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Sometime between 1993 and 1995, Eva was renamed Evva, the
name which appears on copies of Kristallnacht purchased after
1995.

Commenting on his 1983 improvised composition, Locus Solus,
Zorn noted in 1997 that it is “as exciting today as all the other
new crap on Tzadik.” (see current Tzadik catalog,
http:/ / www.tzadik.com/CDSections/TzadikArchivalSeries /
Locussolus.html). Note that since Zorn is primarily known as a
recorded artist, dates of compositions given in this paper are the
release dates of the first recorded version unless otherwise noted.

Edward Strickland, “John Zorn,” in American Composers:
Dialogues on Contemporary Music, (Bloomington, Indiana: Indiana
University Press, 1991), p. 127.

Ibid., p. 127.

Larry Blumenfeld and John Zorn, “Scene by Scene,” Jazziz 16.8
(August 1999), http:/ /www.jazziz.com/current/ pages/feature
/John_Zorn.html, 1 10, 12.

Gagne, Cole, “John Zorn,” in Soundpieces 2: Interviews With
American Composers, (Metuchen, N.J.: The Scarecrow Press, Inc.,
1993), p. 511.

“Game call” is a double entendre in Zorn’s work since in addition
to directing the piece by calling forth cards he would often play
bird whistles, and duck, moose, and pig calls to add timbral
variety to the work.

Marclay keeps a large collection of records with him from which,
during performances, he chooses appropriate excerpts to play in
order to respond to the music of the other players. This has been
described as a live version of Zorn’s compositional process. .

Strickland, American Composers, p. 126 mentions Zorn’s threat “to
wear a yarmulke to sessions with allegedly anti-Semitic speed
metalists.” To William Duckworth in Talking Music (p. 447), he
explains “how I got into hard core and thrash. Ijust went into a
store and said to some skinhead who was working there, ‘Pick
out five or six of your favorite hard-core records.” ”

Jewish Musical Traditions



10

1

12

13

14

15

16

17

18

19

20

Arte Lange with John Zorn, “Der Architekt der Spiele; Gesprich
mit John Zorn iiber seine musikalischen Regelsysteme,” (“The
Architect of Play: A Conversation with John Zorn about his
System of Musical Rules”), translated by Peter Nikas Wilson.
Neue Zeitschrift fiir Musik, February 1991, pp. 33-37.

Documenting these changes is made more difficult by the fact
that Zorn gave no large interviews between 1993 and 1999. Thus
most of the sources for this paper are either from the pre-
Kristallnacht period or six years after its release.

Blumenfeld and Zorn, “Scene by Scene,” q 35.

Lists of collaborators for each recording were taken from Patrice
Roussel’s “Discography of John Zorn,” (Internet website:
http:/ / www.nwu.edu/jazz/ artists/ zorn.john/ discog.html),
October 1998 edition.

Fred Kaplan, “Horn of Plenty: The composer who knows no
boundaries,” The New Yorker, 14 June 1999, p. 88.

See appendix for two examples of such art. The CAAAV is an
American based organization; it is therefore clear that there must
have been other ways in which Zorn felt he was not accepted by
mainland Japan itself. How this was manifest we cannot be sure.

It was later reissued in a plain black box lacking the art in
question.

Edward Strickland, American Composers, p. 130.
Blumenfeld and Zorn, “Scene by Scene,” ] 37.
Ibid., 9 37.

One should be careful to note the influence of interviewer on the
interviewee, particularly when few interviews have been
recorded. Although Zorn brought up the subject of the
minimalist composers himself in his interview with Cole Gagne,
it was Strickland who prompted Zorn for his opinions on the
influence of minimalism on his music (Strickland 1991, p. 139).
Strickland went on to write the first monograph on the history of
minimalism that included the musical with the visual arts
(Minimalism: Origins, Bloomington, Indiana: Indiana University
Press, 1993), raising the possibility that such a question was more
motivated by interest in minimalism’s general reception than its
possible influence on Zorn.
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Gagne, Soundpieces 2, p. 517. Indian influence can be connected
with Young, Riley, and Glass. Reich has said that he was
influenced by African drumming and secondarily by Balinese
gamelan. It is significant that in my research on minimalism I
have not found a composer who has spoken about the influence
of Japanese music on his or her output, nor am I aware of any
Japanese-inspired minimalist compositions among major
composers. Zorn may be projecting or thinking of other classical
traditions which were more inspired by Japanese music.

Jonathan Cott and Steve Reich, “Interview with Steve Reich,” in
liner notes to Steve Reich: Works 1965-1995 (10 CDs), Nonesuch
79451-2, 1997.

Hebrew appears more often in the titles than in the texts of
Zorn’s works, though it should be said that he is not a prolific
composer of vocal works.

Zorn has said that he was well-suited to writing Jewish music
because of his love for minor scales. He has attributed this
attraction, only half-jokingly, to the cheap Casio keyboard at
which he usually composes. On many inexpensive electronic
instruments, minor triads sound much warmer than the bright
major chords. Statements like this bring out Zorn’s humorous
side; a side easily found in his music as well.

Reich composed a latter work on Jewish themes also in three
parts, whose focus is spatially separated, The Cave. Although it
has similarities to Zorn’s work, its 1993 premiere means that it
could not have been an influence on nor significantly influenced
by Kristallnacht.

A significant difference between the first movements of the two
works is the presence of an ominous future in Kristallnacht,
represented by the speeches of Hitler playing in the background,
which is absent in Different Trains. The fact that the two
movements share a time, before World War II, but not a
location—Europe vs. America—accounts for this distinction.

Both composers felt the need to include survivor memories into
their compositions as ways of legitimizing and strengthening the
emotional connection to the Holocaust. Historian Peter Novick
has written about this tacit requirement and wondered what it
will mean for future Holocaust studies and Holocaust related art

Jewish Musical Traditions




28

29

30

31

32

33

34

35

36

37

after there are no remaining survivors. See his The Holocaust in
American Life, (Boston: Houghton Mifflin Company, 1999), pp.
242-4, 272, and passim.

Naomi Cumming, “The Horrors of Identification: Reich’s
Different Trains,” Perspectives of New Music 35.1 (Winter 1997),
p. 148.

“I think John Adams’s sense of orchestration is brilliant.
Orchestration is something I pride myself on. I always had a
particular talent for it and I love it.... John Adams can deal in the
traditional world and create a new sound. I think it's beautiful
what he’s doing,” (Strickland, American Composers, p- 139).

The cataloger who prepared the HOLLIS record for Zohar was
evidently unaware of such participation, as no mention of Zorn
or Eye is made in Harvard’s on-line catalog. Both Zorn and Eye’s
pseudonyms are meaningful. Yechida can be roughly translated
as “the soul” or “you (fem.), the only one,” while Tzizit are the
fringes of a prayer shawl.

Patrice Roussel, “Discography of John Zorn,” entry 177.

See Alfred Berner, “Harmonium” in New Grove Dictionary of
Music and Musicians, edited by Stanley Sadie, 20 vols., (London:
Macmillan, 1980). vol. 8, p. 169.

Two exceptions to this statement should be briefly noted. In the
third track, “Frog Doina,” the melodic language at the conclusion
owes much to Paul Hindemith. “Goniff Dance,” track 6,
occasionally moves out of its 3/4 meter to 2/4 and compound
eighth-note meters reminiscent of neoclassical Stravinsky.

“Die philologie einer mystichen Disziplin wie der kabbala hat etwas
Ironisches an sich. Sie beschiftigt sich mit einem Nebelschleier ... Eine
iroische (sic) Behauptung, da ja die Wahrheit...alles andere is (sic) als
tradiebar. Sie kann erkannt werden, aber nich iiberliefert werden, und
.. was tiberlieferbar wird, enthiilt sie nich mehr.” The book from
which this quotation is taken is unattributed. The translation
above is my own.

The name translates roughly to “staggered start.”

Kaplan, “Horn of Plenty,” p. 85.

It has been recently rumored that Zorn will soon end Masada.

Tozivich AA1iciral Traditinmea Lo Y=g



38

39
40
41
42

43

45

46
47
48
49
50

51

26

Peter Niklas Wilson, along with other German critics, was quick
to pounce on the possibilities of the word “Zorn” meaning
“anger” in German, titling his 1991 article in the Neue Zeitschrift
fiir Musik, “Friichte des (John) Zorn” (Fruit of Anger) and using
as the caption of a photo, “Zorniger junger Mann von heute”
(“Today’s angry young man”).

Blumenfeld and Zorn, “Scene by Scene,” { 37.
Kaplan, “Horn of Plenty,” p. 88.

Gagne, “Soundpieces,” p. 530.

Blumenfeld and Zorn, “Scene by Scene,” ] 39.

There is an assertion by Stefan Negele, a contributor to the zorn-
list and the Zorn discography, that this disc John Zorn Masada Live
was actually recorded in Hamburg, Germany, and not in New
York City. If substantiated, one would want to inquire as to
whether Zorn did not wish his Jewish quartet to be seen releasing
its first live album in Germany and altered the information
purposely. See Rousell, “Discography of John Zorn,” entry 184.

Blumenfeld and Zorn, “Scene by Scene,” q 31. A very similar
quotation appears in Kaplan, “Horn of Plenty,” p. 88.

Adam Shatz, “Crossing Music’s Borders In Search Of Identity:
Downtown, a Reach For Ethnicity,” The New York Times, 3
October 1999. p. AR1, 1 14. Kristallnacht may be an explosive
example, but Bill Milkowsky was correct when he pointed out
that it is in fact the only example. Zorn’s evocation of battles
such as Masada and military leaders such as Bar Kokhba as titles
for records, in fact, work against such a statement.

Ibid., 11 15, 19.

Blumenfeld and Zorn, “Scene by Scene,”  40.

See bibliography for subscription and archive information.
Blumenfeld and Zorn, “Scene by Scene,” 1 1.

Eye changed his first name from Yamatsuka in 1996.

This list contributors appear to be over 90% male as opposed to
50-55% for the Internet at large. As one might expect, these
messages were nearly unanimous in their defense of Zorn. Just
as this paper was going to press, a new “thread” on the zorn-list
surfaced. Titled “No girls allowed?” the discussion showed an
awareness on the part of list subscribers that the fans of Zorn's

Ternich Mucical Traditions



52

53

music tend overwhelmingly to be male. In addition to
speculating as to the causes (musical and extra-musical) of this
trend, the discussion elicited contributions from many female
list-readers who had never before posted to the list. It is
impossible to know how many men and women read but do not
contribute to the zorn-list.

The number of Internet pages devoted to a particular composer
is a quick method for getting a rough estimate of their presence
on the web, but there are some problems with this way of
investigating that can generate misleading statistics. First, such
a method counts the number of people who have chosen to put
information on-line. It does not take into account the much
greater number who are looking for information but not
generating any themselves (measured by the hard-to-count “web
hits”). This shows an especially artificially low measure of the
level of interest in major figures, such as Bach and Beethoven,
since fans might feel there is little they can add to what
information already is available. Second, it counts the number of
pages being produced, not the number of individuals involved in
producing the pages; many authors produce multiple pages on a
subject while some pages, such as the Zorn discography, are
collaborative efforts of dozens of writers. Finally, of course, a
numerical count is no measure of the quality and originality of
the pages. This count does however reveal well the interests of a
particular (mostly English-speaking) subculture: web authors.
Early web statistics from 1995 and earlier, when non-corporate
web sites were the norm, showed an extremely high interest in
Shostakovich among web page writers, perhaps indicating a
connection between organization of his music and expectations
of computer programmers. An investigation of traits which
could make Zorn and his music more attractive to the Internet-
savvy is beyond the scope of this paper.

The works Shatz is referring to are part of a sub-series of Zorn’s
Radical Jewish Culture series called “Great Jewish Music.” A
series of discs by composers usually not associated with being
Jewish, the series has been described as “Outing Jews,” a
reference to similar movements in the homosexual community.
Regarding “Great Jewish Music,” Zorn said, “I think it's
important for Jews to have positive role models, so that they
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want to identify themselves as Jews. I don’t think that passing
for white is the best way to survive in this culture. And that’s
why I wear shirts with Magen Davids on them,” (Blumenfeld

and Zorn, { 35).
Shatz, “Crossing Music’s Borders,” ] 17-18.

Admittedly, Tzadik records accounts for only ~4-5% of post 1995
Judaica CDs in the collection.

Blumenfeld and Zorn, “Scene by Scene,” | 44.
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Selected Discography

See Patrice Roussel’s “Discography of John Zorn,” on the
Internet at http:/ / www.nwu.edu/jazz / artists/ zorn.john/ discog.html
for a nearly comprehensive list. This selection omits discs where Zorn
performs works composed and arranged by others.

Pool (1980), Archery (1981) — Game pieces.

Locus Solus (1983) — Free rock improvisation.

Lost in the Stars (1985) — Arrangement of Kurt Weill.

Ganryu Island (1985) — Duet for shamisen and saxophone.

The Big Gundown (1985) — arragement of music by Ennio Morricone.

Cobra (1986) — Game piece, several other versions released later by
various ensembles.

Spillane (1987) — Music inspired by books by Mickey Spillane.

Forbidden Fruit (1987) — String quartet, voice and turntables (first
widespread “classical” release). Written for the Kronos Quartet.

Torture Garden : Naked City (1990) — Punk, hard rock release. sextet.
Naked City also did covers of other artists’ works including
members of the Downtown scene such as Elliott Sharp, etc., but
also Debussy, Scriabin, Lassus, Ives, and Messiaen.

Kristallnacht (1993) — First investigation of Jewish tradition in Zorn’s
music.

Klezmer 1993: New York City: The Tradition Continues on the Lower East
Side — Zorn plays on one track only.

Zohar: Mystic Fugu Orchestra (1995) — Duet on “rediscovered” Jewish

melodies.

Masada (10 volumes, 1994-1998) — Jazz-“Jewish” quartet, a “tune-
book”.

Bar Kokhba (1996) — Interpretations of Masada pieces by chamber
ensemble.

Great Jewish Music: Serge Gainsbourg (1997) — Zorn's first “outing” of a
Jewish musician on the Radical Jewish Culture Series.

Angelus Novus (1998) — Works for piano and ensemble.
Aporias Requia (1998) — Piano concerto. Stephan Durey, piano.
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