Also, in a
personal communication Erlewine stressed
to me the importance of the second half
of this phrase “yet after another manner,”
in his description of the different perspec-
tives that were necessary in consideration
of the various astrological coordinate sys-
tems, or as he referred to them; wheels
within wheels.

knowledge is also recorded and passed down to future generations, who
then add their own observations based on their experiences. Like Kepler,
we may not always know the reasons why some configurations and move-
ments have the effect that they do, but lack of specific knowledge should
not prevent us from using the information, although we should always
strive to learn more about the mechanics of our craft. Everyday we use
machines whose mechanics we have little knowledge of.

In the section on astrology there was a description of a tonal
system that has some analogies to the solar system. Also discussed was the
importance of syzygy and quadrature relationships among the planets,
which lead to a demonstration of the 90° dial and its relationship to the
musical matrix. Earlier in the present section we discussed the musical and
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symbolic significance of quadrature relationships in regards to melody, har-
mony and rhythm, giving some examples as well.'® It is clear that these
angles appear to hold some cosmic significance

(effects on the Sun, and the resultant influence on 100, Among the topics discussed were

Earth-Venus oppositions and conjunc-
tions in quadrature relationships with
Jupiter (their effect on solar tidal forcing
and also some analogies to music), the
Interplanetary Transport Network, Coltrane’s
Giant Steps, and the composition Wheel
of Nature.

the solar system and on human affairs), and they
also appear to affect humans psychically and
emotionally. This may be because natural princi-

ples of dynamic symmetry may produce very

> 101. These non-physical phenomena include
as yet undiscovered types of energy, feel-
ings, thoughts, behavior, metaphysical
phenomena, etc.

strong effects on organic and inorganic matter, as
well as on a variety of non-physical phenomena,
about which we know very little.!®!

Regarding the musical transcription of temporal characteristics,
similar dynamic symmetry techniques could be utilized to derive melodic,
harmonic and rhythmic formations that, by analogy, could function in com-
parable ways. These tonal configurations tend to function in ways that not
only color music, but also produce psychic effects and changes in perspec-
tive that can be disorienting:
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Figure 42. Musical Psychic Effect 1.

The Moon orbits the Earth while other moons orbit other planets,
as these planets orbit the Sun. So it is with melody, where we can have tones
orbit other tones, which then can be seen to orbit in groups around pivotal
pitch collections. The balance of melodies (melodic symmetry, contrary and
oblique motion, etc.) has been practiced for centuries in music, and was dis-
cussed in ancient times. It is basically theory derived from the proximity of
tones to others, the movement of tones, and how pitches are perceived to
attract and repel each other in a local environment, that is, local in pitch
space and local in time. In this sense, melodies can also be seen from the per-
spective of absolute tonal gravity, analogous to how the solar system works.
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It is mostly a matter of the musician being able to shift perspective to imag-
ine these points of views (the Sokar principle):

.
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Figure 43. Musical Psychic Effect 2.

Again, it is not necessary to experience this in physical form, no
more than we have direct experience of Jupiter orbiting the Sun. It was
through deduction that humans arrived at the heliocentric point of view of
our solar system, confirmed by subsequent experiments. We can do the

] same with music; the melodic expression can be some combination of the
exact balancing of the melodic tones (i.e., exact melodic symmetry) and an
approximate balancing of tones (e.g., following Nature’s method of using
elliptical orbits). Here we show this technique using rhythm changes in B>

as our template:
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kA Figure 44. Effect 3 on Rhythm Changes.
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The accidentals are intentional, giving a clue for those interested to
decode the Invisible Paths. The astronomical concept that we could use as
an analogy is that of the ITN (Interplanetary Transport Network). With
spontaneous composition, there is a certain amount of calculation done
beforehand, and a certain amount that is spontaneous. We need to internal-
ize fundamental functions if we want to increase the percentage of sponta-
neous creations. The development of our memory of shapes, sounds and
touch is extremely helpful towards accomplishing this.

Memory is important for musicians. The major types of memory
are visual (relating to the sense of sight), aundile (relating to the sense of
sound), motile (mental imagery relating to moving and motion)—along
with the lesser used gustatory (relating to the sense of taste), olfactory (relat-
ing to the sense of smell) and tactile (related to the sense of touch). To these
physical senses I would add the memory of emotional and spiritual impres-
sions. Developing and refining the senses and memory aids a spontaneous
composer in expressing a particular quality of a moment.

Conclusion

Much of human activity has been devoted to the concept of balance. The
ancient Egyptians saw the neter Ma’at as representing the principle of bal-
ance, which they equated with truth, order, law, morality and justice. Their
entire civilization was based on the principles of timing, placement and
being in balance with Nature. The concept of balance was also of vital
importance for the civilization of the ancient Chinese, who saw the universe
as consisting of forces of dynamic equilibrium called yin and yang, comple-
mentary opposites that exist inside of a larger whole. For example, the prin-
ciples behind acupuncture are designed to bring the body’s energy into a
state of balance between yin and yang,

Balance, placement and timing are also very important for music,
being fundamental to the temporal and tuning systems of world cultures.
Rhythmic, melodic and harmonic concepts are born out of these ideas,
examples being the development of the rhythmic and melodic modes, coun-
terpoint and the concept of the triad. For example, dual and triple qualities
act as counterpoise to each other in music, and this is also reflected in
ancient myths, religions and philosophies. Various symbolic languages have
been created to express these forces of dynamic equilibrium.

In this article, I have given examples of various approaches to using
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music as a symbolic language to communicate ideas of a metaphysical
nature, particularly by the use of analogy to the laws of Nature. However,
there is more to this than the symbolic representation of qualities of space
and time, through the use of sound, shapes, color and their movements. A
musician can slowly develop another kind of sensibility that allows for see-
ing things from different perspectives. Better yet, when a musician can alone
(without the aid of a band) physically express the harmonic relationships of
tones and movement (rthythm) that were previously beyond reach, there is
a certain kind of joy in the way the internal passions move as a result of the
changing relationships. I believe that when you learn something new, a
reordering goes on inside the psyche, new neurons are generated and new
neural pathways are constructed within the mind in unfamiliar configura-
tions that somehow reflect the relationships being internalized. The result is
that, slowly, you become a different person. And it is possible that listeners
who are psychically, intellectually, emotionally or spiritually in proximity
to the same vibrations may also have something of a revelatory experience.
I have experienced this time and again, and I know others who have as well.
In fact, it was listening to the music of past masters that led me in this direc-
tion in the first place.

In ancient Greece there were three styles of rhythmic composition,
and three styles of melodic composition that balanced each other: contract-
ing (“through which we move the painful passions™), expanding (“through
which we awaken the spirit”) and soothing (“through which we bring

the soul round to quietude”).!? The use of

102. Strunk, Treitler, p. 65 (Aristides) and these styles gave the composition in question
P 45 (Cleonides).

its characteristic ethos.'® This was the basic
approach used in many other ancient societies.
This reminds me of a conversation that I had
with saxophonist Sonny Rollins. He told me that there are only two types
of music, that which expands consciousness and that which contracts it.
Sonny also said that much of what a person hears everyday acts to contract,
but that he wants to be a part of that tradition that performs music that
expands consciousness.'® This statement elo-

104. Ii 1 ica- .
ﬁomsz_"fo’;g_ol 1 (ornong pImmI quently sums up the entire paper.

Many thanks to Patricia Magalhaes for the invaluable help in proofreading and editing this essay. However
unclear my presentation appears, it would have been a lot worse without Patricia’s help!
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CHAPTER

4

WHEN I SAW KOSUGI GET INTO A
LARGE DUFFLE-BAG WITH HIS GUITAR

ALVIN CURRAN

When I saw Kosugi get into a large duffle-bag with his guitar, have himself
zipped up and start his rolling across the floor of John Phetteplace’s living
room, overlooking Hadrian’s magnificent Pantheon in the heart of old-
Rome, I thought, who is this meschuganah Houdini, this Zen Dadaist, this
Fluxus Troubadour. In truth, I really don’t remember what I thought
because in the late 1960s all this avantguard behavior of going-nowhere in
snail-like pathological concentration, was not only new to me, but as
attractive and beguiling as it was distressing. Is this the new music-theater?
The future weather of music composition? Who needs it? What am I get-
ting into? Will he come out alive? Today, I ask only: how close can you
get to the sound you make, how intimately fused? In performance, how
invisible can your body and instrument become? And how long can you
fly like this, unseen?

Kosugi rolled a tempo d’avanguardia slowly, unevenly and inex-
orably for some thirty esoteric minutes until the 21' path between the
spectators ended. All we heard was a muffled succession of shwooshes,
vroomps, thumps, plinks, crunches and rhetorical chance-induced silences,
made by his small body in contact with the guitar casing, strings and his
body bag of ritual performance-art. The floor, the clothes, the bag, the body,
the guitar, the air, the space, the audience, all suffocatingly enclosed, all
rolling in the dark, all sounding. Kosugi kidnapped us, zipped us all in there
with him, blind, cramped, aleatoric, meschugah, claustrophobic, sounding.
Who dared stand apart objectively, and simply watch wait and listen unruffled?
We were not only a transfigured part of the artist’s mimetic act, but our-
selves bag-people, turning over in the preposterous fetal action with him.
Where he went, we went, what he unintentionally plucked, we plucked...
Admittedly, nothing new in Absurdity; but where does the theatrical ritual,
Art’s big ego, and all the mumbo-jumbo end and the transcendence begin?
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when does ecstasy kick in? When do we leave for Ain Sof?

Christian Wolff had already intuited it: take some sticks, take some
stones; just as the Aborigines have done for millennia, incorporate these
humble instruments into your life, your soul, divine your “song-lines” with
them, chant with them, move, dance, step into time, step out of time, nod
to cue another player to imitate, ignore, follow, or simply play nothing,
maybe a long tone; hold your breath, hyperventilate, walk through walls,
disappear. My first memory of Stones was a ’60s performance by Cornelius
Cardew and friends at the old Roundhouse in London; exquisite simplicity
focused on these utterly ubiquitous humble rocks found on any unexploit-
ed surface of our planet. Volcanic vomit, geodes, crystals, compressed
sea-life, prehistoric animal behavior, lithophones, bang, scratch, tap, slug,
rub smash pound stones. Rzewski’s glass plate (in the shape of a piano),
contact-amplified, screeched with plastic scratchers, buzzed with a sex-
vibrator, drummed with the fingers like a dumbeg, struck with soft mallets,
comes from the same Instrumentarium. Annea Lockwood heaved old TV
monitors in the midst of her divine glass installation in London’s Middle
Earth, later she took whole rivers and re-tuned them, renamed them in
sound. Robert Ashley came from Dust, got up and howled like a wolf with
shades on; Joan Jonas took a mirror and viewed every part of her naked
body in silence as she moved adagio in quasi dance stasis in a Borromini
Chapel; Meredith Monk enchanted us with nina-nanas sung over the edge
of her tuned brandy-glass. Lucier sat in a room (wall to wall carpeted) and
captured its resonant breath; Maryanne Amacher magically moved the
sound of the room around your head, making you look behind you to find
the hidden speakers—there weren’t any. Joan La Barbara sang in seemless
looped circles while breathing in as well as out. Teitelbaum went straight
into the brain without surgery to extract its tricky Alpha waves; Pauline O
went into caves or resonant abandoned wells and got people to sing the
space, play the space, become the space. Chiari, when tired of standing still
before a piano keyboard, let gravity determine when he would fall on it.
Cage went straight to the hothouse and made the amplified cactus plant his
orchestra. Diamanda, wielding steak knives, spit menstrual blood into the
public’s face through two mics. MEV attempted to liberate whole audiences
by inviting them into the music—de facto making them the music; police
and fire departments were often called in.

These were no mean times, those cambrian *70s, they were experi-
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mental. Nothing was downloadable, it was already there—you just had to
find it. So everyone was searching for every imaginable audible vibration,
every concept and sounding object; everyone it seemed was poised for a dis-
covery, nay, a reconfirmation, that any sounding experience can be a simple
means of transport out of our commonly shared reality. Any musician
worth their chord-changes knows this anyway. This is essentially what all
music is, a universal system of transport, which in special conditions enables
both the players and the listeners to momentarily disappear—step out of
quantifiable time and space, simply by becoming the sound they are mak-
ing and hearing, sharing,

Once during a student occupation of the National Theater Academy
in Rome, I asked 150 students to lie on the floor, and start to quietly gurgle
their vocal cords on the lowest possible frequencies. This ended ninety min-
utes later with all of them wailing, howling, singing a spontaneous Living
Theatre Oratorio no one could have foreseen; the whole room seemed to
levitate in an amalgam of renaissance architecture, walls of sound, ceilings
of robed muses, floor dirt, unclassified mold, human breath, saliva and
carefree student sweat.

These sonic fireballs were common in MEV music where the
primitive means of amplification and the raw ground beef of oscillator gas,
screaming reed mash, thwanging bedspring booms rocking the pavements
in the lowest Hz cellars, made the art of spontaneous collective music-mak-
ing, the art of becoming music itself. True, the symphonists, as the Tibetan
monks, and the Inuit throat-singers and Uighur Shamans and the Coltranes,
do this too, but they are a coordinated body agreeing expectedly to play a
known and more or less repeatable “score.” Free improy, through willful
mutual trust, hyper-attentive listening and an informal belief in street-
magic, is the collective creation and realization of a “score” in real time—
a fusion of multiple minds and bodies into something no one, yet, has
adequately been able to describe. In the early MEV times, states were
arrived at that can not be found on any maps.

It is no wonder, that after food and water, music can be the most
important life sustaining substance, intangible as it is. And if I understand
mysticism and its universal potential for social unity and material transcen-
dence (primarily through sound, I'd say), all of these tales contain some-
thing of the mystic, the inexplicable, numinous, unknowable. Music—some
kind of socially purposeful resonating of objects and people, is the one
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human activity which provides (without any guarantee) that by becoming
sound we can and do momentarily disappear into an un-nameable space of
ecstatic potential.

Is it after all a big leap if we sail from Hildegard von Bingen’s fiery
monophonies to Beethoven’s late string quartets and piano sonatas, Scriabin,
Busoni, Sorabji, Sousa to Webern, Ellington, Billie Holiday, Pranath,
Thelonius, Coltrane, Cecil, La Monte Young, Branca, Braxton, Riley, Partch,
Palestine, Evan Parker, Messaien, Zorn, Carter, Um Kalsum, Xenakis, Ligeti,
the Dagar Brothers, Gubaidulina, Amacher, the Mevlevi, Jonathan Harvey,
Ustvolskaia, Karlheinz, Scelsi, Nono, and Feldman?... what links them but
for their singular concentration of sonic energy and their means to construct,
focus and release it. And while they may appear here as just a few names
dropped out of my own hat, they’ve all given me repeated free rides out
space and time. But the mystical experience is not just limited to these
well known artists and their inimitable diverse musics—many of whom
consciously, willfully inhabit these “altered states” obsessed with artistic
fervor, spiritual imaginings and verifiable magnetism. It can happen just
walking down the street, driving a car, having an orgasm, dreaming.

There is no question in my mind that as professional musicians, we
fill a societal role not unlike that of dedicated spiritual and religious leaders.
While the latter—using only the spoken or sung word—may guide their
listeners to predictably desired places, the musicians guide their listeners
through pure sound of any making, aimed at reaching remarkable but
unpredictable states of extreme well being, and they do this clearly without
any sermons, hype or guarantees of any kind. This is the real musical gift
and gift of music and the only area where the adjective “free” applies—the
trip is always free.

Music inspired by the order or disorder of the cosmos or other nat-
ural phenomena is evident in anthropological studies... mimesis of this kind
can be found particularly in the music of western composers such as Holst,
Scriabin, Hovahness, Rudhyar, Messaien, Stockhausen, Scelsi, Oliveros,
Evangelisti; but the real mysticism in our music lies much less in these par-
allels of structural simulacra or in awesome events than in the ordinary
experience of human musical perception, where inexplicable sequences and
combination of tones, densities, timbres and durations can simply and
momentarily melt away the physical sense of being and leave us for a

moment egoless in ecstatic nakedness.
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Since 1945, as in all post cataclysmic times, we have been living—
musically speaking—an extended period of mourning and extraordinary
reconstruction. The world then, as we westerners knew it, was broken...the
landscape one of endless death, destruction and rubble. Young musicians
like Varese, Cage, Babbitt, Berio, Boulez, Maderna, Nono, Goevaerts,
Xenakis, Ligeti, Stockhausen, Carter, Nancarrow, Partch—all honorable
anti-fascists, set themselves the immense task of cleaning up and putting
some artistic order and meaning back into the horror-filled streets. Their
music assumed the massive psychophysical task of renewal; it let go of
Beethoven the father, and grasped on to the revolutionary hands of
Schoenberg and Webern. But even in its muscular determination, expressed
often in violent fits of clustered fragmentation and hurled canisters of aton-
al madness, the music of these new young lions always let rays of transcen-
dent lyricism break through the intentional disorder—exuding warmth,
security and humanity; but these musics with their fresh 12-tone warran-
tees, imagined themselves momentarily to be like pure science, beyond the
fuzziness of human emotion, intuition and spiritual longing. Their basic
message remained largely free of religion and sentimentality and humor; it
focused relentlessly on the “never again” mantra, and through years of
inspired musical destabilization led to a persuasive musical order—a new
common practice and universal second language.

My generation, born in America, was in fact musically schooled in
this Gesang der Junglinge Gulag and Second Viennese Concentration camp
(ie. forced retrograded inverted permutation marches). Here we made
“rational” music from second-hand bails of barbed wire and buckets of
shards that got dumped willy-nilly on the graves of Bach and Beethoven—
without really knowing anything about where this all came from. We were
in fact all pretending to be mathematicians posing as composers dropping
names like Boole, Bernoulli and Fibonacci to give us street-creds. But by the
end of the 1960s many of us turned in our 12-tone Union Cards for plates
of comforting C major sushi-downtown-style. The minimalist bombshell
together with the improv’s maximal-liberation theology opened an unan-
nounced breach into the already volatile contemporary music world, chal-
lenging the entire Eurocentric construct.

My own music was born speaking all of the above languages at
once from Dixie to Xenakis, Braxton to Terry and La Monte, the Shtetl to
the Kitchen. Like a plant with multiple grafts on one stalk—a common
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contemporary species of the mid-’60s, it felt at home in all the
Meteorological quadrants N/S/E/W of our planet and in all time-zones
especially those unmeasurable by science. Mine was a generation of
overnight-utopian-practitioners who imagined they could re-invent the
wheels on their VW buses. Spirituality—with a capital S, was in; gurus
were in every store-front. Everything was “natural, ” and from Granola to
gamelans, didgeridoos to the Doors, yoghurt to yurts, all alleged to be free
tickets to an ecstatic experience.

My own work, whether simple monophonies, or wailing-walls of
contrapuntal voices, or solo piano works knitted in sequence for six hours,
or even harbors full of hocketing ship horns, never consciously solicits the
mystical, but knows intuitively it’s out there, and that in certain “atmos-
pheric” conditions anything audible may combine to produce the disori-
enting but pleasurable sensations of not having a body or a mind that
responds to you and your name, and without an identity—no papers—you
momentarily step out of time into another space; If this is not mystical, it is
indeed very mysterious phenomena.

While I personally have no key or even license to produce these
states at will, such occurrences are understandably among my most trea-
sured artistic memories; they might even explain why human beings, who
by definition are musical animals, may appear in forms of flesh and blood

and pure sound simultaneously.
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CHAPTER

5

THE MUSICIAN MYTH
AND THE FAILED QUEST

FRANK DENYER

Imagining new emotional/aesthetic territories for music and attempting to bring
them into existence makes the musician susceptible to very particular, occa-
sionally life threatening occupational hazards. It is these that I will attempt
to explore in what follows.

It is obvious that music can provide a door to imaginative and
emotional spheres to which there are no more direct routes. At the simplest
level, music can be a special stimulus for the recovery of distant personal
memories and can thereby bring the dead back to a sort of ephemeral life,
as we can see from even a casual glance at the part music plays in the lives
of individuals, or as it appears in poetry and literature. And yet its efficacy
is not limited to memories of a personal past, for it seems equally effective
at conjuring up collective pasts as well. We can all testify to music’s uncan-
ny ability to articulate the essence of a specific time and place, providing an
insight that is different from any gleaned through the written word or
visual representations. Furthermore, music can face the other way too, and
like Mephistopheles bring us potent intimations of futures towards which
we are aitracted or repelled by our deepest unformulated instincts—worlds
yet to come.

From here it is but one small step to those stranger inner worlds of
poetry and the imagination that present limitless horizons where aesthetic
and moral imperatives are part of an always fluid potential, and where
qualities such as insight, dedication, enlightenment, grace, conscience, com-
mitment and sacrifice may be intimated, even demanded, but where they
nevertheless remain permeable. For here there are no inherent divisions
separating past or remote worlds from our most personal and present
desires; nothing that divides our immediate and pressing social concerns

from more abstract constructs; or the vaguest intimations of poetry from
the practical real world; or control from chaos; or even the need to protect
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an inviolable inner sanctuary of ascetic purity from a celebration of the
abundant cornucopia of the natural world. In this arena all are continually
forming and dissolving. Nothing is fixed. It is a place of constant metamor-
phoses where anything can in a moment become its opposite, a sea of
limitless potential. In the Mahabharata, this primal state is shown as an epic
tug of war between gods and demons in an ocean of milk. The hidden
conflict beneath the ocean’s surface is the power that churns the milk and
produces the nectar of immortality, and ultimately all the blessings of civil-
isation including language and music. Saraswati, the specific goddess of
music and self- knowledge, is a river, whose inherent nature is similarly
fluid, and like music, an endlessly flowing source of fertility and growth.

Not surprisingly, therefore, the most frequently found symbols
associated with music are intermediaries between this “other” fluid state
and our dry one, creatures that are at home in two or more different phys-
ical environments. Water birds for example, like ducks, geese, or herons,
have strong musical associations in many cultures and it is therefore natur-
al that swans should embody the Greek Muses, as well as being depicted in
India at the feet of Saraswati. Amphibian reptiles like snakes, with their
ease of transit through both earth and water, are similarly ubiquitous. We
might cite the carved snakes that are usually crawling all over Balinese and
Javanese gamelans, or the European serpent, or the nagas of India, the latter
imagined as giant serpents beneath the sea guarding a secret treasure and
known for their special musical skills.

All such creatures can be seen as helpful guides through whom
musicians gain their knowledge of other realms. As musical instruments
they become their means of transport. One amphibious reptile, the turtle,
through death and resurrection, became the original lyre according to the
Egyptian/Greek story. The Indonesian kagapi may be a zither but its name
and form proclaim it to be a crocodile. True amphibians like frogs and
salamanders, marine mammals like dolphins, fabulous creatures like the
dragon (e.g. Japanese koto) and the phoenix (e.g. Chinese shéng, Japanese
sho) easily fulfill similar symbolic roles. Demi-gods who are not too dis-
tant from our world can also appear as intermediaries, and therefore they
too are known to be the supreme musicians. Yakshas, gandharvas, the
muses, the choirs of angels around god’s throne, angels with harps, angels
with trumpets, even certain bodhisattvas fall into this category, each reveal-
ing another facet of the essential but hidden nature of music itself.
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The human musician becomes the fulcrum for such journeys, a
mediator who by definition must be on the brink, poised precariously “in
between.” The critical fault line may be caused by the passing of time, cre-
ating its ever changing definitions of past and present, the living and the
dead; or it may be between gods and humankind. Both are subsumed by the
most important of all, which is the continuous renegotiation of the bound-
ary between the known and the unknown. All such boundaries are points
of exquisite instability and psychic danger, essentially not quite here and not
quite there, in the margins, on the strand, at the door, immanent.

In folklore travellers at such junctures require special protection,
perhaps a sacred image like the crucifix placed at crossroads in Catholic
parts of Europe. Those that would be mediators between worlds, like
priests or musicians, often find it necessary to wear special clothes or vest-
ments, effective in separating their activities from the mundane world
trapped by time and place; or they wear a magic ring, carry a lucky talis-
man, or perform within a clearly demarcated and dedicated precinct, not
quite in the real world. Despite such precautions musicians are still often
destroyed by the very place they seek to inhabit, the place that is the key
to their efficacy.

Therefore, Orpheus was sometimes portrayed as a crucified Christ-
like figure unifying the powers of the cosmos by the power of harmony, but
he was also a figure ultimately torn apart by the forces he had himself
unleashed (the Furies).

The popular romantic portrayal of the musician as a glamorous
maverick lurking on the fringes of society but always curiously transient,
peripatetic, the perennial rebel, reflects some of the elements outlined so
far. However, it is only a partial image, surviving numerous retellings as it
is adapted and updated to fit contemporary lives. Artists sometimes col-
lude in this but the inherent glamour of such stories masks the reality.
Anxiety, loneliness, disease or even mental instability and premature death
are frequent concomitants that can hardly be said to represent a fun
lifestyle choice.

At the fault lines “between categories,” it is easy to confuse past and
present, the living and the remembered, the concrete and the immaterial,
This is an activity that requires an expanded arena and cannot readily flour-
ish within too narrow a view of human sentience. In the rational world

precise definitions are necessary to keep things apart so that discrimination
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can be cultivated.

The Japanese folk story of Hoichi, a blind Heike biwa player, out-
lines this situation with absolute precision. It was collected at the end of the
19th century by Lafcadio Hearn and published by him in 1904.1 The story
was memorably filmed by Masaki Kobayas.hi as Mo A
part of his 1964 portmanteau feature, Kwaidan, Studies of Strange Things, Tokyo, Charles
which has the added bonus of an astonishing i Com_P b 19°j" e ‘m‘m -
sound track by Toru Takemitsu £ Kot Wi, Bl

Like all Heike biwa players, Hoichi
recites the history of the conflict between the Heike and Taira clans but is
particularly famed for his re-telling of the battle of Dan-no-ura which took
place in 1185. One hot summer night, while practising his biwa on the
porch of the remote Buddhist temple where he lives, Hoichi is approached
by the awesome figure of a samurai. (The story does not suggest that
Hoichi’s playing is responsible for summoning the samurai but in light of
later events we might well suspect it.) The samurai orders the blind musi-
cian to follow him into the night in order to give a performance for certain
aristocratic nobles who are visiting the area. Being blind he is unable to
understand where he is being taken but eventually he finds himself before
an élite gathering, and on a formal platform he recites his tale. However,
what he believes to be a group of courtiers are in reality the ghosts of the
historical figures from the musical epic he is presenting, and he is not seat-
ed at court but amongst their tombstones in a deserted cemetery.* The per-

i t night. ) _
formance continues on the subsequent nig Y o i

| i 1 esides over by van Gulik p. 157 (see footnote 6):

e s it Pl‘l es.t e i "Xnother evenirl:g when Hsi K’ang was

the temple where Hoichi lives gradually comes playing his lute, there suddenly appeared a
. man more than ten feet tall, clad in black

to know of these l’llghtly performances and cloth and leather belt. When Hsi K’ang
: Qe had given him a good look, he extinguished

realises the immanent danger for the musician. s R, Sayiiae T sl e weamie 0

emulate the light of a goblin.”

He says to Hoichi:

Your wonderful skill in music has indeed brought you into strange trou-
ble... All that you have been imagining was illusion—except the calling of
the dead. By once obeying them, you have placed yourself in their power.
If you obey again, after what has occurred, they will tear you in pieces. But

they would have destroyed you, sooner or later, in any event.

As a magic protection the priest instructs that Hoichi’s whole body
be covered with the text of the Heart Sutra (Pragria-Paramiti-Hrdaya-
S#tra) which will make him invisible to the dead. Tragically his ears, that
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most significant part of any musician’s body, are completely overlooked, so
when the ghostly samurai next appears, all he can see of the musician are
these two unprotected ears and his biwa. He rips off Hoichi’s ears to take
with him in order to show to his lord that he has dutifully fulfilled his task
as far as he was able. In conclusion the narrator informs us Hoichi survived
this tale and it made him famous.

Obviously the desire to act as a mediatrix demands knowledge.
From a carefully chosen position or demarcated precinct the musician
focuses on that other world into whose dark waters his hook has already
been deliberately dropped. Fishing provides a useful musical metaphor, and
not surprisingly in folklore and mythology the two are strangely interlinked.
Not merely fishing and music, but fishing (or influencing water creatures)
through music. Both require unusual degrees of patience and perseverance,
precise knowledge, expertise with those devices that can facilitate the transi-
tion between the two worlds. Both can easily become myopic occupations.

Here are a few more or less random examples:

The Indian musician Sagga finds himself on a sea voyage as part of
his quest to find Queen Sussondi, and being a musician, the sailors insist that
he entertain them. Sagga warns that his music may disturb the sea but they
don’t believe this to be more than an excuse. Reluctantly he plays his vifa
and indeed, it causes the sea to become turbulent and a great sea monster to
rise up, destroying the ship in which he is travelling and all those on board.*

Arion, another lyre playing musician,

8. Pindar: fragment 126.9.
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ly covered with all kinds of fish. Amongst them was a mermaid. This gave
poor Maurice more than he had bargained for. The mermaid, by whisper-
ing gently into his ear, enticed him and the fish to follow her back beneath
the waves and he was never heard of again’

In the Bhagavata Purana we read of
Krishna, a musician god, subduing the demon in London, ]. Murray, 1833.
the Yamuna river known to be destroying the
land’s fertility and killing the fish. The story says that Krishna first peered
into the depths, then plunged in, and an epic underwater fight commenced.
Eventually he re-appeared above the surface performing a fantastic dance of
victory on the serpent’s head while the music was provided by the waves
against the shore keeping pace with the beat. Under this relentless pound-
ing the demon Kaliya was overcome. Maybe his divine status allowed him
to succeed where so many human musicians seem to fail. Drowned, made
mad, lost in a labyrinth, overcome by forgetfulness, such fates are usually
ubiquitous for musicians.

Saraswati was not the only musical deity to be a river. Orpheus too
had water in his veins through being the son of the river god Oigos and the
muse Calliope.® It is said that he could divert
the course of a river by his music as well as
being able to charm fish. His image as the
archetypal musician, important as it is, is almost rivalled by his portrayal as
Orpheus the Fisher. In the temples that were dedicated to his worship

7. Croker, Thomas Croften; Fairy Legends
and Traditions of the South of Ireland,

4. Cowell, E. B. (editor); The Jataka or
Stories of the Buddha’s former Births,
Delhi, Low Price Publications, 1990, orig.

some say a student of Orpheus himself, also there were tanks of sacred fish tended by the priests (sometimes flute

6. Gulik, Robert van; Lore of the Chinese

Lute, Tokyo,

E. Tutde Company Inc., 1940, revised 1969,

Pp- 157-158.

has problems with the crew while travelling
on board a ship. The sailors intend to rob
and kill him but he is saved from drowning

by his music, which attracts a helpful dolphin on whose back he rides to
the shore.

1895-1907.

5. Herodotus: Histories (1), 23-24.

Shéng Hsiin, a 12th century Chinese master of the ch’in, built
himself a playing pavilion over a stream. One day while performing there,
a storm arose and in the middle of the downpour his ch’in changed into a
huge red carp. Riding it, Shéng Hisiin disappeared into the sky and was
never seen again.®

The Irishman Maurice Connor was a
famous blind piper. He merely played his pipes on
the seashore and soon every inch was miraculous-

Sophia University and Charles
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playing priests).’

Creativity in art is often nothing less than % slen, Rogeet, Orabas
a lifetime’s endeavour. It is a quest whose goals are
seldom fully achieved. In this context the motif of failure plays a significant
role and will repay a little more scrutiny. In a case like that of Maurice
Connor, his tragic end verifies the unimpeachable authenticity of his art,
distinguishing it from feebler simulacra. In other cases the acceptance of
possible failure is one of the pre-conditions for entering new realms. The
final disillusionment that comes from knowing that despite every effort,
important goals remain unconquered is also very real. In the latter sense I
am reminded of Michaelangelo’s words at the end of his life expressing his
regret at having spent too much time pursuing the chimera of art, or

Graham’s Greene’s remark that for a writer, success is only delayed failure.
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Significant quests or searches that have ended in failure include
the search for the flower of immortality, or the comparable hunt for the
dragon’s pearl, the search for the fountain of everlasting youth, for Atlantis,
Shangri-la, Camelot and other lost cities, the experiments to discover the
philosophers stone or indeed the whole history of alchemy insofar as gold
was never actually produced even after many centuries of earnest endeav-
our. To these we might add the mediaeval quest for the Holy Grail with its
promise of renewal and redemption, conducted by the knights of the round
table in a strange world where the real and the fantastical were often impos-
sible to disentangle. Such failure is precisely the subject of Robert Bresson’s
1974 film, Lancelot du Lac.1°

The film starts with the final return of I oy e Lancelor di Loc, fm

. ) 1974 DVD 2008 Artificial Eye.

the knights to King Arthur’s court. Meeting at

the end of their adventures they realise many have died in the pursuit of
the Grail, but none have actually succeeded in bringing it back. Deeply
disillusioned, spiritual malaise engulfs the whole of Arthur’s court, further
exacerbated by the effects of Lancelot and Guinevere’s illicit affair. Petty
squabbles break out and the knights plot against each other. The king
seems lost in indecision and can only advise prayer. But the knights’ quest
is over, their vision spent, nothing can save them. They cling on to their
past beliefs, but eventually all are killed by the ruthless emissaries of a
more modern world that is unconcerned with their archaic visionary aspi-
rations. The final image shows the knights’ dead bodies, still encased in
their armour and piled up like some monstrous

heap of scrap metal. This story is bleak indeed . Truffaut, Francois; Hitchcock, New

= N York, Simon and Schuster Paperbacks, rev.
and offers no alleviating balm. edition, 1983, p. 138.

Perhaps the grail was never much more Alfred Hitchcock: “Most of Kiplings sto-
than what Hitchcock called “a MacGuffin,” ?h?y ﬁeaylfuwﬁomevg;;;;tgigeltﬁ; at[fllcel
something that the protagonists believe to be of R};;:;l;:: t:::de]irir:/;;iyfzrfcf;e;nw::
crucial importance but whose actual role is L1f s:ﬁﬁ:fsf’o:t:dzod;teeyal b S ;rl:::
.mer.ely. to motivate the plot without having an z;‘n‘:::,:':ﬁ:s:,n?:jh&f:féﬁgf[;“ge
ntnnsic meaning itself." Is this just too cynical tﬁfsco‘r’ff)‘;t‘ﬁ‘he e el soveril
a view? One thing is clear, sooner or later all IORHN O d.is"‘;:i ;z:::%l.iatz';se:;,f;cz:
MacGuifins, even religious ones, lose their n :;l‘a’:é[ o ?ir;ﬂrteheolstg:g;nstxihw:’?ng
efficacy. A reincarnation is demanded that can %:: E:lf;h:husllgi;: rl:al?;sri::ng:: B
hook the sensibilities of a new age. The products ls:::]; gt :oi]c‘rf»f:f?mn;f::;n?:

to the characters. To me, the narrator,
they're of no importance whatever.”

and thoughts characterising each revolution of
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these perennial cultural cycles are infused by the colour of whatever
MacGuffn collectively grips the consciousness of the time.

One of the basic articles of faith driving the arts today that has
arisen mainly in western societies during the last two centuries, is the belief
that art is i and of itself significant, the bearer of unique truths about life,
however difficult these might be to describe. This idea, we might note, took
hold during the exact period when formalised religions were beginning to
lose theirs. It has been a powerful motivation for artists and those interest-
ed in the arts. As Morton Feldman remarked: “The truth is, we can do very
well without art; what we can’t live without is the myth about art”.12

A MacGuffin is something to which we

aspire. It is Coveted, desired and valued for its 12. Feldman, Morton; Conversations
: . Without Stravinsky in Morton Feldman
mysterious power (however that is deﬁned) and Essays, Cologne, Beginner Press, 1985, p. 62.

must to be won, stolen, possessed or by some

means acquired. The Golden Fleece is a good example. It was the overt goal
of Jason and the Argonauts in the most famous mythological quest of all.
One of Jason’s band of intrepid robber-adventurers was none other than
Orpheus again (remember Hermes/Mercury was the god of both musicians
and thieves), and at one crucial point it is his musical skills that save both
him and his companions from the Sirens singing.

But let us stay with the musician. The story that makes Orpheus
one of the most significant figures in Greek mythology describes how he
gains access to the realm of the dead, to Hades itself, and does so through
his music that softens the hearts of Pluto and Persephone. They grant his
plea that Eurydice, his dead wife, be allowed to follow him back to earth.
However, despite this seeming success and despite some very specific
instructions, his quest too ends in failure when at the last moment he turns
back and looks directly at Eurydice.

Perhaps, like Hoichi in the Japanese tale and stories of countless
other musicians since, Orpheus too, ultimately confused the imprinted
memory brought alive through his artistry with the mundane reality of the
material world. For him the shade of the dead was real when viewed
through all the complex reflecting devices, all the mirrors and echoes of art,
but the shade of Eurydice inevitably dissolved back into the darkness when
looked at directly in the cold light of day. This is not a new thought,
because as long ago as the 4th century Bc, Plato recorded the opinion of
Phaedrus that Eurydice on her return from Hades was indeed only an
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13. Plato: Symposium, 179d. apparition.”® This failure of Orpheus and his later

fate at the hands of the Furies (which certainly
underlined his wider failure), nonetheless led to his separated but still
singing head floating out to sea, and its recovery by the women of Lesbos,
so that it could finally become an oracular source of knowledge. In this
way Orpheus did indeed transcend the world of time, space and death but
in a way he himself never imagined.

Orpheus’s confusion is comparable to that which leads sculptors to
fall in love with their own statues. It reveals a chronic inability to distinguish
art from life, or to separate the proclaimed goal, the MacGuffin, from the
deeper ongoing processes of art, which despite their fluid and impossibly
elusive character, remain the real issue at hand. I say “proclaimed goal”,
because artists do know the true quarry they stalk (unless they have forgot-
ten), one that must remain secret and unspoken.

The work demands that failure or the possibility of failure is
embraced in order to proceed, because failure is the liberating door to the
unknown for which they yearn. (“For art to succeed, its creator must fail,”

said Feldman.") These are entrances to interior
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coming intermittently over his car radio (in the play through an Ouija
board), it is every artist’s hope to pick up some such resonance.

In Greek mythology Echo was a nymph who had profound musical
skills, for she had been taught by the Muses. As a supremely gifted musi-
cian, she too suffered the typical musician’s fate and was finally torn apart.
In her case it was at the hands of Pan, who was driven by frustration because
her beauty was so unattainable. The many parts of her body were scattered
across the whole earth, but by the intervention of the Muses each part, like
all great art, still continues to sing, imitating whoever calls.

She had fallen in love with Narcissus and could have divinely
inspired him except that Narcissus, gazing into the pool, never noticed any
mystery in its depths, so mesmerised was he by his own reflection on the
surface. He escaped the dangers of the artist’s pre-occupations for as the seer
Teiresias foretold, he would live to a ripe old age just as long as he never
knew himself. Narcissus didn’t so much spurn Echo’s love as just fail to
notice it, hearing her voice merely as a pale reflection of his own.

Unlike Narcissus, the aspiring musician, guided always by carefully
honed instincts that go further than conscious knowledge allows, must look

14. Feldman, Morton; The Anxiety of Art

in’ Horten Reloncy By places for which there is scant vocabulary and can
n Essays, Cologne,

past his or her own image, their personal concerns, if they are to gather

Beginner Press, 1985, p. o1. inevitably make the traveller prone to all manner

of self-delusion.
Complete dedication to such an art will in the long run mould a
very particular sensibility. It may also lead to an acute and unsustainable
vulnerability, a quite fearful fragility. Arrogance and egocentricity occasion-
ally provide a useful carapace and even if such armour results in ludicrous
self-aggrandisement, it can partially deflect some of the arrows and anxieties
that might otherwise hinder the work. Paradoxically however, it also traps
the individual in a tight self-referential space, seemingly impregnable, but
like the armour of the clanking knights in Bresson’s film, it gradually
degrades the person. Nonetheless, the knights themselves appear to be
unaware that this protective shell has caused their gradual metamorphoses
into dehumanised metal automatons.
If the artist survives the journey, the work itself requires a constant
gaze into the depths of the pool until a line can be cast and the faint echoes
of an unknown presence makes itself felt. Like

echoes from a more extensive past and from other hidden worlds that lie
beneath. These in turn mask others still farther back, each level clamouring
for a voice. A certain faith is necessary for Echo has no voice of her own but
merely reflects ever darker and more distant resonances from this greater
mystery. She is the mirror that offers secret apertures through which we
might step like Alice or Orphée, into that other mirror world but through
which “the other” may likewise step into ours. No wonder artists often
confuse the two.

It is perhaps surprising that the artist’s quest, like Princess Turandot,
remains alluring even when the dangers are known.

15. Cocteau, Jean; a) The Infernal Machine

Cocteau’s Orphée,’s listening obsessively to the and other plays by Jean Cocteax, New
. . 2 York, New Directions, 1963. Orphée, film
mysterious and incomprehensible messages 1950 DVD 2004 BFI video,
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WALLS & LADDERS

JEREMY FOGEL

The Parable of the Barriers tells of a merciful & magnanimous King who in his
generosity & grace invites all who yearn his presence to join him in his inner
court. Many come and climb a first wall & find behind it great treasures;
sapphires, jewels of silver, cups of gold—attracted by these, many travelers
choose to stay, but some do climb over the second wall, and behind it find
even greater riches; diamonds, gold, stock options—which again many pil-
grims succumb to—only one of them climbs the last wall & enters the
King’s inner court. Looking back from within the truly royal realm, this
traveling soul realizes all the walls it had climbed, those behind which
treasures had been found, were an illusion. The Baal Shem Tov—amazing,
beloved Jewish mystic of 17th century Eastern European poverty, smiling
1n virgin woods & enthusing about absolute unity with God, blazing paths
for each and every poor innkeeper, each and every wandering bum, to walk
unto realizations divine, an absolutely devoted soul—told this story at the
climax of every Jewish new year, when the ram’s horn is about to blow &
symbolically create the world. He would tell this parable at this crucial
moment, I've let myself be told, to teach his followers that there are no
walls, no barriers, between this world, our world, and the world divine. The
world of light, of mercy, of compassion, of love, the realms supreme can
be realized by us all in the very very here, in the very very now—yes—the
vision conveyed by the parable of the barriers holds that when one’s aware-
ness is raised to the realm divine, it becomes apparent that all is it and that
nothing, therefore, is empty of Divine presence.

The King

I never understood who Elvis Presley was until T saw, late one night,
towards the end of a long shift as a night watchman in a small hotel in
Rome, an Italian documentary about the king. Being distracted by the lus-
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cious Italian porn broadcast in abundance elsewhere & by the delicate
hypnotic voices of the Vatican channel telling the teachings of Jesus in
meditative tones, gracefully accompanied by gentle close ups of Medieval
devotional art, I did not see all of it but I did, by the grace of God, see Elvis
perform American Trilogy in 1973 & immediately understood why Elvis is
that he is.

What we’re dealing with here are images shot in the Coca-Cola
reality of an oasis of plastic coins, a seeming dungeon for the spirit, where
dressed in white, a golden Phoenix symbolizing rebirth, resurrection & the
gaining anew of paradise lost on his back, jewels all over him, a white scarf
round his neck which like Tibetan Buddhist holy men he takes off his
mythological shoulders to sanctify audiences with, the legendary red white
stallion, a bull of a man, the fat Elvis, the shaman, who had become the
silver back of the American tribe, its very own Son of Man, raises, through
the enumerations of his Gospel singing, his & the audience’s awareness to
the blessed realization that the realm divine permeates our lower realms
through & through. Yes, I told myself, yes, this is a religious moment—this
is the healer leading the participating audience into a trance—This is the
Tzadik raising his followers to realms supreme by the force of his devo-
tion—Why are these ladies crying, suddenly, on this mysterious eve in their
middle age fulfilled by the American dream, why? Not anymore because of
the sudden burst of sexual liberation gained by partaking in Elvis’ young &
innocently sensual swashbuckling movements, as Holy as those were, these
aren’t the teenage years of hysteric outbursts to repressed puritan lust—
these are tears of Gospel, of the all encompassing reality of a moment of
grace, tears cried in the presence of the divine—a spiritual orgasm too
intense for eyes to remain dry—tears cried because Elvis draws his audience
with him into the inner court and they become engulfed in the ensuing
overbearingly powerful sense of beatitude—“O I wish I was in the land of
cotton”—not the cursed ground that generates empires on the broken backs
of slaves—the sweet golden clime where the traveler’s journey is done—the
ultimate Graceland—where the law is Hallelujah & the fact is His work is
marching on, no matter what & who—By praying for that land of cotton
fervently enough & doing so with the right kind of band—Elvis takes his
audience with him to the inner court & by giving a performance so clearly
within the inner court of the King on high, the king shows that chamber can
exist even 1n a Las Vegas concert hall & hence also anywhere else.

This is, therefore, a prophetic performance and Elvis here performs
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as an ecstatic mythological dragon symbolizing the nation before God—a
walking car industry a breathing Empire State Building—the prophet of
American obesity in all its senses—Its dearest son crying all the pain of the
civil war & a brutal midlife crisis at the same time—the perfect U.S. Pope in
the Vatican of capitalism—taking a stand in this world for holiness now, for
beatitude now—in this world! Yes, one finds sometimes in music, in magic,
in alchemy, in words, men taking a stand, becoming a human lighthouse in
this dark world where poverty wipes out masses silenced by the entertain-
ment of the rich, where releasing all sentient beings from suffering is
infinitely less important than creating a positive business climate—Yes—
Elvis here is a knight of faith, performing his visionary voice and standing
up—standing up, amid the catastrophe, in the heart of the flood, amid drugs
& solitude, and the incessant yearning to join mama in her lonely death of
barbiturates, in this crazy crazy world, and raises his voice to raise our spir-
itual essence—Elvis, the American David dethroned by the nation he gave
birth to, human all too human in his lonely Cadillac pantheon, prays, like
in the Jewish Kaddish, for reality to keep unfolding through the cosmic will
expressed by the work of God—Glory Glory Hallelujah—His work is
marching on—His work is marching on—this is a religious moment—The
morning after I witnessed these things I took a train at the Termini train
station with a Japanese friend who had worked that same night at another
hostel & we rolled our tired selves to Assisi & as we walked on a winding
path to the quiet town I sang with Elvis, Glory Glory Hallelujah &
Takuyo sang the Buddhist chants of his mother & I fell asleep on a hill in
the drizzling rain overlooking Assisi & then we walked into & fell asleep
in many of the churches of the wintry town of the kind and humble saint-
ly man that was Saint Francis & finally came into the grotto where he lays,
Saint Francis, and circled his tomb three times & felt him welcoming us
strangers in his grotto where we fell asleep in the heat of the torches sur-
rounding the grave & woke up together at exactly the same moment, leav-
ing Assisi with the true flowers of Saint Francis in our peaceful hearts.
Elevation through music is a fact—one you can experience—like suddenly
hearing the Muslim call for prayers at four in the morning when your own
religiosity is bringing you back to your rented room wired to electricity
and in the distance the muezzin draws with his singing the faithful to the
mosque—Mystical experiences are magic plants in the jungle of reality—
they can be plucked, they can even be cultivated—they’re abounding and
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are served at this banquet with great generosity—Music would not be as

readily available to us otherwise.

Wo

Once I was living in a cabin in the Zen garden of a charming old lady in
Paris & I was new in town & it was a dark winter’s eve & a Finnish philoso-
pher I had drunk with the night before had lent me a long distance wave
radio. Sitting on a comfortable chair, there also was a mattress and a table, I
was listening to the programming of the BBC world service, hearing
England, missing the time I too was living in the High Holy British Isle,
receiving her voices through short waves making it across a cold sea &
becoming all moved at that beautiful elocution, wondering whether it’s the
weather forecast or poetry I was hearing. They had on, that night, a show
about the bodily, poetic & mystical bonds of women & the moon & later,
an audio documentary about a place at the border of China and Russia.
“There is nothing here” the reporter said “but some junkies and shacks
where prostitutes live and are visited by the incoming soviet truck drivers”.
She sounded, that exhilarated & brave woman, as if standing at the end of
the world. I remember she interviewed a Chinese heroin addict. “WO” he
said, the Chinese word for I, a long tortuous W&, one lost in the flow of the
opiate, the poor man’s epiphany, “Wooo0o” he said & yes, I thought,
Wo0000, but what kind of Wooo are you, O Chinese junky at the world’s
end, who & what are you, my fellow prophet, my fellow human—There
was so much pain in this open and wounded I, a desolate cold, a vast empti-
ness, but so much truth too—yes, a truthful I it was, because it had been
annihilated—wholly dedicated to the presence of the drug—it was no more
an I, it was an addiction, it was pain, it was something else—a W9 trans-
formed beyond the boundaries we usually impose on it—yes, my friends,
so much truth I heard in this poor man’s opened, wounded & deconstruct-
ed I—because, though in a sickly way, the illusory I, walled in strict bound-
aries of solitary confinement had been destroyed—What is it we are? What
are we? What is I? Too often something we get stuck on, a prison cell,
another wall, another barrier. I need, I want, I feel, I, I, [—that crazy char-
acter encouraged by advertisement—you need to bleach your asshole, Yes 1
need to bleach my asshole, you need to pay 15,000 dollars for this proce-
dure, yes I need to pay 15,000 dollars for this procedure, you need to own

an oil guzzling dangerous & destructive machine when living in a city, yes
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I need to own a big jeep in an urban environment, you need to look like an
eighteen year old even though you’re sixty-five, yes, I want to etc., etc.,
etc.—this I monster created by demonic forces of the Moloch of greed &
ignorance—is that who we are? What about, to state the obvious, the W of
Coltrane, or better still the collective W of that legendary quartet, rising
together to a Love Supreme in miraculous New Jersey ascend? Is the W
here involved still within the bounds of narrow I hood? Of course not—like
the junky back at the Chinese border with Russia, Trane’s W6 is a decon-
structed one—but, ecstatically this time—a W that ceases to be so that
finally it too might be God—the exalted eternal & endless Wé—the W in
the inner courtyard—“Words, sounds, speech, men, memory, thoughts,
fears and emotions—time—all related... all made from one... all made in
one.” Coltrane wrote in his ecstatic psalm—Like with heroin, in music you
find release in becoming something else, in realizing the mystery of
Rimbaud’s Je suis un autre—I am someone else—you cease to be you &
hence undergo the annihilation of the conventional T hood, a process which
tends to precede deep mystical experiences—yes—Coltrane is elevation
through music—becoming something else through music—something
divine & all encompassing—this has been known for ever & has had impli-
cations in the lives of millions, of whole nations, that preceded our presence
here now on earth—Like early bluesmen turning their pain into music &
leading their selves to a powerful & magnanimous realm wherein, even if
just for a moment, the weight of their existential sorrows is lifted by haunt-
ingly beautiful songs—transcendence—like Andalucian miners who
through their song made difficult fates more bearable—how powerful such
magic—check out, if so inclined, the youtube holiness of Camaron De La
Isla & Tomatito performing a Minera in Malaga 1990 & become exposed to
one of these Miner songs—I feel the sun on my face, he howls—the sun
beyond the cave—the sun of liberation—The sun miners sing to when rais-
ing their awareness through song to kinder realms—Look at Cameron &
Tomatito raising their own to a unified energy—Yes, Cameron here blazes
with his voice through the realms & elevates like a proletarian angel, like a
martial arts master & does so through all the genes of his gypsy soul—yet
this voodoo of elevation is not exclustvely in the hands of the musical elite
of this world—it belongs of course to all their listeners—even further, any-
one who has joined others in music knows what it’s like to lose yourself in
music, how the music being greater than any individual participant in it,
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raises your own poor being to realms blessedly beyond the illusory bound-

aries, of your illusory self—it could be in church, it could be at a karaoke

bar right before you puke the whiskey you shouldn’t have drunk afte.r all

that wine—Anyone who has drifted away even if just a few minutes into

music, singing a tune in the shower, digging Mozart’s requiem for the very
first time & endlessly again, becoming engulfed in the mystical smoke
blowing from every syllable of Um Kulthum’s Enta Omri, playing your
first four chords & recreating a Beatles moment in your early teenage
hometown room—knows that for a few moments of blessedness, you climb
a ladder of notes to a realm beyond confinement, beyond trickery, beyond
the degenerate I the entertainment industry wants you to live in. You .do.n’t
have to be one of the genial saints of music for that to happen—music is a
communicative & communal energy & you can be drawn to the realm by
participating with your mind in the magic created by such saints—& even
as a visitor to the realm of music, even if like my own wee self, you play but
don’t master music or its instruments, even then, at your own pace, with
your own few notes—elevation awaits. This is why Socrates, though not a
musician, expressed, in his last hours, regret for not having played more—
This is why they say that even if you sing out of tune, you’ve got to p.arFlc—
ipate in the ritualistic singing accompanying the Hebrew Pesach—this is a

celebration no one is excluded from.

Love Abounding

When I was sixteen a friend gave me, while we were traveling in Poland &
witnessing abandoned death factories, the Songs of Leonard Coben—it was
a Messianic moment & I soon realized I had found, through this truthful
voice, the poetic vision I wanted to develop & ceremonially sang these pearl
like songs like prayers hoping to immigrate into these landscapes & s?t out
to learn the language that had given me a horizon & became a student in the
Holy British Isle—which is how I found myself a few years later, awake
deep into a gentle English summer night doing my very best to try and
understand an essay about Immanuel Kant—for hours I had tried to f9cus
on the paper, but its intricacies were still eluding me & I was becoming t.n.‘ed
& restless. I put on Dylan’s Nashville Skyline and let his liberated smiling
peaceful silken voice soothe my tired brain—If music is energy then
Nashville Skyline carries in its sound the energy of love in all its bareliy gras-
pable simplicity—After a while I sat back at the desk, thinking I’d give that
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.mandala of logic another go—bending over the book again I focused over
its dense sentences, but Dylan’s blissful voice suddenly engulfed my con-
sciousness like snow sometimes engulfs the busiest cities and makes even
them quiet—“love is all there is” he sings with an absolute ease “it makes
the world go round”—I tilted my head back “love and only love, it can’t be
denied”—the poetic genius whose mystical verse & prophetic heart had
fascinated me through intensely passionate & spiritual expeditions into the
riddles & symbols of the horizons of the cosmic mind, here, in a language
as plain as running water, sung in a voice of milk & honey from which love
for life emanates endlessly, touched something in me which must be like a
light switch of sorts—Yes—at that moment, leaning away from the desk
these words so sweetly sung fell unto me like drops of light that cleared my,
mind of all doubt and raised me to realms where one learns that which
V.VOI‘dS, logic & even thought can never teach. It was a beautiful time n wd’s
life, wandering the fields of the nation of Blake, invited by true poets at the
banquets of the soul where Sufi pints are served in abundance, singing the
blues like a dog with friends & red wine, realizing, with the gates of mercy
open, how Billy & Nina’s Jazz makes even used condoms look irresistibly
romantic, symbolizing themselves near smoked up cigarettes in dying ash-
trays, experiencing divinity in the early morning rain—In short, w0, in this
period colored & widened by the horizons of the prophets of the heart
realized the illusionary nature of his doubts concerning the reality of th;
m?rstical. You know, some academicians, some writers, some clergy and a
?Vlde variety of intellectual perverts will keep moments of clear mystical
insight behind the fog of their lectures, in the cages of history, confined to
tl.le experience of others. Bullshit. Every human blessed with the opportu-
nity to develop her awareness, I'm dead certain of this, has, if she thusly
filrects her consciousness, full & free access to moment of grace wherein one
1s raised to realms supreme, and which eventually lead to a life lived in these
f'ealms; or in other words, by widening the realm of awareness, one allows
it to be flooded by the divine. Awareness, of course, that old holy whore
loves to be opened. )

. You know, I ain’t no ecstatic saint with the key to eternal well being
up his ass—Human all too human, the Fogel, human all too human;
mas'turbatory Wednesdays, the occasional lie, vanity, existential hair loss o;
penis dimension quandaries, moments of intense cowardice, horrible
thoughts sometimes—you know—The human lot—much more work need-
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ed to elevate the soul—but I have had the wisdom to, in my own little way,
lean on music in my struggle to widen my awareness and climb up them
rungs & have been blessed with encounters with great mystics who, a thou-
sand rungs above me, follow the sound they listen to & create, to realms we
should all be lucky enough to visit—these men are giants, but what they
assume we shall assume as every atom belonging to them might as well have
belonged to us—their angle, their poetic vision, is one we too can adopt—
They ascend a path we too can follow to the inner chamber where the lower
& higher realms unite at last—I'd like to, in a few lines, introduce a few such
teachers & some of what they taught me about the path of love abounding.
Having become firmly addicted to moments of grace, and seeking
a life wherein the creation of a home for beatitude is a primordial priority, T
soon realized more practical measures needed to be taken. As a teenager 1
had encountered the music of Yair Dalal whose meditations on the oud &
quiet mystical songs drove a close friend in high school & myself mad—
neither of us ever recovered. Years later, in Paris, a city kind to the poor, I
came to think I could reach the infinitely profound & tranquil mystical
ecstasy emanating from the music of all masters of the oud by playing, even
if infinitely less delicately, their instrument myself. I bought an oud and
went to study with a teacher who made his instrument roar like a lion &
with Hussein, an Egyptian musician who, having failed to obtain an official
license (no money for baksheesh) was playing in the Metro near the actual
trains (as opposed to the quieter subway hallways where the official Metro
musicians play), harassed only by police in his sad & meditative music that
accompanied busy Parisians coming & going in the eternal underground
rush hour. I was taught some Farid El Atrash tunes and some Arabic scales,
though I chose to focus for my own little meditative moments on Hijaz in
Re—Re Mi-bémol Fa-diese Sol La Si-bémol Do Re. As my ambitions were
more mystical, playing to reach the meditative state I could sense in oud
music, I chose to focus fully on just one scale & then try to climb it up
the rungs. And indeed, lost in the fragrance of hash & in my little cabin,
wb floated through the realms with long slow sounds & realized, through
the privilege of playing that instrument, the privilege of being alive—Later,
in this Parisian realm, I got hooked to ecstatic klezmer music, and sought to
reach the state of awareness of them old Jews clarinet joy, which seemed to
dance well within the inner chamber. I left Paris for Israel, where a friend gave

me a clarinet and the phone number of a true master; Peter Wertheimer—a
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gentle giant hailing from Romania wherein during communist era, being
forced to study only classical music, late at night, hidden in his student
room under a thick blanket clutching a Soviet radio, he listened with friends
to the ecstasy of jazz on free American airwaves & heard his calling—
warmly welcomed me to his home & invited me to sit on a chair fit for a
king in his little room filled with instruments, offering a thick strong coffee,
and talking about music as an old lover, complete with passion, anger, dis-
appointments and unrelenting love—took it upon himself, this man who is
probably one of the busiest musicians in the holy land, to teach a clown,
already twenty-five by then, not exactly some kind of child genius to whose
historic development you’d like to contribute—to get a clean sound out of
the clarinet. At lesson’s end, I ask the master how much this session costs.
“No, no” he says “The first lesson is free”. Next Friday, I come again at ten
in the morning & again he lets me into his warmth, a thick coffee, a throne,
tales of Louis Armstrong and Hasidic recording sessions, of L'Olympia
and following a father’s musician trade, and a first scale or two for wo,
barely managing to get the notes out. Two delicate hours pass “How much
do I owe you?” “You can’t pay now” he laughed & in his beautiful accent
continued, “I don’t know yet how serious you are. Learn the scales, come
back next week—then we’ll see about how much I’ll charge you”. At the
end of the next session, when I asked again for fees due, he told me I had to
work harder if I wanted to pay. I did my best to come prepared to the
lesson after that, and when I insisted I should really start paying, Peter
feigned anger “What’s wrong with you! Did you come here to argue
over money?” I never paid a shekel for Peter’s lessons. Once, during our
encounter, Peter played me a Romanian Doina but that experience, friends,
my words cannot describe.

Later, when I moved to southern Tel Aviv, I decided to refocus
my efforts on one scale, as my lifestyle made a more wholesome approach
difficult, hoping I would still be able to pursue the mystical intention of my
practice of music. So off I went, looking for a scale (or “Sulam” as they say
in Hebrew, wherein “musical scale” and “ladder” are denoted by the same
word) that would suit the purpose & found a Sulam named Ahava Raba—
Love Abounding—essential in klezmer music. Ahava Raba, it turned out,
consisted of exactly the same sounds as the Hijaz in Re I had been climbing
with back in Paris—D, El’, R G, A, Bl’, C, D. Enthused by this discovery,
whenever I felt I needed to pray, I played the scale focusing my mind on
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raising all thoughts through sound onto realms divine. !t
Through a circle of friends with whom I had been sitting in grape-
fruit orchards wherein we played together till the early morning, I came
across a holy man by the name of Ravid Zigdon, or as I have come to call
him, Ravidian Hashaman Hashmanman. The first time I met him was at. a
jam in a studio with loud guitars and drums, he was playing a variety of chil-
dren’s instruments. I went to him and quoted Lorca, not for a moment have
I ceased to see your beard filled with butterflies—Yes—immediately, I had
been struck by the Whitman like sanctity of this fellow. Ravid, a Hebre.W
son of a carpenter, a Zion Buddha Lion, had, when coming back frorr? India,
where he had adopted a strict Bramachari existence (small meals of rice and
vegetables, comprehensive and relentless meditation, yoga, etc.), spent three
years in his parents’ attic studying marimba and composition. A few x.veeks
later, another friend suggested we meet and play with him up there. in the
attic, so up we went. That first meeting, I came with Serge & Allen Ginsberg
to inspire Ravid with, Ravid came with music by Dekoboko Hajime to
inspire me with. Ravid, it turned out, does that often—he askf you whether
you’d like to listen to inspirational music and, if you’re. wise enough to
agree, he very ceremonially says, “we will listen to...” (USlflg the less com-
mon “Maazin”, which has elements in it of “paying attention”)—and puts
on something from his library of more than ten thousand hours worth c?f
music of all kinds with heavily ethnic and experimental presences—It is
almost inevitable that what Ravid chooses to play will in some e Bl
your mind—he will inevitably tempt you towards his more enlightened
kind of awareness. At the end of our first session we decided we would flo
great things, us three proud poor single men with serious 'sentimental afflic-
tions, only very rarely getting laid & either still living with our FaTEN O
running hungry in the streets as the third decade of our human lives drew
to a close in the suburbs of the Holy Land. Whenever we’d play, we always
started with long Hijaz in Re or Ahava Raba moments where we sought
common ecstasy. The first time we did our song Jesus Christ the Na.zarene
Runs in the Streets of Tel Aviv Shouting Allah Hu Wakbbar, wherein that
mantra is repeated again and again, Ravid’s electric organ caugl.lt fire.
Suddenly, during the invocation, we saw smoke appearing f.rom th.e instru-
ment. It never worked again. Once, in India, Ravid was riding a bicycle he
had rented, reaching after several days a distant temple wherein .he shared
the holy Charas with several Babas or Holy men. The Babas were impressed
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Ravid was still seated with a back straight & head towards the sky after
many long hours of ceremonial smoking and soon realized this extraordi-
nary person had been blessed with the realization of the deep mysteries of
the union of Shiva & Shakti & of the human & Divine presences—the pierc-
ing of the veil. They invited him to join them, offering him a Baba bus
ticket (free eternal wandering) and robe. Ravid didn’t join them because he
had to return the bicycle to its rightful owner. If not for the bike, I think
he’d have stayed. More friends joined our efforts & eventually we sent our
demos to Tzadik in New York—Several weeks later, we were hosting at our
flat, a beat mystic living in Amsterdam by the name of Gabriel, who claimed
to be a descendant of the Baal Shem Tov. He had traveled to Israel with 150
dollars, a saxophone with acid on its reeds, and in a deeply Hasidic way, no
worries about the tomorrow dealt by the same hand that dealt your birth—
he found us and we sheltered the spirit of the Tzadik. During that time, we
received word our work had been appreciated & were offered to record our
album for Tzadik. These too are, I realized, the ways of the world.

A few months later in this life our band had a gig immediately after
which we all made our way to the Dead Sea in a rented minivan our drum-
mer was driving on a dry and hot Friday night. Once at this eerily quiet spot,
the lowest on earth, and its pond of salt, we camped on the pristine South
Western part, far from the Hotels and nearer to an actual desert silence—the
holy desert silence—In the morning we woke up, had our breakfast tea and
wondered of into this crater of mystical surrealism, floating on the oily sea
and secking out the pristine springs of fresh water scattered in the area,
all inundated with healing mud which we all covered ourselves with, sud-
denly becoming aliens—Later my friends went for a trip on the desert
mountains, but I was still too wired from yesterday’s pre gig intense Yogic
breathing exercises & ensuing ecstasy & so chose to stay near the sea, and
find more springs of fresh water to linger in. I walked through lunar land-
scapes interspersed with sudden forests of high green reeds, and found signs
of a lovely freak encampment—coffee paraphernalia, a book by
Krishnamurti, an old guitar—I walked on for a while and heard the sound
of flowing water—I followed that sound & behind another forest of high
reeds I found hidden in that sudden oasis of green, a circular spring of sprin-
kling fresh water. All satisfied, I sat in mother nature’s prime bathtub and
engulfed by the Holy Land reeds I looked at the clear sky above me and
thought it doesn’t get any better than that—The Shabat queen had blessed
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me with all her grace—when suddenly, the reed curtain opened and in
walked, silently, with a deeply peaceful smile through all the long lines of
her face, a dark naked damsel who quietly slipped in the spring. She kept on
smiling and with eyes all sparkling she asked me my name. “I'm Jeremy™ I
mumbled. “Are you” she laughed “I am Natanyah”. As we talked, as she
spoke, I became entranced by her crystal like voice, her dove like eyes, her
scarlet lips and her smile comely, innocent and pure. What on earth is this,
I thought, what miraculous event am I being invited into? What kind of
angel is hosting me behind the veil & in the vineyard whose splendor no one
can even speak of? I soon realized I had been taken by a spirit & force
greater than I and as Natanyah’s presence dawned over me, as she delicate-
ly drew me into the song of songs of womanhood, I let go of myself &
drowned in the ocean this moment had suddenly become. I am writing this
because while completely conquered by the sweetness of her dark breasts,
her voluptuous thighs, her mystic belly, the scent of her skin, the delicacy,
fervor and devotion of her movements & the soft prayers of her inner
skin—she was singing her desire to my ear. Every movement, every
moment of passion, she expressed with a melodic moaning deep into my
ear, which to me was the most beautiful music I had ever heard—her voice
lifted itself freely in this world—as if her soul were a bird—as if her soul
were a fully fledged swan that while flying entrances the ears of men and
gods with the music of its song—yes—The melodic moaning of this delicate
Yemenite daughter of Jerusalem deep in my grateful ear was a whirlwind of
beauty, a voice with a light immensely poetic in scope & power raised aloft
by her trembling breath—a sensual song that when slow drew the tender-
ness of troubadour romance, when fast the trance vision of the space age
Zion temple of the heart, and in its climax the swiftness of the fawns
swirling in gardens where once a lover sacredly loved a woman and laid for
her sanctified roses on a pillow of words. When wo was, for a few moments
in this life, living through the light of Natanyah’s love & her music sublime,
when I let my own voice join her in this prayer, I felt tangibly I was fulfilling
the Baal Shem Tov’s advice to climb to realms exalted through the sound of
every note, be it the notes of music, song or of every single spoken word, of
every moan—rise with it to the realms supreme—yes—the crystal like pres-
ence of her splendor & her voice weaved itself like an orchard of pome-
granates ripe & pleasant round me & blessedly, effortlessly raised wo
through the rungs & gave wd a taste of the wine you seldom taste—
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Considering the source of this magic, this should be no surprise. Natanyah
it turned out, when finally I followed her out of the spring, was a woman
firmly planted in both this world & the highest one. She was staying at that
encampment with a couple of other friends and their kids, all of which were
naked too when I met them. Natanyah’s more permanent habitation was
small desert town where she studied Persian music with a recluse master,
worked at the local kindergarten & lived in a rented caravan. I told her I
had to go back to my friends, that we were going back to the city soon.
She kissed my lips & sang a Shabbat tune—Shalom aleichem, malachei
Hasharet—Peace be upon you, ministering Angels—a tune I had been
playing in Ahava Raba on both clarinet & oud—her voice revealing with
indescribable grace the miraculous scale of Love Abounding in all its splen-
dor. When I came back to my friends I was there with them in the minivan
but I was also in the realm divine, where Natanyah’s voice shows that love
is all there is, and as I looked through the window at the scenery of this land
filled with pain, I could see also the merciful weight of a love abounding &
supreme and realized Natanyah’s trembling voice had given me, even if for
a moment, a key to the inner chamber.

Yes friends, this is where music leads to—this is the beatitude
voices, truthful voices, take you to—this is the poetic vision they bless you
with—Yes—In a world where Mickey Mouse’s pungent plastic vomit is
splashed on everything that was once true & airwaves broadcast mainly
continual propaganda in form of decadent mass produced delirious pop
whose half hidden purpose is to turn every living soul into a stupid, selfish
hungry ghost damned to eternally consume that which he will never need
so that another sentient being may have his second indoor swimming pool
finally equipped with an underwater sound system—there are voices that
draw you up—there are ways to listen your way to a wider awareness—this
is of the most critical importance—we’ve got to lean on all the light we can
muster to find a path—to create our own system, lest, as Blake warned, we
be enslaved by another man’s—to learn how to experience things, how to
sense them—to create a poetic vision—When truly exalted music, voices,
sounds, all of which are abounding in spite of the state of this world, merge
into our awareness, they take us to the King’s inner court & through this
widened awareness raise our perspective to new levels—This is why when
looking back from the King’s inner court, the wandering soul realizes all is
Divine—her awareness has become able to look at this world from the right
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angle—seeing in it all that is supreme—Sometimes I look at a flower and
barely see it, but when wo takes the time to embrace its existence well &
sing to myself the soft tunes of Natanyah’s ecstasy while doing so, I see all
the miracles of creation—the memory of her angelic voice, like all exhila-
rated melodies of this earth, are an age old alchemy, one that turns every-
thing it touches into beatitude.

It would be foolish & imprudent for me to try & reveal much more
of whatever conclusion I may have come up with, as the little I may have
understood is quite certainly overshadowed by all that which far eludes my
own musical & spiritual awareness. Moreover, music, like all mysticism,
must be experienced—great music, like all mystical experiences, cannot be
put into words, except, maybe, sometimes, in the words of God or of his
inner guard. But let there be no doubt; Great music comes to you from
the inner chamber & draws you there & it teaches you the realms from
which this life can be experienced & therefore teaches you how to see &
how to be & yes, Like Peter, Ravid, Natanyah and countless other great
souls, there are in this world people who climb their holy music to realms
that are tangibly exalted.

Where Were We?

On this earth, in this realm, involved with existence, alive alive alive, but
soon, decomposing bodies whose very memory has turned into butterflies
& us, reborn into the great mystery at last—there’s a way to walk this path,
to direct it towards salvation. These are facts of old—the genial voices of
humanity have not been lying about this. There are ways with more light &
less suffering. There’s an awareness that is undisturbed by treasures of gold,
and diligently climbs to an inner chamber of bliss. Music often can take you
there. Yes it can. But caveat emptor, my friends, let the buyer beware—
Music is ineffable & so what I am writing does not contain the essence it
tries to convey—it only tries to encourage whoever is reading this to be
guided by music on this mystical path of a life. To let music do what it can
do. To pick up the instrument you always wanted to play. To listen with the
proper care to the music you love, to give it a place of honor in your life—
To work on the development of your appreciation of music. To beware of
the demon of unbridled consumption, it’s on your ass even in this realm.
To be aware of & not doubt the mystical dimension of daily life and the
mystical powers of music—for you are where your thoughts are & when
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your thoughts are with music they are in the inner chamber & so are you—
These are things I believe in & try to live by—Yet, the moral of this story
only appears when while listening you suddenly find yourself being raised—
8 Yes—it only appears when, while playing, you suddenly realize you’re
being played & thusly rejoin your rightful rank on the side of creation.
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7

ON DIRT, REVELATIONS,
CONTRADICTIONS, AND BREATHING
THROUGH YOUR ELBOWS

FRED FRITH

Starting when Iwas19, I spent a lot of college vacation time working in a men-
tal hospital. The patients of this hospital were severely disabled, mentally
and very often physically as well. I mostly worked with kids, kids with
Down Syndrome or cerebral palsy or other conditions deemed untreatable,
lumped together indiscriminately, left there by families unable to cope. The
job consisted of administering enormous quantities of drugs, feeding and
cleaning up after patients, watching out for epileptic seizures, and trying to
help the kids to live as much to their potential as possible. In this depress-
ing atmosphere music was a force that created an excitement and well
being that was almost shocking. We soon noticed that these kids, with little
to look forward to beyond a regimented life in a rundown institution,
would beam with joy and shiver with excitement when they heard music,
especially music with a strong pulse to it. That was all the encouragement
we needed, and we were soon having music sessions every day. What I
experienced during those ecstatic minutes is hard to put into words.
Essentially it was an understanding of music as a pure force, a healing
power, a joy of being. It brought us together, touched our souls, and gave
us hope. It was also a humbling experience. In these naive initiatives we
volunteers were supported by a couple of the most dedicated and extraor-
dinary human beings I have ever met, professionals who had chosen to
work in this career dead end because of a combination of gentle selflessness
and deep compassion. Along with the children of all ages in their charge,
Paddy O’Rourke and Robert Keyes—singers and dreamers—helped me to
reconstruct my world from the bottom up, to redefine what it meant to be
alive, to be human.

My neuroscientist brother Chris tells me that our brains learn by
seeking out what they don’t know. When I play I feel as if I'm caught
between wanting to know, and not wanting to know. So many times you

129




discover something not by the act of looking for it, but by accident, at the
very moment when you’d forgotten all about it. As a performer, I know
that in order to arrive at that mysterious place I’'m always trying to reach, I
have to be in a unique state in which control and lack of control have equal
weight. I know what I'm doing, but I don’t know what I’'m doing. This is a
beautiful contradiction. You learn how to improvise not by being full of
ideas, but by emptying yourself of them. As Robert Rauschenberg said, the
trick is not to “run out of curiosity.” Technique is simply a matter of being
able to do what you want to do at the moment when you need to do it.
Everything you do or have done prepares you for that moment. When it
comes, you are probably thinking about something else.

The first time I picked up a guitar it felt like a miracle. I could just
play it, or more precisely, it seemed to play itself. Since then, that feeling has
never been far away. Part of me wants to (re)discover or even reinvent the
instrument every time I get my hands on it. When I lose touch with that
basic “curiosity,” the guitar is all too familiar. I know exactly what is going
to come out of it, and nothing seems to make the slightest difference to the
predictable reiteration of any moment except this one.

There are moments that happen when you improvise—it may be
with a playing partner of many years, it may be with someone you never
worked with before—where you experience an uncanny synchronicity:
identical pitches out of the blue, simultaneous timbre shifts, abrupt and
shared changes of dynamics, unforeseen steps up in intensity. There may
even be sustained periods when the music becomes a seamless, breathing
entity that appears to have a life of its own beyond the intentions of its

makers, a shared journey to an unknown and magical destination. Such

moments often lead to talk of channeling a higher force, of acting as a con-
duit for spiritual and healing power. This usually strikes me as a kind of false
humility. In the end music making is rooted in practice. The more you work
away at it, the more options you have, and the more likely you are to make
“inspired” choices. Performers of composed music attain such visionary
force by years of practice, which eventually allows the music to flow as if
improvised by the composer in front of you. You have to practice for years
before you’re free enough for accident and intention to resonate equally. It’s
not that there aren’t mysteries making their presence felt in what you do. It’s
just that you’re more likely to illuminate them when you’ve worked on it.

In 1986 I put in a few hundred hours doing construction work on
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an apartment building in the lower east side of Manhattan. This basically
meant giving up a few days a week for about a year carrying sheetrock up
six flights of stairs, laying floors, digging drains, and generally carrying out
any other tasks that were assigned to me. Walking over there from my own
apartment ten blocks away took me through an area where several buildings
had recently been demolished, leaving a wasteland of detritus—not just
rubble, but details of personal histories, lives lived. Torn photos, dolls’
torsos, fragments of cups and plates, cassette tapes, broken chairs, fridges,
syringes, wheels. In this landscape, in which absence and presence were
on an equal footing, I would walk slowly, examining each square inch of
ground. This dirt seemed more beautiful to me than anything I'd ever seen
in a gallery or museum. It was a metaphor for everything I wanted to do in
music. It still feels that way.

Music is an act of transformation—air moves, waves travel, mem-
branes vibrate, bodies are altered. When I use objects to produce sounds
from a guitar, 'm also transforming them. The paintbrush, the clothes
brush, the doweling rod, the alligator clip, the ball of string, the bag of rice,
the chains, the tin can, these may all be familiar objects. When I use them as
mediators, though, they can no longer be defined by their intended func-
tion. Instead they become magical objects with mysterious powers, and
although at first you may laugh at the idea of someone playing the guitar
with a paintbrush, eventually you won’t notice it any more. The brush has
become, not invisible exactly, but altered beyond recognition.

Why is it that apparently dry and mathematical procedures often
lead to the most profound and moving results? An experiment with some
numerical series or other, applied to form or harmony out of idle curiosity,
proves astonishingly emotional and touching. It reminds me of how much
I hate it when players or composers demonstrate how full of “feeling” they
are. It’s like bad acting. Music that resonates with me doesn’t have anything
to prove, it simply is. As a composer I sometimes find myself saying to
performers: “Let the music be what it is, you don’t need to add anything to
it, just stay out of the way and let it speak for itself.”

Recording music is a revelatory process, like sculpture. The act of
patiently stripping away results in what was concealed being revealed.
Further, the inevitability of the result suggests that it required that very
process in order to be revealed. Or the process may not be stripping away
at all, but accumulating, patiently waiting to discover what “images” will
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signify when there are enough of them there. In both cases, you shouldn’t
interfere beyond what is absolutely necessary. Defining something before
it has revealed itself will permanently limit it to the foreseen, but the unfore-
seen is an important part of every process. It's down to looking (or listening)
for what you don’t know, again (and again).

Between the ages of nine and twelve I spent a lot of time fishing. As
time went by, the actual fishing part became less important, and it became
more about time alone, observing the minutiae of life and listening to what
was going on around me. Through listening I became fascinated with birds,
and was soon a passionate if strictly part-time birdwatcher, which I still
am to this day. I love to get up at 5 on a Sunday morning and make the two-
hour drive to Limantour Beach at Point Reyes, to walk by the ocean for an
hour with only the wind and the birds for company.

Most of the time in the modern industrialized urban landscape
we’re surrounded by music that’s imposed on us—in elevators and lobbies,
cafes and restaurants, supermarkets and other people’s cars—a more or less
permanent addition to the usual chaos of vital signs. When I lived in New
York I spent a lot of time trying to “compose” this whole racket into coher-
ent forms in my head, breaking it up into layers, seeing how much detail
I could uncover. 'm still fascinated enough with that sound world to keep
on trying to situate my work within it, to record West Oakland from the
window of Myles Boisen’s studio, for example, and juxtapose it with a
sax quartet.

The mysteries of music and life that resonate most deeply within
me lie somewhere between Limantour Beach and the Lower East Side,
between being alone in the world and being part of a teeming anthill, over-
coming the limitations of words and reaching for the extravagant impossi-
ble, turning base metal to gold. Looking, listening, touching, smelling, in
awe, aware and unaware, present and absent, breathing through your feet
and your elbows, falling up, falling down, picking yourself up and dusting
yourself off, screwing up and giving it another shot, curious, persistent,
questioning, optimistic, in it together whether we like it or not. But in it.
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YOGA AND MUSIC

SHARON GANNON

“Divine sound is the cause of all manifestation. The knower of the mystery

of sound knows the mystery of the whole universe.” —Hazrat Inayat Khan

The worldis sound. All that is manifest proceeds from sound and continues to
pulsate as sound vibration.

Many years ago a reporter from a major New York newspaper
came to our Yoga School to do an interview, and she graciously accepted
our invitation to take a class first. At the beginning of the session, accom-
panied by the harmonium, I led the class in a Sanskrit chant to the guru and
explained a bit of what the chant meant. During the chanting, the reporter
was fidgety, which happens to many people in their first yoga class when
they are asked to sing or listen to spiritual teachings. But soon enough we
were off and running...jumping back, twisting, bending forward, bending
backward, standing on our hands, our heads and even our elbows, all to a
playlist which included music by The Beatles. After the class was over, the
reporter excitedly just about ran ahead of me on my way to my office,
where our interview was to take place, asking, “Did you hear that? Wasn’t
it amazing? Did you know they were going to sing that?” As we sat down,
I asked, “What do you mean? Sing what?” “The chanting!” “Oh I'm glad
you liked it. Was that your first time?” “No, no, not me...The Beatles—
they were chanting the same thirig that you had us chant at the beginning of
class, didn’t you hear it?” “Oh you mean jaya gurudeva in Across the
Universe and guru Brabma guru Vishnu... in My Sweet Lord?” “What?!
Did you know that those chants were already in those songs? I didn’t! 1
never ever heard it before and I must have listened to those songs thousands
of times! This is amazing!” Producer, composer and bassist Bill Laswell
once told me that he liked composing music that he knew would be played
in a yoga class because he knew it would really get listened to: “People are
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more relaxed and receptive when they practice yoga, so they are able to hear
the music better.” That’s what happened to the reporter. She had actually
heard music for the first time that she had been listening to for years but had
never heard before.

How can you tell if you are making progress in your hatha yoga
practice? When you can touch your toes? Stand on your head? Control
your breathing? Control your thoughts? Be able to relax in a stressful situ-
ation? Well all of those accomplishments could be seen as signs of progress,
but according to the Hatha Yoga Pradipika, the book penned in the 13th
century that is widely accepted as the official authority on hatha yoga, the
way that you can tell if you are making progress in the practice is by the
sound of your own voice. According to verse IL78, your voice will become
clear, melodious and resonant; you will be able to control its volume and its
pitch; but even more than that—people will listen to you when you speak.
Your words will become totally captivating. You will be able to say what
you mean and to mean what you say. This is a natural outcome when all
aspects of one’s being come together and are no longer fragmented. Your
thoughts, your words and your actions will be aligned. You will feel in tune.

The Hatha Yoga Pradipika declares that samadhi (enlightenment)
is achieved when the anabata nadam, the “unstruck sound,” can be heard.
The aim of hatha yoga practice is to realize sound as the source of creation.
This realization is the outcome of being in tune with the source of creation,
which naturally occurs when the yogi achieves harmony with the earth and
all things manifest. Yoga asanas (postures) are commonly thought of only
as physical poses that yogis practice in order to prepare themselves for more
spiritual practices like meditation—as if the physical were something less
than the spiritual. The physical and spiritual realms are one and the same;
they are both expressions of sound at different rates of motion. Matter is
sound slowed down so that the eyes can see it. The subtle realms of spirit
vibrate at a faster rate of motion. The Sanskrit word @sanz means “seat,” or
“connection to the earth.” Earth is all of manifest creation. This definition
of earth includes the air, water, soil and all species of plants and animals, as
well as subtle beings like the elemental, deva, fairy and angelic forms. The
perfection of yoga asana is realized by aligning oneself with nature for the
benefit of all—it is the perfection of one’s relationship with all beings and
things. A harmony can be achieved that emanates from the yogi as sublime
music, touches everyone and reminds and uplifts them toward the source of
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all, which, according to the yoga scriptures, is the nadam—the supreme
sound of God. Close your eyes and open your ears and feel, as my teacher
Shri Brahmananda Sarasvati would describe, “the current of electricity, the
current of prana, the pulsation of life, all around and within you—the sound
of God.”

In the vast spiritual literature of India, two types of sound, or nadam,
are spoken of: anabata nadam and ahata nadam. Anahata nadam means
“unstruck” sound—it is not heard by just the physical ears, and no one can
make this sound. It is the primal essential nature of the universe; it is the
sound of God. Yogis hear/feel this sound during deep enlightened states of
meditation. Ahata nadam means “struck” sound—it is music that we can
hear with our physical senses; it refers to sound that is made by striking two
things together, like when a musician strums an instrument or blows through
a horn or hits a drum, or when a singer sings—air strikes against the vocal
folds, and sound is produced. Ahata nadam in the<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>