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  29     Transcribed from Supin,  24 Preludes for a 
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 2010 .  
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21.  
  9     Ivalo Randalu, “Arvo P ä rt in November 
1978,”  Teater. Muusika. Kino  7 (1988), trans. 
Andres Didrik with Doug Maskew, 1997, 
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Archive  (arvopart.org).  
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Puccini’s  Tosca , Ginastera’s  Don Rodrigo , 
Stravinsky’s  Petrushka , Britten’s  Peter Grimes,  
Berlioz’  Symphonie fantastique , Dvo řá k’s 
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Debussy’s “La Cath é dral engloutie,” Messiaen’s 
“No ë l” from  Vingt Regards sur l’Enfant-J   é   sus ; 
Maxwell Davies’  Stedman Doubles ; and 
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  16     Founded in 2010:  www.arvopart.ee .  
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(Princeton University Press, 1985), p. 174.  
  23     Patriarchate of Moscow,  Typikon for Church 
Bell Ringing , trans. Blagovest Bells (St. Anselmo, 
CA: Russian Orthodox Church 2002),  www.
stlukeorthodox.com/fi les/bellringingtypikon.
pdf .  
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the former Soviet Union was compiled with 
assistance of Mark Galperin of Blagovest Bells.  
  25     Hillier,  Arvo P   ä   rt , p. 22, n.35.  
  26     Rostislav Rumjantsev of Saint Alexander 
Nevsky Cathedral, e-mail message to author, 
June 22, 2006: “During the Soviet years bells is 
continued rung [ sic ] – by Sundays and church 
holidays.”  
  27     According to the World Carillon 
Federation.  

  28     Irina Aldoshina and A. Nicanorov, “Th e 
investigation of acoustical characteristics of 
Russian bells,” paper presented at the 108th 
Convention of the Audio Engineering Society, 
New York, February 19–22, 2000.  
  29     Terminology of M- and T-voice as 
structural elements originated with Hillier, and 
have become standardized.  
  30     Hillier,  Arvo P   ä   rt , p. 96.  
  31     Smith, “Sources of invention,” 24; and the 
 International Arvo P   ä   rt Centre .  
  32     Williams,  Bells of Russia , p. 244.  
  33     Kurt Sander, “Th e musical icon,” DMA 
research project: Northwestern University, 
1998, p. 3.  
  34     Sander, pp. 10, 65. Sander’s “human quest 
for Divine perfection” is another affi  rmation of 
 theosis     .  
  35     Lubow, “Th e sound of spirit,” 4.  
  36     Personal conversation, September 24, 
2011, at the Arvo P ä rt: Soundtrack of an Age 
Conference, London, UK.  
  37     Transcribed from Supin,  24 Preludes for a 
Fugue .   

  8     Arvo Pärt and spirituality 
  1     For more on the origins of this 
diff erentiation see William James,  Varieties 
of Religious Experience  (London: Penguin, 
1983) [originally published in 1902]. More 
recently, Ann Taves has attempted to create an 
intellectual framework for and understanding 
of the processes of spiritual or religious 
experiences, drawing from narratives of 
neurology, psychology, and sociology. See Ann 
Taves,  Religious Experience Reconsidered: A 
Building-Block Approach to the Study of Religion 
and other Special Th ings  (Princeton University 
Press, 2009). My thanks to Stephen Schloesser 
for his comments on this study.  
  2     Charles Taylor,  A Secular Age  (Cambridge 
MA: Harvard University Press, 2007), p. 302.  
  3     Charles Taylor describes this phenomenon 
as the “Age of Authenticity.”  A Secular Age , 
pp. 473–504. In  Th e Search for Spirituality: 
Our Global Quest for Meaning and Fulfi lment  
(Norwich: Canterbury Press, 2009), the 
theologian Ursula King characterizes 
the ramifi cations of this counter-cultural 
ideology when she opines that “An immense 
spiritual hunger exists to fi nd a life of deeper 
signifi cance than that of material goods, 
consumerism, and exploitative capitalism. Th e 
current global situation with its deep injustices, 
numerous wars, and threats of ecological 
disaster calls for new creative thinking and for 
transformative ways of living. Th is requires a 
more reverent attitude towards people and the 
planet; it also calls for a spirituality that will 
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lead to the reorganisation of world economics, 
politics, education, business, and world 
governance,” p. ix.  
  4     Richard Dawkins,  Th e God Delusion  (New 
York: Houghton Miffl  in, 2006); Christopher 
Hitchens,  God Is Not Great: How Religion 
Poisons Everything  (New York: Twelve, 2007); 
for a response to these works, see David 
Bentley Hart,  Atheist Delusions: Th e Christian 
Revolution and its Fashionable Enemies  (New 
Haven, CT and London: Yale University Press, 
2009).  
  5     For more on this see Gordon Lynch,  Th e 
New Spirituality: An Introduction to Progressive 
Belief in the Twenty-First Century  (London: I. B. 
Tauris, 2007).  
  6     Th e idea of art as spirit, or that art provides 
access to the self, and the soul, is an ancient 
but ever relevant philosophical issue. For more 
on this, see Daniel K. L. Chua  ’s  Absolute Music 
and the Construction of Meaning  (Cambridge 
University Press, 1999), and also Jonathan 
Harvey  ’s  Music and Inspiration  (London: Faber 
and Faber, 1999).  
  7     P ä rt’s own thinking is evidenced in a small 
number of interviews, quotes from liner notes, 
and most signifi cantly, from Paul Hillier  ’s  Arvo 
P   ä   rt , Oxford Studies of Composers (Oxford 
University Press, 1997).  
  8     At the end of “An interview with Arvo P ä rt,” 
 Contemporary Music Review  12/2 (1995), 
55–64, Jamie McCarthy asks if the composer’s 
Russian Orthodox faith has infl uenced his 
music, and P ä rt replies: “Religion infl uences 
everything. Not just music, but everything.”  
  9     Hillier,  Arvo P   ä   rt , p. 96. In a discussion 
with Hillier  , P ä rt describes the relation of the 
two voices: “the M-voice always signifi es the 
subjective world, the daily egoistic life of sin 
and suff ering; the T-voice, meanwhile, is the 
objective realm of forgiveness … Th is can be 
liked to the eternal dualism of body and spirit, 
earth and heaven; but the two voices are in 
reality one voice, a twofold single entity. Th is 
can be neatly though enigmatically represented 
by the following equation: 1 + 1 = 1.”  
  10     Th e fi rst fi ft y phrases of the Evangelist’s 
narrative in  Passio  form a section that builds 
from a single voice to eight voices and then 
back again, creating a clear arch of sound.  
  11     Robert Fink,  Repeating Ourselves: American 
Minimal Music as Cultural Practice  (Berkeley: 
University of California Press, 2005), p. x.  
  12     Hillier,  Arvo P   ä   rt , pp. 2–5.  
  13     See Alain Besan ç on,  Th e Forbidden Image: 
A History Of Iconoclasm , trans. Jane Marie 
Todd (University of Chicago Press, 2000).  
  14     P ä rt has written a great deal of religious 
choral music. I have deliberately chosen to 

restrict the present discussion to his wordless 
instrumental (absolute) music, and the way it 
confi gures spirituality.  
  15     For more on the iconostasis see Leonid 
Ouspensky and Vladimir Lossky,  Th e 
Meaning of Icons , trans. G. E. H. Palmer and 
E. Kadloubovsky (New York: St. Vladimir’s 
Seminary Press, 1982), pp. 59–72.  
  16     When the diamond-shaped notes are placed 
a fourth above the main note, the sound is two 
octaves above the ordinary pitch, and when 
placed a fi ft h above, the sound is a twelft h 
above the ordinary pitch.  
  17     Much of the harmonic tension, and 
character of the music, in measures 3–5, 11–13, 
19–21, and 29 is caused by the proximity of B ♭  
and B ♮  (for instance in the violin I and viola in 
m. 3).  
  18     In modal theory (for example) Mode 1 (the 
Dorian mode) is D–D on the white notes of the 
piano. Mode 2 is the hypo-Dorian mode, which 
is A–A on the white notes again. But the tonic 
of this mode is still D even though the fi nal 
note ( fi nalis ) is A. It is this sense of a shift ing 
 fi nalis  with a stable tonic that P ä rt is playing 
with in  Fratres      to create a sense of development 
and narrative.  
  19     Marcel Cobussen’s  Th resholds: Rethinking 
Spirituality through Music  (Aldershot: Ashgate, 
2008) is concerned with the ways in which 
music opens up or inspires alternative spaces or 
discourses that can be understood as spiritual. 
On page 149 (footnote 8) he reveals the raison 
d’être of his haunting monograph: “Th at 
empty space between the two spheres, not 
here and not there – that space  is  the spiritual; 
spirituality is the intimacy of the gap.”  
  20     Interview with James MacMillan, June 
1998, during the second annual Vancouver 
new music festival, quoted in Jeremy S. Begbie, 
 Resounding Truth: Christian Wisdom in the 
World of Music  (Grand Rapids, MI: Baker 
Academic, 2007), p. 179.  
  21     In Christian theology   these two types of 
time meet in the person of Christ (God made 
man).  
  22     Begbie,  Resounding Truth , p. 261.  
  23     Laurence Rees,  Auschwitz, the Nazis and 
the ‘Final Solution’  (BBC Worldwide Ltd, 2005). 
Th e Nazi massacre described occurred at 
Ostrog, Ukraine on March 4, 1941.  Fratres  is 
also used throughout this documentary.  
  24     In P ä rt’s  Sarah     Was Ninety Years Old  
(1977/1990), silence implies a contingent 
and unfulfi lled state of being, of expectation, 
that implies tension and release, waiting and 
receiving. Silence also embraces a sense of 
discomfort, non-identity and a resistance to 
the realization of becoming and being. In a 
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more positive vein, the potential of silence in 
P ä rt’s music oft en seems to provide a mirror 
to ourselves, to the quality of our own being 
and hearing, that may therefore promote a 
sense of spiritual awareness without recourse 
to Christian discourse. See also Cobussen, 
 Th resholds , pp. 109–24.  
  25     T. W. Adorno, “Cultural criticism and 
society,” in  Prisms  [ Prismen , 1967], trans. 
Samuel and Shierry Weber (Cambridge, MA: 
Th e MIT Press, 1995), p. 34.  
  26     Th e “disenchantment of the world” is 
proposed by Max Weber in “Science as 
Vocation” (1917) in  From Max Weber , ed. 
H. H. Mills and C. Wright Mills (New York: 
Oxford University Press, 1946), p. 155. See also 
Chua,    Absolute Music and the Construction of 
Meaning , pp. 12–22. Weber identifi es the way 
in which the modern world denudes itself of 
the illusions created by superstition and the 
sacred. Chua states: “Th e modernisation of 
society is therefore its secularisation; humanity, 
by disenchanting the world, needs believe in no 
other god than itself,” p. 12.  
  27     Arnold Schoenberg, “Composition with 
twelve tones (I),” in  Style and Idea , ed. Leonard 
Stein, trans. Leo Black (Berkeley: University of 
California Press, 1984), p. 216.  
  28     For more on this see Daniel K. L. 
Chua, “Adorno’s metaphysics of mourning: 
Beethoven’s farewell to Adorno,”  Th e Musical 
Quarterly , 87/3 (2005), 523–45.  
  29     Alex Danchev (ed.),  100 Artists’ Manifestos: 
From the Futurists to the Stuckists  (London: 
Penguin, 2011).  
  30     Other composers, such as Stravinsky, 
Webern  , Messiaen, and Tavener,   for instance, 
had made extensive study of renaissance 
music and absorbed this study into their own 
music. Th e challenge to form and coherence 
mentioned here is a problem faced by early 
twentieth-century composers (and indeed those 
that came aft er), and it can be put like this: In 
the absence of tonality, how is it possible to 
create large-scale coherent musical structures? 
Th is is a question that has been answered in 
many ways. P ä rt’s music belongs to the formal 
tradition of using superimposed blocks of 
material, and this has been one consistent 
compositional answer to the problem of how to 
create musical narrative and continuity.  
  31     Friedrich Nietzsche, “Th e madman,”  Th e 
Gay Science  (1882), trans. Th omas Common 
(New York: Dover, 2006), pp. 90–1.  
  32     Chua, “Adorno’s metaphysics of mourning,” 
523–4.  
  33     Th e literary critic George Steiner states: “I 
believe the modulation of music towards our 
apprehension and suff erance of death to be of 

the essence. Without the truths of music, what 
would be our defi cit of spirit at the close of 
day?”  Real Presences  (Chicago: Th e University 
of Chicago Press, 1991), p. 63. For the French 
Catholic composer Olivier Messiaen, what 
Steiner describes as a “defi cit” is fulfi lled by 
music as faith: a panacea to the disenchantment 
of modernity. See Olivier Messiaen, 
‘Introduction to the programme booklet for 
Paris, 1978,’ in Almut R ö ssler,  Beitr   ä  ge  zur 
geistigen Welt Olivier Messiaens  (Duisberg: 
Gilles und Francke, 1984), trans. Barbara Dagg 
and Nancy Poland as  Contributions to the 
Spiritual World of Olivier Messiaen  (Duisberg: 
Gilles und Francke, 1986), p. 10. Both positions 
are sedimented in P ä rt’s musical aesthetics.  
  34     Michael Saler, “Modernity and 
enchantment: A historiographic review,”  Th e 
American Historical Review , 111/3 (June 2006), 
692.  
  35     In an interview, the composer told Jamie 
McCarthy that “When things are simple and 
clear, they’re also clean. Th ey are empty; there is 
room for everything.” McCarthy, “An interview 
with Arvo P ä rt,” 62.  
  36     Arvo P ä rt (from the sleeve-note to the ECM 
recording of  Tabula rasa ), quoted in Hillier, 
 Arvo P   ä   rt , p. 87.  
  37     Francisco J. Varela, Evan Th ompson, and 
Eleanor Rosch,  Th e Embodied Mind: Cognitive 
Science and Human Experience  (Cambridge, 
MA and London: Th e MIT Press,  1991 ), p. 23.  
  38     Hillier,  Arvo P   ä   rt , p. 96.  
  39     Begbie,  Resounding Truth , p. 261.  
  40      Ibid. , p. 262.  
  41     Th e descriptions of transcendence in Albert 
L. Blackwell’s  Th e Sacred in Music  (Cambridge: 
Th e Lutterworth Press, 1999), pp. 202–23, are 
religiously confi gured, and tend to minimize 
the role of the body. In  Th e Idea of the Holy , 
trans. John W. Harvey (Oxford University Press, 
1923), Rudolf Otto’s  mysterium tremendum et 
fascinans  again focuses on certain aspects of the 
experience of transcendence – mystery, fear, 
dread, expectation, awe – that imply that the 
body is a kind of puppet of an external stimulus 
(music), rather than a participant or even a co-
creator of the experience.  
  42     Varela, Th ompson, and Rosch,  Th e 
Embodied Mind , p. 27.  
  43      Ibid.   
  44     See Roger Scruton,  Th e Aesthetics of Music  
(Oxford University Press, Clarendon Press, 
1997), pp. 354–7, and Begbie,  Resounding 
Truth , p. 299.  
  45     See Arnie Cox’s fascinating discussion 
of what he calls “mimetic motor imagery,” in 
“Embodying music: Principles of the mimetic 
hypothesis,”  Musical Th eory Online , 19/2 (July 
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2011),  www.mtosmt.org/issues/mto.11.17.2/
mto.11.17.2.cox.html .  
  46     P ä rt describes the idea of ‘the neutral,’ 
which I interpret as a space outside the 
implications of the historical development of 
musical language, in Dorian Supin’s fi lm  24 
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works of Arvo Pärt seen through a musician’s 
eyes 
  1     Excerpts from  Th e Little Prince  are translated 
from K ä hler’s German version of Saint-Exup é ry   
in order to give the best reading of K ä hler’s 
intention: Antoine de Saint-Exup é ry,  Der kleine 
Prinz  (D ü sseldorf: Karl Rauch).  
  2     P ä rt’s opinion on that issue is as follows: 
“In my opinion the value of music is beyond 
its color. Although idiosyncratic instrumental 
timbres of instruments are a part of the music 
they are not its most crucial one. Th at would 
be my capitulation to the mystery of music. 
Music must exist in itself … two, three tones. 
Th ere has to be a mystery, regardless of the 
instrument.”  
  3     By the way, I agree with Paul Hillier that 
experience in playing early music is very 
positive for performing P ä rt. See Paul Hillier, 
 Arvo P   ä   rt , Oxford Studies of Composers 
(Oxford University Press, 1997).  
  4     A very good example can be found in the 
piano piece  F   ü   r Alina : sound and expression of 
the top line (M) are predominantly dependent 
on the way it is supported by notes and 
overtones of the bottom line (T).  
  5     Th is is what P ä rt says on this subject: “It is 
like breathing in and out. One cannot only 
breathe in the air, it has to be breathed out 
too.”  
  6     Nelly Sachs,  Collected Poems , trans. Michael 
Hamburger, Ruth and Matthew Mead, and 
Michael Roloff  (Los Angeles, CA: Green 
Integer, 2011).   

  Appendix B     Greatly sensitive: Alfred 
Schnittke in Tallinn 
  1     First published in  MusikTexte 78 , March, 
1999, 41.   

  Appendix C     Remembering Heino Eller 
  1     First published in liner notes, ECM 1745, 
Heino Eller –  Neenia .     
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