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PREFATORY NOTE

QDODLIRET1, Sueslion 1: Can an angel who has a hahilual cognilion of an objetl cause an actual cognillon of lhal 
ohjecl In anolher angel wilhoul causing an aclual cognilion of lhal same ohjeci wilhin himself?

(M ofOctlMm)
lOckham’s answer: “If depends

Ch. CXLY. The properly of all the divine order frequents, and gives ilsell to, all inferior kinds ihronghoul Ihe 
secondary.

Ch. CXLYl. The ends of all divine progressions resemble their hegiitnings because Ihey revert thereto; they, having 
neither beginning nor end, engirdle a circle.

Ch. CXLVlll. Every divine order is. by ilsell, made one, in a Ihreelold manner, first by ihe supremity within ilsell, 
secondly by the mediocrily, and thirdly by Ihe end thereof

(Fmius)

Perhaps you wiU allow "engirdles"; — but will yet debate with Proclus whether order hierarchically descends, or 
advenhiiousiy rises.

And if you suppose lhal your experiences of music are. precisely, your perceptions of its acoustic carriers, then you're 
most likely dead to the question posed by Ockham. (Worse, you're dead to his goading disinclination to ask Ihe 
obvious: Can A1 cause /IF to a rM /c o g n iz e  what Al actually and habiluaily cognizes? ((He's asking M w helher

in fairness. Ren and I might be said lo have run. from early to late, a strenuous gamut from somewhal in excess of 
Proclus lo somewhal in excess of Ockham:

from the inlerpenelration of intricacy and grandeur in Ihe divine order, or ils simulacra ImosI classically, in Ren's 
Tristan analysis in METAVARIATIONS (pubi. Open Space): or more lalmudically, in my own Depth of Surface in the 
present colleclionl

to the shifty concretions of identity in Ihe clutch of altenlion, or venue, or Iransmission, or report las historical 
romance, in my own intim acv-a polemic: or as a psycho-onlologicahy engirdling queslionmark, in Ren's scripts of 
the '90's and 'OO's, esp, m/c/o & 1/01,

Even our more ephemeral pieces seem lo me to poinf usually (if modeslly), along this Irajectory,

Should you find it so, Ihe terms “Reing", ‘'About'’, and “Music" will glimmer; and perhaps goad.



Current Chronicle
United States 

Evanston, III

In his remarkable discussion of Roger Sessions’s Violin Concerto*, 
Elliott Carter pointed out a major preoccupation that Sessions shares 
with most of the serious composers of our time: the development of 
articulated, continuous, and meaningful musical structures capable 
of fully absorbing and expressing the entire wide range of present- 
day musical materials. Carter’s point is confirmed with special force 
in the case of Sessions’s music, where the further insistence that 
such articulation must not be gratuitous, but that it must arise from 
the logic and necessity of the total musical procedure has led him to 
militant avoidance of any appearance of surface novelty, even of the 
‘‘advanced” kind that guarantees a quick imputation of efficiency, 
economy, and, indeed, “originality” to otherwise undistinguished 
work. Thus, despite his own indigenous originality, Sessions has 
remained a “traditionalist” in his retention, particularly, of the ideal 
of the long, flowing line, as well as in his refusal to deck out the 
often neutral-sounding tissue that characteristically binds and frames 
his foreground development of ideas with ear-catching (or -splitting) 
scrimshaw.

The difficulty of finding a genuine connection to tradition, 
free of literalness but retentive of its still relevant and fruitful 
aspects, has led many “advanced” composers to a hard-line rejection 
of associative qualities in toto. But where the need forfresh 
procedures arises from fresh creative necessities rather than from the 
imperative of public attention, a frame of reference is still required, 
securely rooted in and evolved from a traditional basis, by reference 
to which new procedures can be assessed, and, even, perceived as 
authentically new. As Carter pointed out, the development of “a new 
and meaningful type of musical continuity . . . must be undertaken 
by slow, rather intuitive steps, since the condition of 
'meaningfulness’ presupposes a cooperative development in the

' Current Chronicle, July 1959. This is a brilliant, classic statement whose 
formulations (several of which are quoted in clarification of points raised in this 
report) have laid a firm foundation for future study of Sessions’s work.
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composer and in some qualified listeners of a grasp of musical 
relationships not previously clearly recognized, coupled with an 
ability to test them against some standard of interest and 
meaningfulness”.

Clearly, in the sparseness of his early output and in his 
obscurity in the public awareness. Sessions has paid a heavy price 
for his artistic conscience. But of late he has reaped its rewards as 
well, in a burst of fecundity productive of a number of significant 
works that are unmistakably the work of a composer who has, at 
least, found himself.

A unique opportunity to test by experience this broad view 
of a composer's development was provided by the presentation in 
Evanston, under the joint auspices of Northwestern University and 
the Fromm Music Foundation( ). of a three-day festival of Sessions's 
music, during which more than half of his output since 1947 could 
be heard, along with a few earlier works. Even a brief examination 
of the more recent scores reveals how the techniques for meaningful 
coherence described by Carter in relation to the Violin Concerto 
have come to full and variegated flower in the latest period. The 
addition of certain new aspects, such as the use of twelve-tone 
derivations, seems to have helped clarify and direct the formal 
impulse, sometimes providing a firm basis for cohesion within a 
wide-ranging or rhapsodic structure, and at other times supplying, 
within an associative neo-Classic framework, workable substitutes 
to compensate for the loss of the articulative power of tonal 
functions. With this in mind, it may be fruitful to examine briefly 
some of the recent works to uncover the different points of view 
they take to musical continuity.

“More and more the notion of extended, continuously 
flowing sections during which ideas come to the surface, gain clarity 
and definition, and then sink back into the general flow has 
characterized Sessions's unique style."" The way in which Sessions 
has adopted twelve-tone procedures is entirely consistent with this 
characterization. The series is used in a directly melodic-motivic 
way, and does not also function as a more or less totally pitch
organizing principle. But the charge of irrelevance, leveled at music 
which, for no very compelling reason, “uses" such a serial base.
('Disclosure, 2003: at the time of this writing (Fall 1960) I was employed as music 
consultant for the Fromm Music Foundation.)
- Ibid.
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does not adhere to Sessions’s work, since he has typically found a 
meaningful way to turn the row into the service of an important, if 
non-serial purpose. Series-derived materials, when present, are 
almost always in the principal voice, the foreground. Thus a voice 
unobtrusive in the “general flow” is suddenly brought to 
individualized life by participating in the exposition of the series 
without breaking its own chronological stride. In this way. Sessions 
is able to achieve individualized “entrances” without overtly 
changing the unity of the sonorous texture.

The opening movement of the Piano Concerto (1956) 
articulates by this, as well as other means, a coherent, forceful and 
original structure clearly paralleling a classic “sonata” design. The 
row reveals strongly defined intervallic properties which function, in 
the form, horizontally as well as vertically (Ex. I)."' An alternate 
form of the first hexachord provides maximum derangement, hence 
variety, possible without also losing the important intervallic 
characteristics (Ex. la).

I have indicated a division of the series into three-note 
groups since, except where the full series is stated, the formal 
procedure entails internal permutations of these trichords, while 
retaining their over-all integrity. The intervallic redundancies among 
the trichords are obvious, and the principal intervals dominate the 
texture of the movement. At the very opening of the slow 
introduction (Ex. 2), the minor and major seconds are vertically 
exposed in the gentle piano ostinato, while the fourth, tritone and 
major third are horizontally prominent.

These opening measures offer, in capsule form, a concise
demonstration of all the many kinds of association that enrich and
widen the expressive scope of this structure. First of all, the
introduction of the bass-tone B[> (which forces the ear to re-evaluate
acceptance of C as the principal bass, and reconceives the initial
' All the Sessions examples are reprinted by permission of the copyright owner, 
Edward B. Marks Music Corporation, New York.
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Ex. 2 J ^

sonorities as, instead of "tonic" |C or E|. a kind of "augmented 
sixth" whose normal ''deceptive" resolution would be to Bt>) 
presents new harmonic associations which lead directly to the 
statement of the "derived" hexachord. The first harmonic sound is a 
composite verticalization of the two kinds of seconds ( Bi?- B t]; B \?~ 
C). while the second combines FjJ and E with Bk yielding the 
pitch-content of the first trichord of the derived hexachord. The next 
bass-note. F (a perfect fourth below Bk paralleling the upper voice 
of the ostimito}, forms with C and B a perfect fourth and a tritone, 
the two remaining inter\ als important in tlie trichords, and also 
provides the pitch-content for trichord 2a. Note, loo. that the first 
two tones of the derived hexachord are F|f-E. as in the piano 
ostinato, and are both liarmonized in turn against the C-B in the 
piano.One more point: as soon as the new exposition of the row

By the same token, the clarinet's Bi? is harmonized with F'}t and E. thus vertically 
summarizing the /7/7(7/-content of the trichord la. while (he clarinet C is 
harmonized with pj) and D, yielding the same trichord's /'///cnY/Z-content. 
Moreover, the bassoon and cello move to under C in m.5, yielding the
interval content of trichord 2a. and again, permuted, as H- Bi?- F. The E and B[? are 
also associated with this bassoon's preceding Fjj. relating them further to trichord 
la, and so on.
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begins in the clarinet (whose riff runs through the entire concerto as 
an associative signal), the piano part loses its serial definition, and 
becomes background, formally as well as in acoustical fact; when it 
re-enters the acoustic foreground, its material is again serial. In these 
five measures, too, can be seen the beginning of the stepwise 
prolongation of the bass movement (“I-V-I”?) which
characterized this introduction and clearly relates it to classical 
models (see Ex. 3).

mea*ur« noc.t

The formal articulation of the rest of the movement is, on a large 
scale, similarly determined by this associative-individualizing 
activity. The first thematic group, hinted at in the introduction, 
grows up thi'ough the texture into a fullblown statement of the basic 
series and several of its forms. The “second theme” is closely linked 
in pitch-content and sonority to the opening, centering on Ejt (F), 
the “dominant”, as the first thematic group centered on B k At the 
same time, it is clearly separated from the first theme by its slower 
tempo, its largely non-row-derived material (since this is a piano 
solo, there is no question of being swallowed into the background), 
and its stepwise motion, compared with the intervallically and 
rhythmically jagged first theme. A fermata clearly articulates the 
structural division between the “exposition” and “development”; the 
beginning of the new section with the combination of the initial 
ostinato (slow) with a fast, even figuration from the accompaniment 
to the first theme auditorially characterizes this as “development”. 
Other parallels to classic procedure are the “delay” of the tonic bass 
note at the beginning of the “recapitulation” (a detail that is made 
meaningful by the important neighbor-note bass progressions at 
other structural points), the enrichment as well as the compression of 
ideas and exchanges of function between solo and orchestra in this 
recapitulation, and so forth, all bonded firmly within the context of a 
personal style that never literally suggests the sounds or the attack 
patterns of Classical music.

- 6 -



“The second movement ranges itself alongside those other 
highly unified slow movements from Sessions’s pen, which have as 
a point of departure a single dramatically expressive phrase 
centering around one wide melodic skip.”  ̂Although this was written 
about Sessions’s Quintet, it fits the Piano Concerto equally well.
The associations with the first movement will be clear from 
Example 4 (the clarinet riff is prominently recalled later on), but the 
intervallic emphasis has been changed to center on major-minor 
thirds. Another means by which this movement is distinguished is 
the alternation, rather than the simultaneous opposition, of piano 
with orchestra, which rarely play together. The piano sections 
involve ever more elaborated, never literal, repetitions of and 
departures from the opening idea. The orchestral sections are 
relatively unomamented (the clear separation in chronology and 
character of soloist and orchestra inevitably brings to mind 
Beethoven's Fourth Piano Concerto), and pick up. successively, two 
of the prominent intervallic suggestions of the solo passages. The 
Finale, a vigorously propulsive rondo-like movement, maintains a 
steady tempo throughout, has piano and orchestra playing almost all 
the time (with the piano notably here in an accompanying role) until 
the final cadenza, a strong and brilliant passage that leads to a 
powerfully conclusive ending clearly rooted on C. The effect of 
teleological finality clearly justifies Sessions's faith in the carefully 
constructed bass-line with which he defines polar movement, often 
without any apparent support from the superstructure, a 
circumstance that has led to criticism of it as being out of place and 
ineffective against the prevailing "dissonant" harmonic texture.

In the Fourth Symphony (completed 1958) one becomes 
aware of integrative and delineative strategies of an even wider 
range; the entire symphony, in fact, could be called an essay in the 
problem of large-.scale musical characterization, if that description 
did not minimize the overtly "expressive" quality of the work. 
Sessions has himself given some outward indication of this 
preoccupation by naming his movements for aspects of the three 
types of Greek drama: Burlesque (for Comedy), Elegy (for Tragedy), 
and Pastorale. But anyone seeking, on the strength of this 
programmatic announcement, anything like the atmospheric 
idealizations of Impressionism or the monumental serenities of 
Stravinsky, will be disappointed. As with every Sessions work since
-A.ndrew Imbrie on Sessions’s String Quintet, in Current Chronicle. July 1958.
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Ex. 4 IT. Acta^(i*»do)

Piam>

the 1940s, there is nothing “appropriate” in the musical unfolding; 
as always, it is simply (or not so simply) Sessions’s invariant private 
universe revealing a new aspect, but always unmistakably itself.

This presentation of the total musical personality in each work, 
whatever its ostensible object, must be regarded as an inseparable 
part of Sessions’s creative identity. He does not, like some other 
recent composers, thrive on the kind of limitation that maps out a 
specific musical area as the framework for the channeling of the 
creative appetite; for Sessions, the frame of reference is always the 
full range of musical m.aterial at his disposal. Hence “effectiveness” 
is as alien to his creative impulse as it has often been a primary 
stimulant to Stravinsky’s.

On the formal level, the three “character” contrasts of the 
Fourth Symphony are manifested in a tight, concise, and super- 
economical first movement, contrasted with an almost extravagantly 
rhapsodic second movement, full of furious but controlled contrast, 
and a deliberately, continuously evolving last movement, which 
seems, like the finale of the Second String Quartet, to be all of a 
piece — a single profile fully revealed only at its ultimate moment. 
The opening movement presents, in fact, an even more clearly 
partitioned and unified “sonata”-type design than does the 
corresponding section in the Piano Concerto. Here Sessions takes his 
jocularity rather obviously from the familiar bujfa spirit of brisk 
Classic allegros, of which this is a jumbo-sized descendant. But he 
still finds the kernel of humor that Schoenberg totally missed in 
works like The New Classicism because he (Schoenberg) was 
parodying something he regarded with savage loathing rather than 
with bemused affection. So Sessions becomes more literally 
Classical than the classics: his surfaces are whimsically conformable 
to the prescriptions of the rule-book, while at the same time they 
construct a meaningful, ultimately original form. The first idea (Ex. 
5) is dominated by a stereotypically “masculine” rhythm (downbeat
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beginning and ending), and includes other important motifs (as 
noted):

(o f^  parh omifitJ)

The second theme, whose rhythm has crept in. Sessions- 
fashion, during the exposition of the first, is clearly related to the 
opening, but is perfectly type-cast as “feminine" (upbeat beginning, 
demure ending; Ex. 6):

Ex. 6

(of^ p9rh oifUhd)

The development begins with the opening shout (up a fifth, 
of course), and includes a square fugue complete with inversions 
and stretti (and tuba bluster — Hindemth style), whose subject is 
row-derived like all the thematic material in the symphony. The 
recapitulation is straight-facedly regular; although the second theme 
is inverted strategically to retain its original focal point. The short 
coda (which includes a dry-bones xylophone solo) composts the 
rhythms of both themes.

The extraordinary achievement of the second movement is 
the juxtaposition of maximally contrasted passages that seem 
nonetheless to grow out of one another. Atmospheric fragments in 
the woodwinds alternate with extended dirges in the strings and 
furious fast episodes for full orchestra. Each successive 
“atmospheric" passage is further enriched; first harp is added, then 
vibraphone, then a kind of turbulence is brewed within the 
transparency, and finally, after the last allegro eifusion, there is a 
long oration on trombone, accompanied by lower strings (an 
arresting piece of scoring with clarity in the darkest of orchestral 
colors), and the opening simple fragments again. Each return, then.
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carries one forward in a through-composed onward continuity, and 
simultaneously reveals the measure of precisely how far one has 
already gone.

The obvious ‘‘pastorale” aspects of the last movement are 
simple to indicate, but not especially compelling; six-eight meter (or, 
later, compressions and expansions thereof) dominates, there are 
“siciliano” rhythms, the English horn and oboe are featured, etc. But 
what there is more deeply of “nature” in this is rather a sense of a 
background of immutable continuity against which foreground 
“dramatic” events evanesce, and which envelops and survives all of 
them — rather in the spirit of Ives’s Unanswered Question, but 
without Ives’s literalness.. Perhaps there is some relevance in that 
the actual motivic identity of the series, present but unnoticed in the 
propulsion of the other movements, is here very strikingly audible, 
and contributes to the riverlike unending by appearing at the 
conclusion in augmentation.

For its own virtues, as well as for the context it supplied for 
more recent works, the stage presentation of The Trial ofLucullus, 
written in 1947 and Sessions’s only opera to date (he is presently 
composing another on the subject of Montezuma), was especially 
welcome. It is distinctly “middle-period” Sessions; compared with 
the free continuity of later works, its continuous unfolding from the 
tiniest motif in an ever-widening expansion controlled rigorously by 
stepwise part-writing seems, for all its impressive integrity, to press 
its method somewhat relentlessly, as though in fear lest the careful 
system of tight connections break down, or risk the disrespect of its 
audience. The technique employed can be described, in conjunction 
with Example 7, as like the house that Jack built — a truly additive 
procedure in which, starting with the smallest germ, a unlimited 
range of disparate ideas can be made to seem to logically cohere. 
The output of this constricting method suffers by comparison with 
the freer range and bolder flair of recent works, though it is hardly 
wanting in gravity, substance, or commitment.
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Ex. 7 (Iniro.) 3 3

It has been said that, whatever its musical value, Liiciillus 
does not succeed as an '^opera". But (and should we not long ago 
have been spared the necessity of repeating this?) there is obviously 
no such thing as “opera", any more than there are the entities 
“symphony", “sonata", “suite", etc., divorced from their individual 
exemplifications. Lucullus is a Sessions kind of opera, a work, as 
one would expect, of exclusively "musical" music, from which 
dramatic features are as absent as they are from Sessions's other 
music. (The Black Maskers, as a matter of fact, is by exception quite 
uninhibitedly "operatic" — something noticed by Paul Rosenfeld 
back in 1923).

The text of Lucullus is an anti-war tract by Bertolt Brecht, 
poorly translated, and clearly revealing (by the continual presence of 
narration and equally consistent absence of stage action) its origin as 
a radio play. The words are. in truth, dreadful, but blis.sfully (once 
one has got the hang of the thing) without importance to the musical 
experience. They pour out as continuously, with the same feeling of 
inexhaustible flow, as does the music. In this context “set numbers" 
with word repetitions would seem disturbing or incongruous. By the 
same token, most of the polyphonic development is in the 
instruments; the voices usually sing alone — another deliberate 
evasion of "dramatic" possibilities. In all of Sessions's vocal music 
his predilection is for solo lines set against a polyphonic 
instrumental texture. This is obvious in the case of single-voice 
works like The Idyll o f Theocritus (and who but Wagner or Sessions

-  11 -



would have conceived — and executed — a forty-minute cantilena 
for soprano with orchestra?) and On the Beach at Fontana, but it is 
also tme of the Mass for unison voices and organ, and of the 
chorally homophonic Turn, O Libertad, which has a fully 
developed two-piano accompaniment.

Of the other works performed during the prodigious festival 
the Second String Quartet and the String Quintet have previously 
been reported on in these pages, and made their usual profound 
impression. Only the earliest works seemed, by comparison, 
perhaps, somewhat less substantial. The Black Maskers is clearly 
the brilliantly polished climax of a youthful phase; the Three 
Chorale Preludes for organ of 1928 conversely represent an 
imperfect achievement of ideas of contextual harmony based on the 
extension of tonal principles, ideas that were later to crystallize into 
a point of compositional focus. The last of these, with its rhythmic 
energy and reminiscence of Bach’s Diirch Adams Fall, seemed the 
most fully realized.

It was startling, to a listener at this festival, to realize that 
all the large works performed during this weekend but hardly ever 
elsewhere, stand among the most significant monuments of 
American music. This is certainly a testament to Sessions’s qualities 
of mind, determination, and native gift, which seem now to have 
brought him out of obscurity to the status of a serene old master, 
unburdened by the compulsion to struggle to the head of the 
mainstream, but content simply to insert one lofty work after 
another into its midst.

Indeed, the entire presentation strikes one as rather 
miraculous, as if the accumulated backlog of Sessions’s neglect by 
our institutional musical culture required no less drastic 
compensation than the devotion of all the resources of one of our 
staunch Midwestern citadels of musical conservatism to such a 
festival, as a beginning toward the restitution of old injustices. The 
Northwestern University School of Music, which, in all fairness, 
has not heretofore been known for its zeal in the cause of advanced 
music, suddenly found itself responsible for the mass conversion of 
a large segment of its student body — most of whom had barely 
heard of Sessions, and who at first found his music 
incomprehensible and unplayable -  into a disciplined and 
enthusiastic cadre of Sessions-performers and, evidently, admirers.
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Thor Johnson, who conducted devotedly and well everything that 
needed conducting, was principally responsible, but the pianist Guy 
Mombaerts, by his thoroughly secure, sympathetic, and sensitive 
performance of the Piano Concerto, also inspired conviction in the 
students. Even in a report concerned primarily with matters internal 
to music, this phenomenon deserves notice for its indication that 
perhaps the prevalent dullness of our regular musical life is more 
self-imposed and needless than we may have supposed.

B e n ja m in  B o r e t z

1 2 / 6 0
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Haydn: String Quartet in D major,
op. 76, no. 5.

J. K. RANDALL

T H E  tonal organization o f H aydn’s string Q uartet, op. 76, no. 5, derives 
from a progression o f tonicizations stated in its opening secdon. N o t only 
does each subsequent section derive tonally from the first by means o f 
three basic operations; but, in addition, w ithin each m ovem ent these 
operations appear in the same order. F urtherm ore, the special tonal 
characterisdcs o f the individual movements form  a progressive sequence, in 
which the final movement sen-^es as a summation o f the preceding three.

jAlthough ‘tionicization” is the basic term o f this analysis, I am no t able 
adequately to define the general conditions under which it will be applied. 
So complex and interdependent are the relevant chordal, linear, durational 
and motivic influences, that ad hoc persuasion seems the safest course. It is 
hoped that ambiguous instances in a work by Haydn will be few enough to 
permit tliis indulgence in conventional camouflage.

For matters discussed as well as those not, a score at hand, with the 
measures numbered in each movement, will be indispensable.

MOVEMENT I

The opening section (meas. 1-28) o f  the first m ovem ent states the 
progression o f tonicizations fundamental to the entire quartet:

Meae. t-12
(D*«— ►A),

1306 ) 16
D ---- ►bj_____

17 18
e

le 2 0 -2 8  
(A-̂ ---

1____

29
d

F i g . I .
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(Essential for Fig. 1 is the interpretation o f meas. 15, by analogy with meas. 
3, as belonging exclusivclv to D, and not at all to the mildlv tonicized G  ot 
meas. 14.) The tonicizations o t Fig. I are all associated either with the 
head-m otif o f the theme' or with a cadence, and all state their "tonic” in the 
bass; the mild tonicizations o f Cj  in meas. 2, 6, 10, 14, 22 and 26 have been 
om itted from Fig. 1 because thev lack all o f  these tjualificaticms. 'I'he 
parentheses around meas. 1-12 and meas. 20-28 indicate the simple 

enclosure o f  A within D; bv wa\' o t contrast, the tonicizations o f meas. 
15-19 are not thus individuallv enclosed: it is with this progression ol 
"independent” tonicizations that most o f this analvsis will be concerned. 
Nevertheless, the parenthesized tonicizations signify a hierarchy decisive lor 
the "independen t” progression: all " independen t” progressions in the 
quartet move from tonic to tonic (as in m oxem ent I), trom  dom inant to 
dominant, or from one to the other. The local juxtaposition ot tonic major 
and tonic m inor (meas. 28-29), which occurs in tliis mox’ement simpl\- as a 
bv-product o f  a sectional juxtapf)sition (ct. discussion ot Hg. 2), wi 
develop a significance ot its own in movements 11 and 1\'.

The D m inor section (meas. 29-5*^) o f the first m oxem ent states a 
p rogression  o f  ton ic iza tions w hich show s som e obx ious partial 
resemblances to the "independent" progression ot the opening section:

M e a s .  <28) 

(D)
20

d-
3 4

>F-
39 41 51

I

58

D

I ' l G . 2 .

In mens, la  the liend-mont rhxtlim is mninumeil. hut the contour and Imrmonic rh u h m  arc '«harpl\- 
inodihed so as to reproduce the melodic "tivsp.in A / ’ ( i  winch lollowed the iiead-mont in me.is. 1 2. 
meas. 5-6, mens. 9-lU and me.is. 1 t - U .  .Me.is. 2n moves direcilv to .i c.ulence on the lonici/ed ilomin.int, 
omitting any reference to the melodic peak o f  H in mens. 3 .and ns an.ilogues. This omission is signiric.ini 
m view ot the entirely different role for which tlie melodic fragment B-Ci-H-1) < sh.irp is being saved. 
This point will he discussed in connection with ihe fin.ile.
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W ithin the B flat section are several subordinate tonicizations whose 
exclusion from Fig. 2 needs explanation. The tonicization o f E flat in meas. 
45-46 is similar to that o f G  in meas. 2 and its analogues (cf. especially 
meas. 118-119). Notice particularly the approach to the 6 /3  position, with 
the bass “tonic” appearing only on an eighth-note off-beat. The c o f meas. 
47, which also elaborates the 6 /3  position, seems still milder by virtue o f  its 
function as a 5-6 exchange over the “ tonic” o f  the preceding measure. 
W hether or not meas. 52 should be labelled a tonicization o f  F at all is 
difficult to decide. At anv rate, since this measure is clearlv enclosed within 
d, it should not be granted the rank o f an “independent” tonicization.

Closer inspection reveals that the progression o f  Fig. 2 may be derived 
in its entirep’ from the “independent” progression o f Fig. 1. For the sake o f 
economy, let us incorporate the original D  major enclosure o f  the Fig. 1 
progression into a cvclic representation (Fig. 3a):

e I

Vo^
F i g . 3a .

Z d 

F i g . 36.

By transposing this cycle up a m inor third we obtain Fig. 3b, in which the 
direction o f the arrows has been reversed to indicate the actual connections 
in Fig. 2. These connections are therefore retrograde with respect to Fig. 3a. 
But a glance now shows that the entire progression o f  Fig. 2 simply 
represents Fig. 3b read from its right-hand member. Thus, in relation to the 
“independent” progression o f  Fig. 1 ( -  Fig. 3a), Fig. 2 (= Fig. 3b) 
introduces not only transposidon and retrogression, but also a rotation o f  the 
whole cvcle.
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It should be stressed that this particular rotation and this particular 
transposition capitalize upon predom inating characteristics o f  the basic 
progression itself: the form er upon the unique emphasis accruing to the 
relative m inor relationship through im m ediate recurrence within the 
progression (D ^  b, G —» e), and to b in particular through its cadential 

position in meas. 16; and the latter upon the primacy o f  the tonic 
enclosu re— a prim acy established n o t only by the “ in d ep en d en t” 
tonicizations, but bv the simple enclosures o f the opening twelve measures. 
Retrogression o f this rotation restores the original ordering o f  the relative 
m ajor and m inor pairs. But m ost im portant o f  all, the operations o f 
transposition, rotation, and retrogression are necessary and nearly sufficient 
for the derivation, trom  the basic progression o f Fig. I, o f every subsequent 
progression o f “ independent” tonicizations in the (Quartet. It is precisely 
these three operations whose order o f  application is the same within each 
o f the four movements.

Measures 58-"^5 bring an abbreviated and melodically ornam ented re
statem ent o f the first section o f the m ovem ent. The abbreyiation affects 
only the dom inant-tonic exchanges o f the flanking phrases, reducing them 
to one on either side. The im portant modifications in meas. 73-75 will be 
discussed later in connection with the finale.

The concluding section o f  the 1st m oyem ent- p resents a literal 
retrograde not only o f the basic “independent” progression but o f the total 
abbreviated progression o f meas. 58-"'5:

Meas. 76
(d

85
•►A

88

>)D
91

>e
93 95 97

>D(
___ I

101

-►A-
102

>D)

F i g . 4.

Thematicaliy a summation section, involving all of the characteristic melodic fragments of the 
preceding sectitms.
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The subsequent tonicizations o f  G, especially the mild version o f  meas. 
118-119 with the 3rd in the bass, provide a final retrograde flourish with 
reference to meas. 2 (or meas. 59).

We may now schem atize the order o f  operations w ithin the 1st 
movement-—-an order decisive for each o f the remaining movements. Let us 
designate the initial statem ent o f  the “independent” progression as the 
“m ajor” phase o f the m ovem ent; the progression o f the second section, 
derived by rotation, retrogression, and transposition, as the “m inor” phase; 
and the concluding progression, derived bv retrogression alone, as the 
“retrograde” phase. For the rem aining m ovem ents, let us agree to call 
"'major'' any section m ost econom ically derivable (from  the basic 
progression or one o f its fragments) bj identity or bj transposition alone; ""minor” 
any section derivable only through the three basic operations combined; 
and ""retrograde ” any section m ost economically derivable bj retrogression with 
or w ithout transposition, bu t without rotation. Let us also agree that our 
“retrograde” section m ust play an unam biguous retrograde role within the 
m ovem ent in question. (The reasons for this double restriction upon the 
“retrograde” phase will becom e apparent in our discussion o f  the 2nd 
movement.) Although these conventions are by no means adequate for the 
unique description o f every possible fragment, those few ambiguous cases 
wliich do arise in the Quartet may be readily resolved in context.

We should also clarify at this point a distinction between “ fragm ent” 
and “rotation”: the earmark o f the latter will always be the overstepping o f 
the original enclosure, regardless o f starting-point; in the absence o f  tliis 
overstepping, we will speak simply o f  a “ fragm ent” . For example, the 
fragment G  —̂ e ^  D (cf. Fig. 1) does not involve ro tation , whereas the 
fragment e D b (cf. Fig. 1 and Fig. 3a) does.

MOVEMENT II

In contrast to the first movement, which operated in each o f  its sections 
upon the entire basic p rogression , the second m ovem ent operates
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exclusively upon fragments. The finale will play o ff the total progression 
and its fragments against one another.

The “exposition” o f the second movement utilizes the fragment G —̂ e 
D o f Fig. 1 transposed down a half-step, and therefore constitutes its 

major” phase:

Moas. 1-13
Fjt-

14 18 35

F ig . 5

ju s t as in the first m ovem ent the major 2 nd approach to the tonic (meas. 
18-19 o f m ovem ent 1) preceded the appearance o f its parallel m inor at the 
outset o t the “m inor” phase (meas. 29 o f m ovem ent 1), so in the second 

m ovem ent does the m ajor 2nd approach to the domnumt (meas. 14-18) 
herald the appearance o f its parallel m inor (meas. 35), and therewith the 
opening o f  the next “miiKjr” phase. Were this analog\- to be ccMTipleted 
within the limits imposed by the threc-m em bered fragment o f  the “ m ajor” 
phase, the “m inor” phase would now follow the course c sharp ^  If —̂ f 
sharp; an exact parallel, again by half-step transposition, to the d f- ^  g 

o f m ovem ent I (cf Fig. 2). In this way, the combined “major” and “m inor” 
phases (F sharp d sharp C sharp ^  c sharp -> H ^  f sharp) could 
be derived as a single unit from the scries o f ''independent" ton ic iza tions 
between meas. 1" and meas. 40 o f m o\'cm ent 1 fCi -> e ^  D ^  d F ^  
g). Such a simple fulfilment docs not come to pass, however. O ther, subtler 
processes, conditioned by the impending retrograde phase and bv the very 
presence o f an F sharp major m ovem ent in a D major quartet, delay the 
required final f  sharp through a transposition o f (C sharp) ^  c sharp 12 

to (E) —> e —̂ G  (brackets 2 and 2a) and a subsequent return to e:

Meas. (18-34) 36
ta \ V"

(C|t)2-c|t

41 45
■V"

SI 53

E Ce >G---- ^e)

65

_ _ J

63*67

F#

F ig . 6 .

In  order to justify relegating the segment e G ^  e to the status o f  an 
insert” into the “m inor” phase (bracket 1 )— as well as elevating so brief a
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segm ent as the f sharp— F sharp juxtaposition o f “developm ent” and 
“recapitulation” (bracket 3) to the status o f the “retrograde” phase— we 
must show that, in spite o f its sequendal origins (bracket 2 a), the segment e 
^  G —> e taken as a unit possesses characteristics unique within this 
movement. That such is actually the case is evident: this segment represents 
the only excursion o f a m ovem ent in the “distant” key o f  F sharp major 
into previously defined tonal regions (cf. m ovem ent I: Fig. 1 and Fig. 4). 
Furthermore, the beginning o f  this excursion (meas. 45-47) is marked by a 
radical alteration o f “accom panim ent” texture-descending triple-octaves 
found nowhere else in the movement.

N ow  while this point o f view makes fully plausible the sequential p ro 
liferation o f the “m inor” phase as far as G (meas. 51-52), it also creates 
new problems: not only does the return to e (meas. 53) seem redundant and 
schematically isolated, but in addition it subjects the G  to enclosure, 
thereby depriving G o f “independence” as a tonicization. Yet it is precisely 
this return to e wTich both consum m ates the orientation to the overall 
tonic o f D  and confirms the relations which will ser\'e as the basis for the 
“retrograde” phase. The harmonies through which the “redundant” e is 
approached (meas. 51 plus the first half o f meas. 52) stand so patendy in 
the reladon o f IV and V7 to D major their re-interpretation, effected by 
the rise o f C sharp to D sharp in the viola (meas. 52), comes as an aural 
surprise. (The subsequent activity o f the cello in meas. 58 and meas. 60 
absorbs this suggestion o f D  major directly into the current tonic o f  F 
sharp.) Finally, the resultant enclosure o f G suggests a “larger” progression 
o f C sharp (meas. 18-34)— c sharp (meas. 3 5 -4 0 )^  E (meas. 41-44)— e 
(meas. 45-53), whose double statem ent o f parallel m ajor and m inor is 
imm ediately followed by the retrograde o f  precisely that relation (f 
sharp^—-F sharp). Thus, although the basic derivation o f  the “retrograde” 
phase from D — d o f Fig. 1 by retrogression and transposition is trivial in 
itself, the anticipation provided by the course o f this m ovem ent (cf. our 
original tw ofold condition  for the “re trog rade” phase) invests this 
juxtaposition with a new significance.

Two difficulties remain: first, since G  is enclosed within e, why not drop 
the G  from the diagram (Fig. 6) and dissolve several o f  our problem s at the
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t)utset; and second, should this prove untenable, why not call e G the 
“retrograde” phase (cf. lug. 4) and G ^  e a “ re-siatem cnt” (cl. I'ig. I)? As 
to the first, the temporal distribution o f G across a cadence fmeas. 49-51) 
plus the lack o f any established tonal priority o f e (all previous “enclosures” 
have occurred within the tonic] would seem to oblige us to treat G  at hice 
value. As to the second, e G , although identical with a segment o f Fig. 4, 
does not fulfil the condition for the “ retrograde” phase: that it plav an
unam biguous retrograde role irilbin the m ovem ent in question. 'The 
sequential relation o f e —̂ G (brackets 2 and 2a) to an unam biguoush' 
initiated “ m inor” phase simplv makes such an identitication incorrect by 
defin ition . O n the o th er hand, the iden titica tion  of ( j e as
“re-statem ent” canno t be called incorrect, aiul ma\- e \e n  be fountl 
suggestive because o t the resultant analog\' in position betw een the 
“re-statem ent” phases ot m ovem ents 1 and 1 1 . 5 ei the temporal disparity 
between this newlv cliristened “ re-statem ent” anil its surrounding phases 
makes foolery o f such an identificatiori. ’I'hus, it becomes apparent that the 
purely schematic ambiguities which beset such briet tragments are I’ully dis

pelled in the musical context.

MOVEMENT III

The minuet and trio misbehaye uniler our analysis— not because ot any 
lack o f correspondences to the o ther m oxem ents, but rather because ot 
the lack ot a clear internal pattern. The direct progression trom  tonic to 
dom inant fmeas. 1 -S), already tamiliar trom  the opening phrase o t the 
(Quartet, re-establishes the p rim ar\‘ tunctions o t D m ajor, ('fhis 

“re-establishment” is thematically quite literal, in that the first ascending F 
sharp major nrpe^̂ iio ot m oyem ent 1 1  is now transposed back to 1 ) major.) 
4'hc return to D b\' wa\' o t a tonici/ation ot \ . m inor (meas. 9-1 I i is 
familiar as the final stage o f the basic “independent” progression, and 
again heralds the appearance o f the parallel minor. (Gt. the 4Vio.) The mild 
tonicization o f G in meas. 26-2” (still with the 3rd in the bass) recalls the 
analogous e \e n t in the 1 st mo\-ement, where ihis particular enclosed 
tonicization also appeared as a final appendage to the “ independent” 
progression ot a section (meas. 26 ot m oyem ent 1 ) and ot the nio\ emenr
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itself (meas. l l l - 1 1 2 a n d  118-119 o f  m ovem ent I). These patchwork 
parallels to the “major’’ phase o f movement I do not, however, explain the 
absence in the Minuet o f a larger controlling progression.

The Trio offers similar obstacles. The prom ise o f  a “m inor” phase 
implicit in its D minor opening is not fulfilled. Instead, the appearance o f 
the dominant minor as an independent sectional analogue to the dom inant 
major (compare D ^  A ; | | : -^  D : | | o f  the M inuet with | | : d ^  a : | | ; 
^  d :| I o f the Trio) paves the wav for the elaborate transform ations o f 
the dom inant m inor which will occur in the finale. (N otice that in 
m ovem ent I tonic major and m inor appeared as sectional analogues; in 
m ovem ent II, tonic and dom inant majors and m inors appeared in local 
juxtaposition; and now, in m ovem ent 1 1 1 , both appear as sectional 
analogues.)

Bv means o f a slight re-definition o f our “major”, “m inor”, and “retro
grade” phases (in terms o f most economical derivation from Fig. 1, Fig. 2, 
or Fig. 4, rather than in terms o f the operations themselves), a re-definition 
equally seiwiceable in the other three movements, we might even construe 
the progression g ^  F’ —̂ d (meas. 49-52) as a “retrograde” phase in 
relation to Fig. 2. Yet these gvmnastics onlv emphasize the irrelevance o f 
our descriptions within the movement. The final enclosed tonicization o f G 
n/inor fmeas. 5) yields, at most, a parallel to the tonicizations o f  G  major 
alreadt' discussed.

In analysing the finale, we will return  briefly to som e additional 
characteristics o t m ovem ent 1 1 1  w hich receive a m ore specific 
interpretation subsequently. This further dissolution o f the M inuet into a 
pastiche o f crossreferences to other movements will, o f course, contribute 
nothing toward explaining the internal coherence o f the m inuet itself In 
our concluding paragraph we will attem pt to remedy this deficiency from 
another point o f view.

MOVEMENT IV

Ihe “exposition” presents the following progression o f  tonicizations:
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Meas. 11 21 23 37 3d 41 43 46 50 64 56
'a V V 1
D—►b- 
li_A_____ A_

_^e— b[- 
—1\__ r

-►E:V—■>e:iv] *b —h.A(
18

70 76

a [Bi> :tn] a — )A

F ig . 7.

The m ost striking feature o f this progression is its restoration o f  Fig. 1 (cf. 
bracket I o t Fig. 7). Although we might avoid some labour by describing 
the A o f  meas. 23-36 as a “ fill-in” or an “ornam entation” o f  this basic 
progression, these catch-all terms arc absurd in the face o f the durational 
and thematic priority o f  these measures. That these priorities in themselves 
create the unit shown under bracket 2  is obvious, as is its derivation (by 
transposition) from the rem ainder o f  the basic progression (meas. 37-42). 
But let us recall in addition that the I* sharp d sharp —> C sharp “major” 

phase o f  m ovem ent II was deri\ ed in the same m anner and stated in a 
similar temporal distribution. ((Compare meas. 1-34 o f m ovem ent II and 
meas. 1-36 o f m ovem ent I\'.) b'or these reasons it seems appropriate to 
speak here o f a “ superim position” o f  the “ m ajor” phase fragm ent o f 
m ovem ent II upon the ttital basic progression. This interpretation receives 
some confirmation in meas. 41-58, where the fragment D —> b —> A recurs, 
now detached from its larger context (bracket 2a). The “ retrograde” phase 
will invest this unit with a new importance. We should als(.) notice that D, b, 

and A in themselves had a special significance in m ovem ent I as the only 
cadential goals witliin the “m ajor” phase, and that b and .A were absorbed 
directly into D /// the order D —> b ( \ 'i)  —̂ A (\'") during the cadential 
modification o f the “re-statem ent” (c f meas. ""3-75 o f m o\ em ent I). \ \ ‘c 
m ight also hesitantly suggest that the a sharp in meas. 5 o f  the m inuet 
indicates, in its faint— \-cr\- faint— allusion to b, an intermediate stage in the 
gradual unveiling ot D ^  b A as an overt progression o f tonicizations.

The description o f  meas. 46-49 as the dom inant o f A rather than as a 
sim ple ton icization  o t H rec]uires explanation. If  we confine our 
observation to these measures plus the last eighth-note o f  meas. 4 5 , then 
we m ust certainh ' acknowledge a tonicization o f  F. In view o f  the 

durational disparity between the B dom inant seventh and its flanking 
chords, however, it seems m ore relevant to evaluate H in terms o f its 
connection with the preceding b o f meas. 43-45, and then to relate B7 to 
the result. On this basis, F: stands to b as \ '  to II in A major, with B"7
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tonicizing E within an implied A major context. In this interpretation, meas. 
54-57 make explicit these implications o f meas. 43-49. The whole passage 
serves to underline the function o f b as a transidon from D  to A; additional 

m odifications, equally inescapable aurally, are in tro d u ced  in the 
“retrograde” phase when the funcdon o f b is reversed.

N ow  it may be objected that all tonicizations ma}- be reduced to a 

subordinate position in relation to other tonicizations, and eventually, if not 
immediatelv, in relation to the tonic itself. Yet this truism  m ust no t be 
allowed to obscure the innumerable tvpes and degrees o f  subordinadon. 
O ur previous use o f the term “ tonicization” has in every instance been 
influenced by the durational weight, with respect to the surroundings, o f 
the harmonic com ponents involved; and has usuallv received additional 
support from themadc associadons. O ur present case certain^ involves no 
thematic priority within the progression B7 E: on the contrary, thematic 
considerations segregate the tonicization o f  b (meas. 43-45) and the 
repeated E-B 5th (meas. 46-49) as distinct phases, neither o f which involves 
the B7; likewise, the purelv duradonal emphasis links b with E across the 
B7. Therefore, this “tonicization” o f  E is different from the events that we 
have hitherto described as “tonicizations”, so that to place it as an equal 
partner among them would be inappropriate.

As previously, the major 2nd approach to the dom inant (meas. 54-58: b 
^  A) anticipates the entrance o f the dom inant m inor (meas. 70). Tliis event 
(meas. 70-75) is sharply differentiated from its surroundings rhythmically 
and includes as its most crucial feature the B flat major triad o f meas. 72-73. 
In addition to the dom inant m ajor-m inor reladonship already exploited in 
the 2nd and 3rd m ovem ents, these m easures create the possibility o f 
reference to the dom inant m inor through quotation o f  its atypical and 
emphatic B-flat triad— a possibility which is unmistakably realized at the 
outset o f the “developm ent”, where a similar rhythm ic isolation and 
melodic descent over the sustained triad (meas. 126-129) initiate the 
complexities o f the “m inor” phase. Similarly, the enclosure o f  a within A 
will assume heightened importance in the connection o f  the “m inor” with 
the “retrograde” phase.
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The total progression o f  the “developm ent” is as follows:

Meas. 126 143
4
Bb
iS

149
■V”

157
■\r

159 163 165
I O

170 177
“V”

163

C
A

♦ d
_i

■►F
i® i_A

[E :V ------► e:iv] b ------ kD

F ig . 8 .

That bracket 1 yields the “m inor” phase com plete except for its failure to 
return to its new starting-point o f B flat (derivation bv a new rotation; 
compare with Fig. 2 and Fig. 3b), and that bracket 2 vields the ‘"retrograde” 
phase at least in its segment b ^  D (cf identitv with Fig. 4) and perhaps in 
its entirety in relation to the alrcad\' discussed D —> b ^  A (Fig. 7) seems 
clear enough. But why the “m inor” phase should be complicated b\- c, and 
why the opportunity for the exact “ retrograde” A —̂ b ^  D should be 
scuttled by the use o f the dom inant mhwi\ calls for explanation.

hirst o f all, let us observe that the particular rotation employed in tlie 
“m inor” phase has been carefully prepared; no t onl\- bv the alread\- 
discussed B flat triad o f  meas. '^2-73, but bv the original statem ent o f  the 
“ m inor" phase in m ovem ent I (where the B flat tonieixation represented 
both the m ost extended duration and the extrem e degree o f  them atic 
m odification), and also by the use o f  the fragm ent d ^  F ^  g as a 
self-sufficient unit in m ovem ent II (transpf)sed to c sharp ^  \\ f sharp) 
and in m ovem ent III (presented in retrograde at the original pitch in meas. 
48-52); the detached B flat now being re-introduced at the "w rong end” . 
N ext let us recall that within the context o f the finale the B fa t  o f meas. 
126-129 refers explicitly to its origins in the A m inor o f meas. 
consequently, the preygressiem o\ the “ m inor” phase to A minor'* (meas. 
163), rather than back to its new starting point o f B fa t, mav be interpreted 
as the return o f B fa t  to its own origins within the fnale. .Xnalogously, 
when this resolution is followed (meas. 166} bv quotation  o f  meas. 
46/?.— with their already discussed implication o f A major— we may say that 
A m inor has, in its turn, been referred back to /fs own  origins within the 
finale (cf. Fig. bracket 3). Thus the progression o f the “ m inor” phase, as

3
1 his progi’ession is somewhat torcshaclnwctl in the Trio t)t movenient 111 bv the j'>roximit\’ o f  the A 

minor cadence o f  meas. 44 to the I' d of meas. 4H-.S2. The inier\ eniion ol D  minor in meas. 
45-48 spoils the analog-.
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well as its connection to the “ retrograde” phase, is controlled by the 
implications o f the last stage o f the “exposition” (meas. 58-120).

The above interpretation o f the “ m inor” phase simplifies the problem 
o f the “retrograde” phase. While the progression a —> b —> D  is not 
derivable from the basic progression o f  Fig. 1 except in its segment b ^  D 
(a segm ent qualified in itself to constitu te the “retrograde” phase); 
nevertheless, the quotation o f meas. in meas. 166^ (discussed above) 
indirectly svmbolizes the derivation o f  a ^  b ^  D by retrogression o f  the 
D  —> b —> A o f meas. 41-58. The reversal o f the function o f b between D 
and A is brought into “ first-hearing” audibility by the unique harmonic 
modification o f meas. 189-190, where, by analog)' with ever)^ previous and 
subsequent statement o f this motif, the note o f the 2nd violin would be G 
sharp rather than G namral.

The C minor impurity in the picture developed thus far may now be 
explained. Immediately obvious is the sequential relation between B flat 

^  c ^  d and F g —» a (Fig. 8 : brackets 3 and 3a), the latter segment 
being independently entailed bv the considerations adduced above. Yet we 
may ask why F ^  g ^  a, precisely because independently entailed, need 
appear in this s e q u e n t i a l First, notice that the superimposition o f D  ^  
b ^  A upon the total basic progression in the “exposition” (cf. Fig. 7) 
creates as a by-product the unprecedented segment b ^  A ^  G, and that 
this segment receives gratuitous emphasis through the quotation o f  meas. 
23 in meas. 35. N ow  the attem pt to derive the segments B flat ^  c d 
and F ^  g a directly from b —̂ A ^  G , by retrogression and 
transposition, leads nowhere because o f the reversal o f “qualit)'” in each 
component. Yet this derivation cannot be entirely ignored, especially since 
the reversal o f “quality” in corresponding com ponents is in itse lf a 
b\'-product o f  the initial derivation o f Fig. 2 from Fig. 1. In this light, the 
presence in the “m inor” phase (of the finale) o f sequential segments 
involving a reversal o f “qualit)’” in regard to a newly created b)product o f 
the “m ajor” phase, may be viewed as a developm ent suggested by a 
characteristic feature o f the “m inor” phase in general. Furtherm ore, 
throughout the quartet such newly created b)^-products or emphases have 
received development. For example, in the finale itself the new emphasis

- 2 6 -



upon D ^  b ^  A became the source o f the “retrograde” phase, just as 
did the new emphasis o f  the local juxtaposition o f  parallel m ajor and 
minor in m ovem ent II. We have already dwelt at length upon the history 
o f  the suggestion contained in the last stage o f the finale “exposition” , 
which was in its turn suggested by the gradual liberatitjn o f  the dom inant 
m inor in the course o f the Q uartet— a liberation which is onl\- completed 
in the indirect A minor enclosure o f the “m inor” phase o f the finale.

The sequential articulation o f  the “ m inor” phase is nr>t merely 
schematic: on the contrary, it is made explicit in the musical context 
through the durational and thematic parallelism within B flat —̂ c ^  d 
(meas. 134-153) followed by the entirely distinct durational and thematic 
parallelism within F ^  g ^  a (meas. 155-165). \ 'e t  despite the clarity o f 
this articulation, a foreshadowing o f d as the second com ponent tjf the 
“m inor” phase is not altogether lacking: cf. meas. 120-126, in which B fiat 
is approached through an A dom inant seventh, and stands therefore in its 
immediate context as \ 4  tf) in D minor. I  hus, although the relation o f 
meas. 126-129 to meas. '^2-” 3 points back to A m inor (jrigins, and the 
relation o f  meas. 132-140 to their sequel necessitates the label o f 
“ tonicization”, the initial small-scale harm onic context o f  B flat fmeas. 
120-129) still manages to allude to the impending directif)n o f the “ m inor” 
phase.

The schematic possibility o f deri^'ing a ^  b —> D from c d ^  F o f 
the ‘ ‘m inor” phase by transposition alone may now be quickly disposed of. 
It follows fn)m the above paragraph that the musical context provides no 
articulation whatever for c —̂ d —̂ as a unit; so that such a derivation of
a b D would rival in foolishness the hypothetical “solutions” offered 
at the end o f our discussion o f mo^'ement II.

The “recapitulation” o f the finale, initiated by an ingeniously com pressed 
version o f the 1st violin part o f meas. 8-12 in meas. 193-197 (2nd violin)-  ̂
combined contrapuntally with the m otif o f meas. 1 -6 , brings back the basic 
progression o f Fig. 1 in its original form:

N oacc  parncuiarly the transformation o f  mea^. 12 (1st violini into meas. 196-19“ f'2nd violin
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Meas. 193 198 200 202
D —►b— » .G -^ e [-

205 207 208*220 221
A:v] D , (A<— ►D), [A:V

225 229
a:IV] e -

233

F ig . 9 .

The previoLish- superim posed and appended fragment D b —̂ A (cf. 
meas. 1-23 and meas. 41-58) has, in effect, been “cancelled” by its 

retrogression in meas. 166-193.

The description o f meas. 205 as the dom inant o f D rather than as an 
independent tonicization o f A follows from the same considerations as 
those applied in meas. 44-46\ \ 'e t  the presence o f tliis pseudo-tonicization 
within such a crucial phase o f the Q uartet in itself requires explanation. A 
glance ahead to meas. 221-236 reveals that the musical material o f the now 
"cancelled” segment b —̂ A (cf. meas. 46-61) is to be transposed to the still 
available segment e ^  D. Thus, the “ambiguity” o f meas. 205 may be 
interpreted as an anticipation, by means o f  incorporation into the basic 
"independent” progression itself, o f the impending transposition to A:V of 
the all-important FbV e:l\')  function o f  meas. 46-49 and meas. 166-169. 

This anticipatorv relation o f meas. 205 to meas. 221 is made unmistakable 
through the literal quotation o f the 1st violin fragment B-G-Pi-D-C sharp 
(meas. 204-205) in meas. 220-221. Curiouslv, this melodic figure has not 
previously appeared in the finale— unless we are willing to call the 1 st violin 
part o f meas. a "previous appearance” . For the nearest literal
statem ent o f this scries o f tones we m ust return  to meas. "^4-75 o f 
movement h where the same melodic fragment, derived in turn from the 
peak o f the opening phrase o f the Q uartet (meas. 3-4), was employed with 
exactly the same significance: to mark the end o f  a “ re-statement” 
phase— the o///\ other "re-statem ent” phase in the entire Q uartet. This

'  In this connifction, we should obsen 'e  the difference herween meas. 204-205 o f  the finale and meas. 
.5-4 o f  movemeni 1, where we have without much hesitation discovered a “ tonicization” o f  A, Wliile the 
C .J  sharp o f  meas. Oast eighth-note in the cello) is hardlv sufficient tlurationalh' to counter-balance the 
l.irger I \ '  ''or I f  ^ implications o f  meas. 3 plus the first quarter-note o f  meas. 4, the additional 
weight provided b\' the sub'^equent course o f  the cello in meas. 4 (together with the G  sharp o f  the 2nd 
violin, seems to conlirm the presence o f  a local \ '  —^ 1 progression in N o  such subsequent 
confirmanon occurs in meas. 205 o f  the finale; on the contrary, meas. 206 introduces a G  natural in the 
viola. N o t  umil meas. 208-209, after the confirmation o f  D, can wc make an\’ case for the label 
“ tonicization o f  t \ " .
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virtuoso display o f incorporation and cross-reference secures an additional 
advantage mthiri the context o f  the finale: just as the segm ent b —» A 
occurred twice in the “exposition”, so does its transposition c ^  D occur 
twice in the “recapituladon” .

The tonicizauons o f  A in meas. 208-209 and meas. 212-213 (the latter 
dubious) offer no new problem, inasmuch as the basic progression o f Fig. 1 
was itself surrounded by tonic-enclosed tonicizations o f Indeed, the 
“re-sta tem ent” (meas. 193-20'7) im itates its m odel (meas. 15-19 o f  

m ovem ent 1 ) rather closely throughout: notice once again the setjuential 
head-m otifs followed by tiic ^ tlvspan  A ^  G (cf. foo tno te  1) at the 
approach to the tonic (meas. 205-206, 1st violin). Although the chromatic 
activity o f meas. 214-216 provides a modicum o f grist for our mill in its 

suggestions o t F sharp :\' and F ; \ ’, we will forego discussion o f this very 
brief passage which certainlv vields no o\-ert tonicizations.

T hat the divisions o f  each m o \e m e n t im plied bv this analysis 
correspond closely to conventional thematic and tonal divisions is evident. 
More interesting is the fact that each tonicization phase o f  the Q uartet mav 

be derived , a fte r S chenkerian  red u c tio n , from  m id d le-g ro u n d  
n e ig h b o u r-n o te  p ro lo n g a tio n s  o f  the m elodic level “ 5” . T hese 
prolongations always invob-e the upper-neighbour 6 (or />6 ), and, more 
often than not, the lower-neighbour JJd as well. From this point o f view, 

movement 1 1 1  is much less o f a problem. 'I'he minuet itself elabfjratcs a 5 - 1  

Ur/i/ik by means o f double neighbour-note (j|4, then 6 ) prolongation o f 5, 
while the trio  elaborates the same {'r/'ink h \  m eans o f  analogous 
prolongations in minor. Also, from this point o f \ iew, our cross-references 
between movements 1 and 1\' in regard to the tonicization fragment D —̂ 
b the melodic sequence B-G -F-D -C sharp, and the triad o f B flat
major, deal not merely with minute identities o f the foreground but with 
local reflections o f  the m ost fundam ental m iddleground prolongation 
technique o f the Quartet. Thus, a reduction analysis substantiallv clarifies 
certain details o f  this analysis; and, in addition, succeeds easily (in 
m ovem ent III) where this analvsis failed. On the other hand, this analysis 
does bring out purely foreground determ inants which m ight becom e 
obscured in the process o f reconstruction from more basic structural levels.
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Textual note.— The version o f this Q uartet given by the complete Pleyel 
edition (c. 1802) is sloppy and inconsistent throughout, particularly in its 
use o f  accidentals. While the vagaries o f  m ovem ent II (e.g. E  sharp 
unmodified in the 1st violin and cello parts against E natural in the 2nd 
violin and viola parts in meas. 45) and m ovem ent III (the viola part 
Allegretto, the other parts Allegro) can hardly be called problematic; still, the 
maze o f omissions and superfluities in meas. 154-162 o f m ovem ent IV does 
require comment. This passage omits all naturals before C in the 2nd violin 
part, and all those o f  meas. 156-157 in the 1st violin part. Presumably, the 
superfluous final natural o f meas. 155 is supposed to last through meas. 157 
in the 1st violin. The missing naturals in meas. 157-158 o f the 2nd violin 
must be editorially supplied on the grounds that their absence is vertically 
and linearlv absurd. I f  the foregoing is correct, an additional natural before 
C in meas. 161 o f the 2nd violin might now be introduced on the somewhat 
weaker grounds o f motivic probability. As for the om itted flat before B in 
meas. 161 o f the viola, B natural cannot be called musicallv absurd. O n the 
other hand, if the note is not B flat, then why the superfluous cautionart^ 
natural before the following E? And above all, why is there no cautionar}’ 
natural before the B itself? Unfortunately, this m ode o f  reasoning requires 
the assumption that the cautionary accidentals o f this edidon are rationally 
employed'—an assumption I would not wish to make.

The slightly earlier Artaria edition (1799) is o f similar quality. The 
assignm ent o f the same tem po to all instrum ents in m ovem ent III is 
com pensated for by the disparity in the num ber o f measures betv'een the 
1st violin and the o ther instrum ents in m ovem ent IV. M easure 45 o f 
m ovem ent II shows the same distribution o f  simultaneous E  sharps and E 
naturals. The accidentals o f  meas. 154-162 o f m ovem ent IV are likewise 
exactly the same as in the Pleyel edition. For the purposes o f this anal5̂ sis, I 
have simply followed the line o f strongest prejudice and accepted Wilhelm 
Altrnann’s version (Eulenburg edition) o f the pitch content o f this passage.
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Author's Note (2003):

Hoping to elevate my negligible standing with my mother-in-law, I confided 
to her that my Haydn article {— my maiden voyage— ) had just been accepted 
for publication by a highly respected music journal. Said she: In what way will 
such an article benefit anyone?

At the time, I was at a loss for an answer.
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SERIAL COMPOSITION AND ATONALITY*

Reviewed by B EN JA M IN  BO RETZ

UP TO NOW , the few available books attempting to deal 
generally with atonal and twelve-tone music have consistently 
failed to reveal much awareness of the significant approaches 
recently developed to the fundamental theoretic, analytic, and 
compositional implications of systematic pitch organization. For 
the most part, these works offer little beyond routine 
restatement of the traditional “rules” of procedure originally pro
pounded as guidelines during the early stages of twelve-tone 
composition, which in practice almost immediately underwent 
extensive modification, and “analyses” consisting primarily of 
simple set identifications and note counting. The triviality of the 
actual material presented is often masked behind pretentious 
metaphysical and pseudohistorical, pseudoscientific “justifica
tions” whose origin is in those similar statements by Schoenberg 
that constitute the least fruitful aspect of his thought.

This preponderance is particularly lamentable in view of the 
defenselessness of many readers against the fallacies and 
misconceptions that abound in such facile productions. Most of 
the genuinely rigorous thought in this field has been presented in 
articles of a highly specialized nature which are either 
inaccessible or require for their comprehension a degree of prior 
experience and training that is, to say the least, far from 
prevalent even among professional musicians. As a result, an 
important, perhaps the most important, development in 
contemporary musical thought has taken place and is rapidly 
expanding out of reach, in the absence of a comprehensive 
general statement of its principles and attitudes, of the majority 
of those for whom it has the greatest interest and consequence.

The present book takes an important step toward supplying 
this deficiency by examining “classical” atonal and twelve-tone 
works in terms of their relation to some of the central concerns

Serial Composition andAtonabty, by George Perle. University of California Press, 
1962.
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by which current theoretical work is motivated. Serial Composition 
and Atonality is, within this general realm, a personal approach 
that focuses on issues and instances that seem of particular im
portance to the author. Perle’s deep and productive involvement, 
as composer and analyst, with this tendency and its elucidation, 
would alone suffice to justify the approach and to guarantee the 
book’s value, were not its special merits of keen observation and 
concentration so powerful in themselves.

The subtitle, “an introduction to the music of Schoenberg, 
Berg, and W ebern”, is an important qualification of the book’s 
objectives, making it clear, for one thing, that it is not intended 
to be a systematic synthesis of relevant theoretical constructs, 
and justifying, for another, its limited treatment of post- 
“classical” aspects of twelve-tone procedure except as they arise 
from specific features of the passages under discussion. Nor does 
Perle attempt a methodical or complete exposition of atonal and 
twelve-tone practice; as his title indicates, the emphasis is on 
composition rather than system, and systematic concepts arc 
introduced in connection with compositional solutions rather 
than as a consequentially interrelated body of principles.

The advantages of such an informal method are ingeniously 
exploited: by offering “reasonable” definitions, rather than 
rigorous formulations, of basic principles, and by maintaining 
flexibility in their selection and order of presentation, Perle is 
able to restrict the complexity and verbiage of his text to a 
minimum, and to achieve a continuous, unencumbered contact 
with the music itself that is of particular value in an introductory 
work. In accordance with this intention, he is in manv cases led 
to leave general conclusions as well as the more subtle 
ramifications of his obsen^ations unstated; the observ^ant reader 
will, however, often be able to infer these for himself from the 
copious examples, whereas fuller explanation might have tended 
to divert attention from the main focus on specific instances of 
procedure.

The sectional organization is similarly designed to aid the 
reader in linking contemporary practices with those already 
familiar to him from tradition. “Tonality, Atonality, 
Dodecaphony”, the opening chapter, describes the atonal 
“situation” both as it grew out of tonality and in terms of its 
particular conditions, and also demonstrates the special relevance
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of the twelve-tone system to these conditions. Here, also, the 
minimal assumptions of Schoenberg’s twelve-tone procedure are 
sketched, as are those of the Hauer “trope” system (which by 
virtue of its exclusive specification of segmental content rather 
than order, has been of particular importance to Perle in 
developing his own harmonic technique).

The second chapter, “‘Free’ Atonality”, stresses the ambiguity 
and dependence on purely local association that characterizes 
this most problematic body of music, and traces several ap
proaches to the problem, particularly that of the single “basic 
cell”. This idea carries over into the following chapter, 
“Non-Dodecaphonic Serial Composition”, in which the tech
niques of Roslavetz and Scriabin (prototypes more of Hauer’s 
than of Schoenberg’s ideas) are treated along with a discussion of 
Schoenberg’s Opus 23 and instances of serial practice in Bartok 
and pre-Canticum Stravinsky.

In the two chapters that follow, “Motivic Functions of the 
Set” and “Simultaneity”, an examination is made of various 
approaches taken within the framework of twelve-tone 
composition to such problems as motivic identification and 
organization, relation of foreground and background, linear and 
contrapuntal variation, and chord construction and association. 
A departure from the informality of the overall style is the 
section on “Symmetrical Adjacency Relationships”, which is a 
good exposition of Perle’s own “twelve-tone modal system”. 
x\nother such departure is the section devoted to a simple 
arithmetical tabulation of the total number of different chords 
obtainable from the twelve-tone pitch material.

Chapter vi, “Structural Functions of the Set”, presents 
instances of overall formal structures involving association with 
traditional procedures (in Schoenberg’s Opus 33A), as well as 
organizations deriving from set structure itself (the Webern 
Symphony and Milton Babbitt’s Three Compositions for Piano  ̂ I). 
Most of the basic twelve-tone properties exploited in the 
“classical” literature are, in these last three chapters, either 
identified specifically, or are inferable from more general 
procedural descriptions; in every case, they are directly associated 
with passages in which they function as articulative devices. The 
distinction of linear, vertical, and macroformal considerations 
results in the separation of each discussion of a single concept
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into several carefully cross-referenced parts, according to its 
relevance to the discussion at hand. Thus one finds segmentation 
first described (p. 70) as . a procedure that permits a great 
variety of linear elements to be derived from the set without a 
concomitant weakening of its integrative function. . . . O f more 
significance . . .  is the fact that such procedures suggest a special 
type of set structure whose transformations and transpositions 
may be interrelated through segments of common pitch content. 
. . . Invariant segmental content is a means of delimiting the 
range of variational procedures and therefore of maintaining the 
integrity of the set as an organizing principle in spire of the linear 
revision.” Later (p. 94), segmental invariance is considered in its 
harmonic aspect, and is found to be “particularly useful as a 
means of reducing and simplifying the harmonic formations 
generated by the verticalization of set-statements.” The emphasis 
in all these assertions is plainly on function, and the actual nature 
of the phenomena, either concretely or as part of an integral 
group of operations, is observable from the examples given, 
although the wider formal implications of even such assertions as 
the above are not enlarged upon or demonstrated; however, the 
examples also reveal enough local evidence of the 
correspondences in question to enable the reader to infer their 
integrative functioning on a macroformal scale.

By means of similarly operational descriptions, one is 
introduced to such phenomena as set construction from 
segmental generators (such a set is “a composite structure 
generated by literal transformations of an elementary motivic 
unit”—p. 79) and their expansion into derived sets (“each segment 
of any form of the basic set may function as the generating unit 
of a ‘derived’ set”—p. 82); secondary' set formation (described 
specifically on pp. lo^fh as “successive statements of 
noncorresponding six-note segments that vertically combined 
would form an aggregate”, although the suggestive genesis of this 
technique in the works of Berg may be inferred from the earlier 
discussion of the association of “independent” sets in Lulu (p. 78), 
but is not so related in the discussion); and combinatoriality, 
gradually approached at various points and finally defined on pp. 
99ff. The property of intersection, so crucial in much of
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Webern', is not discussed or illustrated as such even in the 
section on “octave” relationships, but it arises in connection with 
the Symphony, Op. 21 (“all the inversional relationships being 
based on a single axis of symmetry, the note A.” —p. 131).

In general, there is much to admire in the care and agility with 
which Perle has undertaken to present these materials in an 
orderly fashion without resorting to the, perhaps forbidding, 
rigors of systematization. But inevitably, with a presentational 
method which, although far from arbitrary in a “musical” sense, is 
unavoidably divergent from the formal structure on which the 
concepts depend for ultimate coherence, certain difficulties arise. 
It is, indeed, demonstrative of Perle’s superior command of his 
subject that so few do occur, and none of these is of a kind likely 
to give much comfort to either simplistic academicians or 
mystical parametrists. As one consequence of the sectional 
division, for example, whose considerable virtue, already noted, is 
that greatest emphasis is placed on the musical object, some 
fundamental concepts appear rather late in the book that are 
actually necessary to a full understanding of many ideas earlier 
introduced. One of these is the concept of twelve-tone inversion 
as the complementation of pitch class numbers mod. 12, a basic 
distinction between the operations of this permutational system 
and those of traditional tonality, in which inversion has a 
different significationl But in the book, this concept first 
appears on p. 146 (of a total of 149 pages of text), and there in 
connection with rhythmic, rather than pitch inversion. The 
“working definition” originally given, in a footnote (p. 3), does 
not actually specify this condition, referring only to “melodic, 
[rather than] harmonic inversion, since the latter concerns only

' See Milton Babbitt, “Twelve-Tone Invariants as Compositional Determinants”, 
Musical^arterly, April i9 6 0 , pp. 254-2 5 6 .
 ̂Babbitt (op. cit., pp. 2 4 7 -248) distinguishes a “combinational” system such as the 
traditional tonal system from the “permutational” twelve-tone system in terms of 
the relation of the “referential norm” of the system to the collection of available 
elements. If, from these elements, a sub-collection is chosen as a referential norm, 
this norm is “distinguishable by content alone. But if the referential norm is the 
totality of elements, there is but one such norm in terms of content” so that 
operations such as transposition or inversion which, in a combinational system 
“result in the adjoining of pitches which are not present in the original collection, 
and thus [establish] a new collection”, result, in a permutational system whose only 
norm is the ordering imposed on the totality of elements, “only in a permutation 
of the elements.” See particularly pp. 2 53-254  for a discussion of inversion as a 
“permutation of pitch class numbers . . . which results from the substitution of 
complementary pitch numbers in S.”
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the octave position—not specified by the set—of each note” (for 
this use of “octave position”, see Babbitt, op. cit., p. 248). But 
“melodic inversion”, even where “octave position” is not 
specified, might, in the widespread confusion surrounding this 
question, still be taken for “contour inversion”, in which, 
literally, octave position need not be precisely specified. The 
later description of the “P” and “I” operations in connection with 
“free” atonality as denoting the “transformations of an unordered 
set where it is employed as an invertible structure” does not 
clarify the matter.

Again, in a work which will be lor niany a stepping stone to 
the more advanced theoretical literature, one wishes there had 
been some discussion of so seemingly simple a terminological 
problem as the choice of transposition numbers for set forms; 
however supposedly trivial, such a discussion might have 
provided valuable insight into Perle’s own basic approach to the 
system, and prepared the reader for the difference between 
Perle’s usage for the R and RI forms and that of others, 
including Babbitt. Here, Perle merelv assigns the t of an S (“P” in 
his terminolog\0 to its literal pitch retrograde (which is thus 
labeled “Rq”); similarly his “RI” is that form “obtained by reading 
[the tol form] backward” (p. 7). Babbitt, however, notates 
transposition according to the initial pitch class number of each 
permutational form, using  ̂as the referential point in all cases. 
Avoidance of confusion, however, is plainly not the only issue 
here; more importantly, a fundamental outlook seems to be 
involved that surelv warranted fuller explanation of the choice. 
For pitch order, as Perle himself evidently acknowledges (pp. 
3-5), is less a determinant aspect of set identity than is intervallic 
ordering. From this point of view, the pitch order retrograde 
relation of S to the form “obtained bv reading S backwards” is 
not as strong an association as that between S and RI; as Babbitt 
points ou t\ the RI operation results in an exact retrograde of all 
the intervals of S, whereas the exact pitch retrograde R yields an 
RI inter\^allic relation to S (see example below, bearing in mind 
that I refers to a complementation of the inter\^als); thus the RI 
form may be said to be, of all set forms, closest to S (and R 
closest to I).

Op. cit.. p. 258
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Example: exact interval retrogression of RI relative to S

Another hazard of the informal approach is that definitions 
may occasionaUy be incomplete enough to verge on the 
misleading. On the crucial subject of combinatoriality, the 
statement occurs that the aggregate formed by two 
combinatorially related hexachords, “having no derivation other 
than the set . . .  is a corollary of the horizontal structure of the 
set, whose ordering it reveals” (p. loo). But, as Michael Kassler 
has demonstrated^, there is no certain way, without invoking 
contextual criteria such as registral, timbral, dynamic, etc. 
treatment in the compositional presentation of such an 
aggregate, to ascertain from it the ordering of its component 
hexachords\ Later (p. 102), Perle refers to segmental invariance 
as “the converse of combinatoriality”, although segmental 
invariance is the general principle of which combinatoriality is 
the extension, a relationship not fully implied by the statement. 
Another possible misunderstanding arises in connection with the 
set of the first of Babbitt’s Three Compositions for Piano, which 
is described as fulfilling only “the minimum requirements for an 
all-combinatorial set” (p. 103). Since the criterion for 
all-combinatoriality is segmental content alone, the observation 
is literally correct, but it is perhaps to be feared that the reader 
may assume the all-interval construction of this particular set to 
be one of the “minimum requirements.”

Unquestionably, the analytic approaches taken to the music 
itself are among the strongest assets of the book. The inclusion 
of “free” atonal music is especially courageous, and Perle’s 
treatment of its problems is refreshingly frank. He is particularly 
successful in making the reader aware of the difficulties

The D ec is io n  o f  A r n o ld  Schoenberg's T w e lv e -N o te -C la s s  S ystem  a n d  R e la te d  S ystem s, 
Princeton, New Jersey, Princeton University, 1 9 6 1 . See especially Chapter 5/4 , 
“Essential ambiguity and combinatoriality^’; and Chapter 7 , “Polylynear twelve- 
note-class composition”.
^Beyond the trivial fact that order number 6 of one of the hexachords will not be 
stated prior to the statement of order number 5 in the other.
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encountered when large-scale works are to be constructed 
according to units of association that are either so minimal as to 
tend toward overgeneralization, or, where larger referential units 
are involved, require completely literal reiteration in order to 
retain their associative properties. The assumption that the “basic 
cell” is the most consistent principle in atonal music is sound as 
far as it goes; it serves particularly well to explain Webern’s 
procedures which, unlike those of Schoenberg, always tend 
toward a symmetry of micro- and macroform down to the 
smallest possible referential unit. Perle significantly points out 
that, given such a tendency, Webern’s “extreme brevity is not an 
idiosyncratic feature but a necessary and logical consequence of 
the multiplicity of function of every single element.” But in 
stressing the absence of generalized procedures other than the 
“basic cell”, and also the consequent lack of correspondence 
among works, Perle, it seems to me, has somewhat oversimplified 
the case. Granted the obscurity of many of the connective 
procedures, it might still have been advantageous to discuss more 
extensively some of the basic problems underlying this obscurity, 
to make it clear that this is problematic, rather than arbitrarv 
music. Even from the examples, some of these general 
problems—as well as some of the subtler approaches devised by 
Schoenberg toward meeting them—become apparent on careful 
inspection.

The first example given of the “basic cell” in Schoenberg is the 
opening of Opus 23, No. i, in which, as it is pointed out, the 
three-note motive generates all the linear events of the first four 
measures. However, an examination of the entire first section of 
this piece reveals both a deeper ambiguity and a subtler structural 
intent; one could, as well, consider as the primary generators the 
harmonic intervals of tritone and fifth. Indeed, the m o ideas 
seem to interrelate quite closely, since with too few exceptions to 
be considered significant, every simultaneity in the first twelve 
measures is either a verticalization of the basic cell (which occurs 
at important initiative points: first sonorities, mm. i and 4, both 
phrase beginnings), or contains a tritone or a fifth; the three seem 
to be treated in a hierarchic order of activity to stabilitv, with the 
basic-cell chord and the chords containing tritones “resolving”, at 
phrase endings (mm. 3, 6, 12), to those in which fifths 
predominate (complementary intervals being taken as equivalent). 
This, much more than the basic cell alone, serves also to explain
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the linear motion, which is expanded by mm. 5 and 6 to include 
linearizations of fifths. The harmonic tendency of the first 
measure, basic cell to fifth, is also realized on a sectional scale: 
the last simultaneities as well as the last linear phrase ending in 
m. 12 are clearly fifth-dominated. The strength of these 
associations is evident in m. 13, where the introduction of new 
(but still derived) intervallic characteristics effects the important 
articulations along with the obvious rhythmic and textual factors. 
The residual ambiguity, given these strong associative devices, is, 
then, still more puzzling, and would have been worth more 
discussion in the book; why, for example, when all motivic 
generators, associative, harmonic, rhythmic, registral, etc. 
procedures are taken into account, do we still feel at a loss to 
understand how—or, more precisely from a composer’s 
standpoint, why—this particular structure was arrived at? Both 
similar structural connections and instances of a more 
generalized procedure within this area than Perle comments 
upon may be found in other examples in this section, notably the 
two drawn from Erwartung. W ithout minimizing the formidable 
extent to which this work is “refractory to analysis” (p. 24), it 
seems somewhat arbitrary to describe the quoted passages as 
consisting of “a basic cell. . . combined with independent details” 
in which “repeated formations of fixed pitch content . . . have 
only a temporary and local importance . . . and usually occur as 
brief ostinati in combination with ‘free’ elements” (p. 19). But in 
the example (mm. 1-4, given as Ex. 17 on p. 20), the four-note 
chord shape selected at five places by Perle as the basic cell 
actually arises from a more fundamental three-note unit, whose 
transpositions lead immediately to additional associations 
exploited consistently in the passage (note particularly the 
formation GjJ-B-Cjt in the upper part, which is extended to the 
F -E 1?-F-D of m.3, and the D-E-G-E of the vocal line, m.4, and 
which becomes a primary recurrent and developmental factor in 
the course of the work).

The unit itself (first stated as D-G-Gtt) is prominent both 
melodically and harmonically throughout the passage, but also 
undergoes transformations of a type used extensively by Schoen
berg in his atonal music as a generalized technique to generate 
expanded associations while retaining essential identification 
with the basic cell. Thus this unit may be read as 5 and i semi
tones, successively (reading from the lowest to the middle to the
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highest note of the minimal registral representation—in which 
form the cell is compositionally first presented), with an 
■'over-all" span of 6 semitones. If the 5 is inverted to 7 , retaining 
both pitch and interval identity, and the interval from ■‘m iddle" 
to ■■highest" pitch is again 1. intervallic consistency among the 
parts is maintained, although the over-all span now produces a 
new available interval, 8. (This technique may be observed in 
Perle's examples from Opus 11 and Opus 2 3  as well.) This 
association is first introduced obliquely, through the adjoining of 
statements of the basic unit (the b I?-D-E1> of the upper part on 
the first beat of m.i); the B1>-D correspondence then introduces 
the “derived” form of the basic cell (the “inversion” of Bt»-D-El?), 
holding the D and G of the initial statement fixed in register, 
with the “new” Dj|, which by registral association links with the 
derived form in which two “common tones” are also
held fixed. The system of associations is further expanded in the 
“parallel fourth” triplets in the bass (second half of m. 2), where 
the basic cell pattern appears to break on the last two beats but 
is actually “converted” as above (significantly, the m o “derived” 
forms explicitly here arc B[>-D-Et> and G-D-E[>; see also, in m. 3, 
the overlapping bass pattern D-D[?-AI?-C, in which the two 
forms are dovetailed linearly). Incidentally, the third of the four-

•  r

note chords adduced by Perle depends on the association of the 
upper-voice B^Jon the fourth beat of m.2 with the G-Cjt-Fj:| on 
the third beat, wheras in context this Bjf seems clearly to 
associate instead with the B in the bass and the ornamented F in 
the middle voice (third beat), forming a basic cell: B-F-Bj}.

Other connective means exploited in this brief example are the 
consistent association of pitch groups occurs on the first
beat, m. i; last beat, m. i to first beat, m. 2; third and fourth 
beats, m. 2; second eighth-note beat, m. 4; and between the voice 
and the tremolo, m. 4); and registral correspondences (note the 
three statements of the pitch complex C-A-B-C whose similitude 
is sonically emphasized by the retention of the lowest register 
C—also the lowest sustained pitch in the entire quoted passage). 
This degree of interrelationship among “independent” elements 
suggests a kind of structural consciousness on Schoenberg’s part 
that, despite its admitted complexity, warrants more mention 
than the simple noting of “free” or “variable” details.
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In the sections on pre-twelve-tone serial usages, a discussion 
of the relation of serial to non-serial passages (especially in Opus 
23, Nos. 2 and 3), and of the coincidence or noncoincidence of 
serial passages with important formal articulations might have 
better drawn together the many perceptive descriptive 
observations. Also, the suggestiveness of some of these passages 
as “serial solutions” is striking, particularly the special kind of 
linearization found in the second half of Opus 23, No. i, where 
rather than a series of simultaneities, discrete voices of a 
contrapuntal complex are “strung out” successively. Perle’s 
statement here (p. 43) that these primary linear formations, 
“because of their length and complexity . . . appear only in their 
prime aspect” is incorrect, since in mm. 28-31 the formation 
derived from the “upper voice” of mm. 1-3 is presented first in 
prime, then retrograde order: Gl>-E[>-D-F-Djt-E-G-E-El7-F-D-El>-Gk 
Another interesting idea is the presentation of the “set” of Opus 
23, No. 2, in “two linear patterns” (p. 45). The particular attack 
points of the bass pattern coincide with pitches of the upper 
pattern that, thus isolated, form still another pattern related 
(D-G-C(t) to the lower voice (C|t-Al?-A) in the same way as the 
basic cell of Erwartung and its “derived” form. These attack 
points also make explicit the important “major-minor third” 
relationship. In the second phrase, the two simultaneous attack 
points involve major-minor thirds, as do the two semitonally 
related “major thirds” (E-A[>, F-A) of the bass part; at the same 
time, the two “voices” are, at these points, inversionally related. 
Perle’s examples of the later partitioning of this set similarly 
reveal Schoenberg’s awareness, at this early stage, of set 
properties that were fully developed only in his very latest works.

Among the twelve-tone examples, the instance of the set as 
“thematic”, from the Schoenberg Piano Concerto (mm. 1-8) is, in 
the extraction of elements for the “accompaniment” that either 
associate with segments of other set forms or isolate significant 
fragments of S, far more subtly “thematic” than is indicated. 
Ffere, wherever the set order is “violated”, the first criterion 
above accounts for the successions of elements not adjacent in S, 
as follows: in m. i, (3, 4, 5) of S; in m. 2, (5, o, 2) of S = (2, 3, 4) of 
tioS; in m. 3, (i, 2, 3) of S; then, in the “melody”, in mm. 4-5 
(A|?-D1?-A) = (o, I, 2) of tji (the combinatorial I, also implied by 
the A[> in the right-hand part of m. 3, and the Cjt-A of the left- 
hand part, mm. 3-4). The juxtaposition, in mm. 7 and 8 of
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B-G-E1?-BI?-D-F-E-C (S: 10-11-0--1-2-3-4-5) projects the pitch 
content of the segment of t^I between order numbers 4 and n; 
the following o-i of t.I, and the complete the full
statement of t Î (the repetition of B and G adjoins all pitches of 
t^I H,) within the framework of a statement of S. This emphasis 
of segments in common between set forms^’ is in fact a more 
significantly “thematic” use of set formation than the simple 
differentiation of elements explicitly described in the text, and is 
fundamental to much of Schoenberg’s later work.

Finally, the example given of the extraction of “varied linear 
formations” by the “employment of the melodically extraneous 
notes in the ‘background’,” is the “recapitulation” of the “A” 
section of the second movement of the Schoenberg Fourth 
Quartet. Perle states that “since the notes of the set are not in 
general functionallv differentiated, and since there is no 
all-embracing principle of harmonic propriety as in tonal music, 
there are no a priori criteria to govern the manner in which 
‘theme’ and accompaniment are to be derived trom the set.” This 
raises a number of interesting questions, into which lack of space 
precludes inquity here; it is worth obser\'ing, however, that the 
motivic aspect of tonal music is, in some respects, as problematic 
as the “harmonic” aspect of tv^elve-tone music, in the sense that 
the systematic constraints of the tonal system do not completely 
specify a hierarchy of linear events, just as those of the 
twelve-tone system do not specifv “principles of correspondence” 
for simultaneitv. Both problems admit ol solution according to 
the ways in which individual composers have chosen to interpret 
and exploit the properties inherent in the “systematic” dimension, 
horizontal or vertical succession, as the case mav be. Thus,

9

although a priori criteria are lacking, it is evident that the set 
structures and “principles of correspondence” devised by 
Schoenberg for the perhaps “unprogressive” purposes of 
constructing genuine analogues to Classical forms (and the 
subtlety of his means, the extent to which he approached this 
goal, are truly unique among the musical phenomena of the 
twentieth century), are equally susceptible of generalization and 
subsumption into more “purely serial” purposes. It is this, of

Called "nesting" by David Lewin: see his "A Theory of Segmental Association in 
Twelve-Tone Music”, published in the Fall 1962  issue of Perspectives of New Music, 
where the technique is generalized as well as investigated with particular regiird to 
the Violin Concerto and Phantasv.
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course, that explains why, although Webern was the only early 
twelve-tone composer “motivated, like Babbitt, ‘by the desire for 
a completely autonomous conception of the twelve-tone system’” 
(p. 140), it is Schoenberg’s procedure—not combinatoriality 
alone, but the entire complex of means for formal articulation 
through set structure—that has proven most fertile. An 
examination of the Fourth Quartet example along with the 
original “A” section (mm. 285-302) which it “recapitulates” reveals 
an interplay of contour, set form, permutations of pitch content 
that establish hierarchic degrees of similitude to referential 
elements, and a veritable polyphony of noncorresponding set and 
linear operations (inversionaUy related linear passages derive from 
sets in R, RI, or P relation, pitch Rs are derived from Rl-related 
sets, etc.). Rhythmic “squareness” is, in this context, hardly a 
deficiency, but rather a powerful associative device making 
possible the coherence of such a wide range of interconnections^.

1 have isolated these examples, and dwelt on them  in such detail, 
mainly to dem onstrate the astonishing range and num ber o f  
provocative issues that are raised in these few brief chapters. I f  it 
m ight be wished that Perle had still further capitalized on his 
m ethod and drawn upon his fund o f  experience and knowledge to 
discuss some o f  the m ore special and subtle, but pow erfu lly  
suggestive and potentially limitless, aspects o f  the music he 
introduces, the source o f such a wish is in the enthusiasm  and 
appetite for closer and fuller exam ination o f  the subject that the 
book, as it stands, arouses. From  the considerable discussion and 
interest it has already occasioned am ong serious students o f  
contem porary music since its publication, it seems likely that Perle’s 
stated hope, that “as a result o f  [his] efforts the com position  o f  
twelve-tone music shall have becom e m ore difficult” , will be 
realized, but that these efforts will as well result in the elevation o f  
bo th  the teaching and the general professional discussion o f  
twelve-tone and atonal music to a new level o f  discipline and 
relevance.

See Babbitt, “Set Structure as a Compositional Determinant”, Journal of Musk 
Theory, April, 1 9 6 1 , pp. 82 and 89, for the relation of Schoenberg's rhythm to pitch 
structure.
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Author’s Note, 2003: I wrote this review of George Perle’s book in July 
1962 at the invitation of'T ’Z/e Musical Quarterly: however, the Editor of the 
Quarterly (Paul Henry Lang) found the text unacceptably “Babbittonian", 
and excessive in its extensive treatment of a subject of so little interest to the 
readers of the Quarterly — all of this in a communication addressed not to 
me but as an internal memo to the Asoociate Editor of the Quarterly, Nathan 
Broder, who somehow managed to neglect to remove it, still in its own separate 
carefully addressed envelope, from the folds of my rejected manuscript, 
returned to me with another letter, written according to instructions also 
contained in Professor Lang's memo, expressing the Quarterly's gratitude 
but regret that my text was just a tad too long for its format, and so would not 
be published therein. The memo lay upturned on the table at my elbow as 
Professor Lang and I sat beside one another at the next meeting of the New 
York Music Critics' Circle, but I couldn’t tell if he noticed, and he never 
mentioned it.

a 1/1
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GODFREY WINHAM’S Composition for Orchestra

J.K. RANDALL

Ex. 1

Voic« numbers

I.

Example i is one form of that two-dim ensional “array” upon w h ich  
Godfrey W inham’s Composition for Orchestra (1 9 6 1 -6 2 ) is based. 
Since the second of the piece’s two movements may profitably  be  
viewed as deriving from the curious relations among dyadic 
components of “chords” of Ex. 1 ; and since the opening passage of th e  
second movement—a passage which I shall discuss in some 
d e ta il—explicitly  presents the “chords” of Ex. 1  as successions of 
dyads; I should like first of all to discuss the dyadic properties o f 
Ex. 1  with a view toward indicating why its dyadic p ro p e r tie s  
should be singled out, how these properties relate to se v e ra l 
operations (on array-forms) which are exhibited in the p iece  
(particu larly  switching of “voices”, transposition , and inversion ), 
and why these properties might suggest not only modes o f 
progression to quite different arrays but also means whereby such 
modes of progression might be composed-out. (It is, above all, in th e  
composing-out of even the most obvious features of in g en io u s ly  
derived pitch-relations that Composition for Orchestra seems to me 
most ingenious: especially so, considering the fanciness of th e  
relations and the apparent sim plicity  of the composing-out.) My 
discussion will rely heavily on things pointed out to me by th e  
composer him self—though he need not, of course, be he ld  
accountable for its virtues.
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Each “voice" in the B-part of Ex. i is identical, in unordered pitch
content, to the corresponding voice in the A-part. But while voices
1 and 2  of B are related, respectively, to voices i and 2  of A by
inversion; voice 3  of B is related to voice 4  of A by inversion, and
similarly for 4  of B and 3  of A. Voices 1 and 4  of A are identical by
transposition, as are voices 1 and 3  of B; and, while these voices of B
and those voices of A are related by inversion, the interval of
transposition is not the same for the A-pair and the B-pair; and,
while the ordered set of “vertical" dvads formed bv these voices of B• ^

exhibits successive half-step transpositions, as does the set formed 
by those voices of A, the half steps are all “uj)" within A and all 
“down” within B.

The set of vertical dvads formed bv voices 1 and 2 of B has no dvad% • ^

in common with the set formed by voices 1 and 2  of A; but the set
formed by voices 3  and 4  of B is identical to the set formed by voices
3  and 4  of A—yet this pair of (identical) sets has a simple property
shared by the other pair of (non-identical) sets: each of the four sets
contains a dyad whose immediate successor is a half-step
transposition of that dyad. 'Fhe dyad-transposition in voices 1 and 2

of B occurs from the first dyad to the second: the same is true for
voices 1 and 2  of A. The second and third dyads of voices 3  and 4  in A
and B are related in the same wav. Yet identitv of directed ̂ *

transposition distance occurs within, not between, A and B.

The flanking “chords" of .A are related by inversion, as are the 
flanking chords of B. 'I'he middle chords of A and B are their own 
inversions; but the middle chord of A is its own cycle-of-fifths 
equivalent as well.

Since each voice in Ex. 1 contains just three distinct pitchclasses; 
and since the three distinct p.c.’s of any one voice exhaust a 
three-note segment of the chromatic scale; and since no p.c. occurs 
in more than one voice; it follows that there must be exactly four 
transpositions at which the total inversion of Ex. 1 will exhibit, i n 
its four voices, the same four three-note collections as F̂x. 1 . Of 
these, Ex. 2  is unique in that it may be partitioned into the same set
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of “vertical” dyads as Ex. i, and yet has no “chord” in common with 
Ex. 1 .

Ex. 2

i_

n . .. Ŝ B  S.~
■t

-o-
L _

7Z

I
f2X£

B
9C

3 X
-O-

Ex. 3

Ex. 4

In the second movement of Composition for Orchestra, another 
transposition of Ex. i occurs: the transposition “up” one half step. 
The insertion of this transposition (Ai and Bi of Ex. 3 ) between A 
and B of Ex. 1 (shown now as Ao and Bo of Ex. 3 ) brings out one of its 
relations to Ex. 1 . In Aô  three of the four voices move up one half  
step from the first chord to the second; similarly, from the second 
chord to the third. In Bo, three voices move down from the f irs t
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chord to the second; sim ilarly, from the second chord to the th ird . 
The succession A„-Ai is a succession by total transposition  up one 
half step; and the succession BrBo is a succession by to ta l  
transposition down  one half step. This relation is bolstered (see Ex. 
4 ) by another uniform ity  that holds between certain dyads w h ich  
are themselves transposed (in some given pair of voices) one h a lf  
step; the first dyad formed by voices 1  and 2  in Ao—a dyad which is 
then transposed one half step—and the first dyad to be transposed  
in the other two voices comprise, together, a tetrachord  of the form  
0 3 5 8  (i.e. a “minor seventh” chord), as do their tra n sp o s itio n s  
(consequently) in those pairs of voices in A„; and tetrachords of tha t 
fo rm  result in Bo from the pairing of initial “transposed” dyads o f 
voices 2  and 3  with those of voices 1 and 4 (and from the pairing of 
their transpositions). It should be noted that one effect of s in g lin g  

out the 0 3 5 8  tetrachords in A,, is an implicit partitioning of A„ in to  
that particu lar set of dyads indicated by circles in A of Ex. 2 ; 
typically, however, the effect on B„—where other pairings o f 
voices are involved—is quite different.
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Ex. 5

uo £t Ao
o

I E

B. a BLPi>InE b-e

Ex. 6

It follows from the discussion of Exx. 3  and 4  that Ex. 5  e x h ib its  
the dyadically relevant transposition  of the total inversion of th e  
Ai-Bi segment of Ex. 3 ; and that Ex. 6 —in which Ex. 2  has b een  
inserted between A and B of Ex. 5 —exhibits the re le v a n t  
continuity from its first to its second A-segment, and from its f i r s t  
to its second B-segment. Ex. 6 , in its entirety, is a total inversion of 
Ex. 3 .

[Example 7 , which follows, gives my piano reduction of mm. 1 - 5 5  

of mvmt. II.]
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Ex. 7
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Ex. 7 (cont.)
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Mx. 8b

In Ex. 8a, the voices in the B-half of Ex. 4 have been switched to 
bring the component dyads of the 0358 tetrachords into the same 
“voice" and “chord" positions that their analogues in the A-half 
occupy. In Ex. 8b, the voices of Ex. 6 are switched in a way that 
yields a total correspondence, by d>’adic complementation, to Ex. 
8a. [Ex. 8a is the basis for mm. 1-2 of the second movement: and Ex. 
8b. for mm. 147-169. Another quarter of the movement is based upon 
cycle-of-fifths equivalents of Ex. 8a and Ex. 8b.] While Exx. 4 and 6 
are invcrsionally congruent to each other, Exx. 8a and 8b are simply 

congruent (in the sense that wherever, within Ex. 8a. two entries 
represent the same pitchclass, the analogous entries within Ex. 8b 
also represent some single pitchclass—and vice versa.) (Congruence 
can, of course, be obtained under transposition and cycle-of-fifths 
equivalence as well as under inversion: and the various kinds of 
congruence are also of interest as partial determinants for 
successions of musical events whose pitch aspects are not d irectly  
related by transposition, inversion, or cycle-of-fifths equi\’alence.)
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[from Ex. 8 ; 03S8 '6]

Ex. 9b

In Ex. 9, the 0358 tetrachords encircled in Exx. 8a and 8b have 
been extracted and rewritten as “chords,” in order to make 
apparent the p.c. identities (in retrograde order of “chords”) which 
hold between the 0358’s of Ex. 8a and Ex. 8b in their A-parts only. The 
operations upon 8a and 8b which will be presented in Exx. 10 and 
11—whose results are the basis (assuming the cycle-of-fifths 
operations) of one-half of the second movement—will supply, 
among other things, the missing 0358-correspondents for the 
B-parts of Exx. 8a and 8b.
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Ex. 10b
[from Esx. 8b|

Sec and B| in Hx. See and In Ex. ^a

In Ex. loa. a "dyad-sequence" is derived from A„ of Ex. 8a by 
means of uniform "arpeggiation” of its three chords into component 
dyads. The wiggly line separating the two halves of the sequence 
emphasizes the flanking positions, in each half, of a "transposed" 
dvad. Ex. lob is derived from Ai of Ex. 8b in exactlv the same wav. 
[To save space, I am not sliowing the results of performing this and 
subsequent operations on the second A-parts of Exx. 8a and 
8b—which simply correspond at each stage (by half-step 
transposition) to results shown for the fu'st A-parts.J Staff i of Ex. 
IOC presents a different (though similarly derived) dyad-sequence 
for An of Ex. 8a which exhibits some remarkable resemblances to 
Ex. loa. The simultaneities in i consist exclusively of p.c.’s which 
were immediately consecutive in a "voice" of Ex. loa; and, as in the 
case of loa, each half of i is flanked by a "transposed" dyad. If we 
now switch the upper and lower voices of i and switch the halves as
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well, we arrive at 2—which happens to be a literal transposition 
(“down” a minor third) of Ex. loa, and which nevertheless retains 
the relation to loa that held in the case of i. In 3, each dyad in 2 is 
uniformly “arpeggiated” into its component p.c.’s; and the 
hexachords thus obtained are vertically combined in 4, the resu lt 
being a sequence of 03 dyads. These same hexachords could, of 
course, have been derived from 1 by arpeggiating each of its dyads 
“upward”: so that 4 may be regarded impartially as a derivate of Ao 
in Ex. 8a or as a derivate, by an analogous route, of a transposition 

(“down” a minor third) of Ao in Ex. 8a. Notice that 0358 tetrachords 
are formed, in 4, by the first pair of dyads and by the last pair (see 5: 
the 0358 tetrachord F-A-C-D is formed by the last pair of dyads in 
the 03-sequence (not shown) derived from the second A-part of Ex. 
8a); and that the specific transpositions of 0358’s which appear in 5 
of IOC are the missing correspondents for the B-parts of Ex. 9b.

Ex. lod is related to Ex. 10b exactly as Ex. 10c is related to Ex. 
10a; and supplies the 0358-correspondents for the B-parts of Ex. 9a.
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Ex. 1 la Ex. l ib

Ex. 11 performs, upon B-parts of ¥.\\. 8a and 8b, operations 
performed upon A-parts in Ex. lo —but with less elegance: notice 
that 1 in iic and i in iid originate solely as transpositions of i ia  
and lib respectively; and that, to the right of the wiggly lines in 
iic.i and iid.i, the “direction" of arpeggiation must he reversed i n 
deriving the corresponding 2 in order to guarantee a 03-sequence i n 
the corresponding 3. However, 11c.4, iid.4, lie, and iif offer 
compensation.
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II.

The discussion which follows is devoted almost entirely to just 
one aspect of mm. 1-34 of the second movement: the registral 
enclosure of dyads by other dyads in certain tetrachordal contexts. 
The passage is based upon a dyad-sequence corresponding to Ex. 8a, 
and includes the beginning of a passage based upon the 03~sequence 
derived from Ex. 8a. I shall try to convey the impression that more 
than one coherent process is at work in mm. 1-34, and that the 
subsequent applications of inversional and cycle-of-fifths 
operations to Ex. 8a, and to its 03-sequence, may be relevant to these 
processes.

I.
(see mm. 3-4j

2 .(mm. 5-<)| 3,
(mm. 15-]61

4.
(mnw 17-18}

Jt ^o- s I9 __IS XT
5, 6. 7.
(mm.15-16) {mm.17-181 [nim . 31-33]

S.
(m m . 31-35]

9.
[mm. 33-3S]

u ̂ ri: „ 1 = i -------K .  0...,w
r — ^ --------------- ........................ " ------------------- H

0 — •0 —

Ex. 12

In the dyad-sequence 1 of Ex. 12, the dyads Gls-Bb and G-B are both 
registrally enclosed by the dyad F-C. The sequence is its own re tro 
grade inversion; and hence, the tetrachord formed by the first and 
second dyads is the inversion—and the registral inversion—of the 
tetrachord formed by the second and third dyads. In 2, while an 
Rl-relation holds in the same sense, and while the inversionally  
related tetrachords are of the same form (namely, 0157 and 0267) as 
their analogues in 1, it is now the first and third dyads which en
close the second; so that, with respect to order-positions w ith in  
three-member dyad-sequences, “enclosing-positions” in 2 corres
pond to “enclosed-positions” in 1, and vice versa. At the same time, 
the intervals of simultaneity in 1 become the intervals (some b y

-5 8 -



complementation) of succession in single voices of 2, and vice 
versa—in clear anticipation of mm. 3iff. (See Ex. 10.)

The dyad-sequences 3 and 4 stand in a rather complex relation to 
1 and 2; but the complexities are of a kind already suggested by 
relations within and between 1 and 2. The entire six-member 
sequence 1-2 was not its own RI: but 1 was its own RI, as was 2. In 3 
and 4 the situation is reversed: while neither 3 nor 4 is its own RI 
the entire six-member sequence 3-4 is its own RI. Within 1 and 
within 2, each member of the secpience either enclosed or was 
enclosed by its successor: the enclosing and enclosed positions were 
exchanged in 2 as compared to 1; and, since 1 and 2 were reg istra lly  
disjunct, no member of either sequence enclosed (or was enclosed 
by) any member of the other sequence (see mm. 3-10). By exact 
reversal: within 3  and within 4 . /lo member of the sequence e ither 
encloses or is enclosed by its successor—and hence there are no 
“enclosing” or “enclosed" positions to be exchanged from 3 to 4; yet, 
since each member of 3 encloses every member of 4 (see mm. 15-18), 
the “enclosing-function” of the entire three-member sequence is 
reversed from 3 to 4.

The simultaneities 5 and 6 are the only tetrachords of the form 
0157 or 0267 which appear in mm. 15-18; and although 5 is identical. 

in p.c. content, to the first two dyads of 2, the enclosing and enclosed 
dyad-forms are those of 1 (namely, 04 and 07) but with 07 
complemented as in 2. (Notice that 04 was not complemented in 2.) 
Thus, the pairs of p.c.'s which were registrally disjunct in 2 
(namely, E?-A? and A-Ci±) take on, in 5, the enclosing-enclosed 
relation. From 5 to 6. the enclosing and enclosed dyad-forms are 
exchanged.

In 7 — and here we have arrived at the passage which is based 
upon Ex. 1 0 C.4 — the 0 4  dyad Gp-B  ̂ is complemented (and this is the 
first complementation of a 0 4  dyad in the context of 0 1 5 7  or 0 2 6 7  

tetrachords); and the 0 5  dyad C-F, whose complement in 1 enclosed 

the complement of is thereby ej^closed by B̂ -Gb. In 8 and 9, a
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feature thus far unique to 2 (and its half-step transposition) is 
reincorporated: the registrally (and timbrally) disjunct dyads are 
of the forms 04 and 05—except that 05 is recomplemented into its 
original 07 version; so that, while the p.c. content of 9 is identical 
to that of the second two-member segment of 2, it is the enclosed 

and enclosing dyad forms of 1 which are now registrally disjunct.

Enclosing-relations between component dyads of 0358 
tetrachords are similarly transformed during the course of th is 
section. However, in approaching this transformation, we must 
keep in mind two distinctions between 0358 tetrachords and 0157 
tetrachords: the former are their own inversions, while the la tte r  
are not; and the former can be partitioned—in two distinct 
ways—into a pair of identical dyad-forms, while the latter cannot 
be so partitioned at all.

1 .
(see mm, 3-10]

2 .
(mm. 15-22)

6 . 7. 8 .4 5
(m. 22) (m. 23] [m. 27) (mm.28-33) (m m .35-37]

Ex. 13

Just as a 07 dyad was introduced in the dyad-sequence of Ex. 12.1 as 
an enclosing-dyad and subsequently complemented and enclosed, so 
is a 07 dyad introduced in Ex. 13.1 as an enclosing dyad—and 
subsequently (in Ex. 13.2) complemented and enclosed in this sense: 
although the enclosure-relations throughout 1 and 2 reflect a 
partitioning of each 0358 tetrachord into pairs of identical 
dyad-forms, the “0” and “5” components of the tetrachords always 
enclose the “3” and “8” components in 1 but are always enclosed b y 
the “3” and “8” components in 2—and the “o” and “5” components 
(which form the 07 dyads in 1) form 05 dyads in 2. The retention of 
05 dyads as enclosed dyads throughout l and 2 is also d irectly  
symptomatic of the relations which hold between the A-part of Ex. 
1 and the B-part of Ex. 1 (with respect to identities of pitchclass
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content in identical voices of A and B as opposed to the 
non-identical pairings of voices required to produce identical 
tetrachord forms throughout Ex. 4), as well as between the uniform 
arpeggiation (Ex. 10c.3) of the dyad sequence (Ex. 10a) of A parts of 
Ex. 8a required to produce the 03-sequence of Ex. 10C.4 and the 
non-uniform arpeggiation (Ex. 11c.2) of the dyad sequence (Ex. 11a) 
of B-parts of Ex. 8a required to produce the 03-sequence of Ex. 11c.3. 
These relations provide the occasion for mm. 11-14 (a passage which 
would be gratuitous with respect to Ex. 8a alone); and the 
distinction between re-pairing (in which all four voices are 
involved) and registral switching (which is required for the inner 
voices only) is reflected rhythmically in the second half of this 
passage.

The change back to an enclosing dyad of the form 07 (mm. 23-27) 
is, like its mm. 11-15 analogue, transitional—but in a more ramified 
sense. The succession from the B„-part of P2x. 8a to its An-derived 
03-sequence (cf. Ex. 10c.4) does not call for any intervening te tra 
chord Bb-Dlj-Elj-Gl? (see 5); yet, the appearance of this tetrachord in 
mm. 23-27—apart from the obvious pitch-relevance to an 
impending recurrence of an Ac, derived section (see 3 and 5)—serves 
to connect the specific relations of dyadic enclosure in 1 and 2 wi th 
those in 6 and 7. The tetrachord in 6 is again of the form 0358; but 
here, for the first time in the movement, a 0358 tetrachord is so 
distributed registrally that one 07 d\’ad encloses another—and, as a 
result, the dyad consisting of the "o” and “3” components of a 0358 
tetrachord now lies, for the first time, registrally above the dyad 
consisting of the “5” and "8” components. This registral disjunction 
is immediately converted (in 7) into registral enclosure of a 03 
dyad by the complement of a 03 dyad: so that the enclosure- 
relations which held for a 05 dyad in 5 (and in 3) now hold in 7 for a 
03 dyad. Thus, the local connection from a 05-cnclosure of a 05 (m. 
22) to a 07-enclosure of a 07 (m. 27) by way of a 07-enclosure of a 05 
(m. 23) which happens to be identical to the first chord of m. 3, can 
reasonably be viewed as an elegant by-product of a more complex
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process which covers both a much longer time-span and a much 
larger range of pitch-events within (and subsequent to) the passage 
in question.

The retrograde inversion of 7 which appears in 8 (in the form i n 
which it serves as a tetrachordal elision between the Ao-derived 
section and the Ai-derived section) reflects, among many things, the 
transference of Rl-relations (observed in 1 through 4 of Ex. 12) to 
the 03-sequence in a manner already suggested by Ex. 12. But any 
further discussion of mm. 3iff. could hardly avoid reference to the 
composing-out, within the passage, of the double (i.e. transposed and 
untransposed; see Ex. 10) origin of the 03-sequence.

A u th o r’s N ote ( 2 0 0 3 ):
Lee Blasius, in his monograph The Music Theory o f Godfrey 

Winhani (Princeton University Press, 1 9 9 7 ), which is based upon 
his study of Godfrey’s notebooks, offers a probing appreciation
of this remarkable musical mind, snuffed out too soon by cancer.
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A uthor’s Note:

From 1 9 6 2  to 1 9 7 0  I was Music Critic for THE NATION magazine; 
by the end I had written about 9 0  columns reporting on the birth 
pangs and death throes of a variety of musical cultures in New York 
and elsewhere in America and Europe — most every brand of musical 
life seemed then struggling with fundamental issues of emergence, 
or survival — even the ones which seemed most settled in 
unresistant entropic pacificity. All through this labor I had the 
unflinching support — encouragement really — of THE NATION’S 
editors, especially the principal Editor, Carey McWilliams, and my 
boss. Books and the Arts Editor Robert Hatch, both of whose old- 
fashioned practices of journalistic integrity kept me on the job and 
blissfully (miraculously) unthreatened for the eight years I worked 
with them. A substantial collection of the pieces is published in 
another OPEN SPACE book (Music Columns from The Nation, 1 9 6 2 - 
1 9 6 8 , selected and introduced by Elaine Barkin). Collected here and 
in three other places in this volume are some pieces omitted from 
that collection, along with a few texts published during those years 
in other magazines of general circulation.

-  BAB, 2 /0 3
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THE NATION:

March 31, 1962

M USIC
Benjamin Boretz

SELF-CO N SCIO U S
and the search to r  a special 
“ American” sensibility that en 
gaged manv o f  our composers 
before the war seems, in retro
spect, to have led to a rather sad 
displacement o f  some good crea
tive impulses. One gets the im
pression that a great deal o f  this 
music was composed under the 
assumption that a distinctive and 
“important” manner o f  expression 
is a principal necessarv condition 
o f  musical significance and origi- 
nalitv. Consequenth',  not much 
attention seems to liave been paid 
to the necessities o f  finding solu
tions to the internal problems ot 
continuitv and stvle, and this, 
ironicallv, delayed for a long time 
the development ot a school o f  
.\merican composition that could 
be taken seriouslv as such.

There is nothing particularly 
American, ot course, about tliis 
category confusion. Fiuropean 
works like the symphonies o f  Si
belius and \ 'aughan W illiams wear 
a mask o f  overt profundity that 
seems to have convinced a large 
fraction o f  the musical world to
identify them as cosmicalh’ serious ♦ *
productions on the order o f  iconic 
masters (the Becthoven/Brahms 
pedestal) rather than locating 
them within the literature o f  cul

tural-token masterpieces —  those 
symbolically reassuring, excellently 
composed and nicely calculated 
concert-hall  en ter ta inm ents  —  
with which they probably have 
more relevant artistic kinship.

But the long European tradi
tion o f  high-art musical craft pre
vents such silliness from funda
mentally diverting the main cur
rents o f  artistic deve lopm ent  
there, as seems to have happened 
for a time in .\merica. And a 
luiropean composer competently 
educated in the tradition could 
command enough technical polish 
to disguise beneath an appearance 
o f  structural coherence the de
pendence o f  his music on purely 
external expressive gestures.

'Fhus the “ ]ewish” music o f  
F.rnest Bloch, which became an 
important example for “ Ameri
can" music during Bloch's resi
dence here, alwavs maintains a 
connective tissue ot sound, sus
tained or in motion, whose quali
ties derive m ost  overtly from 
Wagner and Debussy. This forms 
a continuous background against 
which melodic and rhythmic 
events can rhapsodize without 
evident constraining formality. 
(Bloch’s pupil Roger Sessions 
successfully detached this idea 
from its picturesque ethnic con
text and made it the basis for his 
own densely luxuriant expansive
ness.) Bloch also founei a har
monic and melodic vocabularv ot 
r)pen-sounding intervals that were 
both coloristically appropriate and
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able to create an effect o f  consis
tent internal continuitt^

Some o f  the textures and har
monic resonances that these tac
tics generate are arresting in them
selves: there is often in Bloch a 
granitic harshness that has for 
some people the flavor o f  Old 
Testament prophec)"— although it 
is rather what one might have ex
p e c te d  w h e n  th ese  i n t e r 
vals— fifths and  fo u r th s— are 
piled up in extreme instrumental 
registers through an entire o r
chestral fabric. But in works like 
the T/jree Jeip/sh Poems o f  1915, 
these connective and sonorous 
ideas are simply used as ‘‘charac
teristic” sounds within conven
tional and loosely organized for
mal patterns— “meditative” ideas 
built rhapsodicallv to “ecstatic” 
climaxes— and the ultimate effect 
is o f  a one-dimensional music that 
despite its intense surface acdvity 
is fundamentally static. As for the 
“Jewishness” o f  the Three Poems, 
they could as easily pass for nor
mal Impressionist chinoiserie— Like 
that o f  Puccini’s Tidrandot, for in
stance.

In  A aron  C o p la n d ’s Piano 
Variadons, on the other hand, the 
austere sensibilit}’ comes directly 
from the interior, from the re
strictive, unornamented treatment 
o f  limited materials (hence the 
frequent com parisons  to sky
scrapers?). Every th ing  in the 
Variations is single-minded: 
through a kind o f  serial procedure, 
every event is propagated from

the opening  sequence o f  four 
notes, and nearly ever)^thing in the 
entire piece happens in the ex
treme foreground; there are no 
subtle shifts in juxtaposed motion, 
or layers o f  differendated sonority, 
or  variably subordinated configu
rations. The range o f  piano so
nority is also spectacularly narrow; 
almost every note is detached, 
propellant, percussive. The Varia
dons’ extreme tension is generated 
through continuous expository 
assertion, undiverted by develop
mental  inflection, increasingly 
stretching attention in unresolved 
expectancy o f  a point o f  expan
sion or relief to frame or back
ground the relendess acdon. What 
is internally a highly formahzed> C-5 /
and almost rigidly structured m u
sic is thus experienced as volcanic 
outpouring o f  pure energy.

In this original form, the Varia
tions is enormously powerful mu
sic, and, historically, almost sui 
generis. But Copland’s transcrip- 
don for orchestra (made in 1957) 
nearly obliterates die qualides that 
uniquely identify  this piece. 
Somehow, in the orchestral con
text o f  multip le  voices and 
tone-colors, the singleness o f  the 
piano version emerges as thinness, 
an effect which is actually empha
sized by some o f  the ingenious 
devices by which Copland draws 
varieties o f  sonority from his 
sparse materials. The sense o f  
Hniitadon, o f  the strain o f  the per
former’s task, that are integral to 
the original are no t  restated in 
orchestral terms, but are just lost
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in the literalness of  the translation. 
It is especially surprising that 
Copland should have mistakenh’ 
ecjuated the sound o f  orchestral 
percussion instruments with the 
clang o f  percussive piano sound. 
The most disappointing moment 
comes near the end, where a pas
sage that Copland obviously now- 
regards as pure rh\ thmic energy, 
despite the specific and meaning
ful pitches in the original, is o r 
chestrated for unpitched percus
sion alone. A t this point, whatever 
drama was generated in the earlier 
music dissolves in the flatness of  
the resultant sonority.

RO Y  H A R R IS ’S music is 
probably the most extreme recent 
instance o f  the strange discon
nection between a ‘'( ireat Ameri
can C om poser"  image and an 
oddly amateur-seeming awkward 
ness in his command o f  some ba
sic cratts o f  music fabrication —  a 
peculiar competence gap which 
seems in no wav to diminish the 
immediate and considerable ex
pressive impact o f  his most ambi
tious music on a considerable 
body o f  listeners. T'hus the pres
tige enjoyed by, in particular, 1 lar- 
ris’s Third Symphony is both sur
prising and understandable; for 
this work projects qualities o f  
ideas o f  line and iemporalit\- that 
arc both strikingh' original and 
strongly suggestive o f  interesting 
formal possibilities: super-long 
melodic lines in ewen notes that 
expand texturally climactic points 
without overt rhythmic change (at 
the opening o f  the symphony); the

section o f  strangely long tena
ciously sustained chords punc
tured by searing sharp rhythmic 
profiles in clashing timbres fol
lowing an unfathomable pseudo
fugue (for some reason, this lurid 
high-theater effect is almost indis
cernible in Leonard Bernstein’s 
otherwise definitix'e recording).

Despite all this suggestiveness, 
though, Harris's ideas are rarely 
SLifficienth' realixed in the un
folding of his music. O n a large 
timescale, the music projects, like 
a compositional aesthetic, a sense 
of sheer extent rather than one of 
significant continuit\- —  but then, 
too often the individual sounds 
articulating local ideas also project 
a shaky sense of relevance. 1 find a 
much more masterful use o f  such 
materials in the music o f  William 
Schuman (long-note melodies, 
such as in his I 'hird Strimt ()uar- 
let, and sustained-vs.-punctuated 
textures in liidith), where the 
placement and juxtaposition o f  
notes seems skillful, inventive, and 
hangs together cogenth', if not 
perhaps with much substantive 
depth. .\ more evolved composi
tional context for such inventions 
is their absorption into the recent 
compositional practices o f  L'.lliott 
(atrter, forming, notablw the tex
tural essence of the slow move
ment of his hirst String (^Juartet.

Accompanying the Harris Third 
on the (Columbia recording is 
Leonard Bernstein’s Sym
phony, an adolescent  crowd- 
pleaser that has a little bit o f  eve-
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rybod)^’s favorite music —  from 
Mozart to Mahler to Copland to, 
indeed, Harris —  and is greath’ 
inferior, as cheap theater, to its 
Broadway lit termate “ O n  the 
Tow n” (composed at around the 
same dme).

George Perle’s String Quartet, 
just released by CRI —  in radical 
contrast to some o f  the above —  
concentrates on the discoverv o f  
original coherences from within 
the context o f  contemporary sty
listic diction, particularlv in the 
realm o f  harmonic progession. 
This music’s insistence that such 
coherence must arise from a con
sistent harmonic language, rather 
than surface sonic attractions or 
sheer forward momentum, results 
in a surface o f  stark simplicity, in 
which melodic and rhythmic mo- 
tion are essential components o f  
the underlying harmony. The ex
treme integrity o f  Perle’s way of 
composing exposes its unsolved 
problems as well: in the String 
Quartet the continual articulating 
pauses between phrases eventually 
break the form into isolated frag
ments; without the emollient o f  
purely connective  tissue, the 
thread o f  sense is occasionally 
lost.

But it is the very “inwardness” 
of this music that makes it really 
impressive; it seems addressed not 
to an audience so much as to a 
purely musical task in which its 
listeners can become involved: it 
is that authentic reaching for pri
mal relationships which ultimately.

and unfailingly, engages my inter 
est and sympathy.

RECORDS
Bernstein: Jeremiah S^'mphony. 

Jennie Tourel, mezzo-soprano; 
New York Philharmonic, Leon
ard Bernstein, cond. Columbia 
MS 6506.

Bloch: Three Jewish Poems. Hartford 
Symphony Orchestra, Fritz 
Maliler, cond. Vanguard VSD 
2085.

Copland: Orchestral Variations. 
Hartford Symphony, Fritz 
Mahler, cond. Vanguard VSD 
2085.

Piano Variations. William Mas- 
selos, piano. Columbia MS 
6168.

Harris: Third Symphony. New 
York Philharmonic, Leonard 
Bernstein, cond. Columbia MS 
6506.

Perle: String Quartet. Beaux-Arts 
String Trio, Walter Trampler, 
viola. CRI 148.

V irtu a l C o n v e rsa tio n  1 , 
2 0 0 3 :

[JKR] Top of th e  Line :
Roy Harris’ Sym 7 & Wm 
Schmn’s Vln Cone.

[BAB]; I’d add the Harris 
1 9 3 6  Piano Quintet heard 
in 2 0 0 1  at the Copland- 
Sessions Concerts commem
orative celebration at 
Carnegie Recital Hall,
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THE NATION:
April 21. 1962

MUSIC
Benjamin Boretz

SO iMlTiH music by voung 
American composc’rs is being per
formed this season that a whole 
new generation appears suddenlv 
to have emerged. Actuallv, this is 
an illusion on the order ol a news
paper crime wa\e ,  but there has 
been an unusually good opportu-
nit\’ recently to assess the tlirec-

# •

tion and quality ot the work ot 
composers under thirty-fi\e. 'I'he 
surprising discoyery one makes is 
not that much ot the music is ot 
p o o r  quality, or  cynical, or 
bo th— a similarh' indiscriminate 
selection ot music trom any time 
would show similar defects— but 
rather that there are more than a 
tew composers in the younger 
group whose works are alread\' 
considerably accomplished and 
mature in their engagement with 
the exigencies ot serious com po
sition.

Whateyer their indi\idual suc
cesses, composers haye become 
self-consciously in terested to 
compose sounds into coherent 
"total structures"', in which e\er\'  
event is conceived as an articula
tion o f  a specific idea rather than a 
ctdorful local stimulant. A meas
ure ot the prevalence o f  the ten- 
denev toward such "interioriza- 
tion” is the extent to which even

music that centers around an ex
ternal idea o f  presentation— such 
as an instrumental combination or 
a combination ot words and m u
sic— is de \e lopcd  according to 
structural possibilities suggested 
by that medium, which thus acts 
as an integral part ot the concep
tion rather than as just "color". 
Both ^’ehu{.ii W \ ner’s Sec/ions lor 
yiolin and piano, pertormetl on 
the March 2.  ̂ concert ot the In
ternational Societ\' tor (iontempo- 
rary Music, and SaKatore Marti- 
rano’s 0 0 0 0 I ’hdf ShdkespthvniW 

tor chorus anil instruments, 
pertormed on the March 25 con
cert ot the Princeton (d ia m b e r  
(ihoir conducted b\' I 'homas 1 lil- 
bish, take their formal departures 
on these cfinceptual terms. [De
spite its small scale, Sai/ons, like 
\ \  \ ner’s earlier C.oncvrt D/io tor the 
''ame combination, is an ambitious 
attempt to integrate materials 
trom a \ er\' wide stylistic ami ex- 
jiressiye range into a dramatic 
unity. .\hhoLigh 1 miss, in .Wr/zof/s, 
some ot the boldness .md textural 
intensity ot the Duo, whose pul- 
satintz first movement with its sin- 
gle-note rlu thmic insistence and 
orowinu: Iiiturational excitement 
still makes an extraordinary im
pression, the recent work is tar 
more refined and selective in its 
choice ot materials and careful in 
their working out. Thus  the 
opening moyement is a splendiilly 
simple statement o f  an idea o f  
instrumental opposition: the piano 
opens with an abrupt staccato idea 
that is answered and opposed
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throughout bv a continuous legato 
line in the violin, all projected 
with vividh’ particularized pitches, 
'rhe second movement camps on 
the rhvthmic idea that ends the 
First, and subjects it to a develop
ment in both instruments that 
finallv dissolves into a passage for 
\ iolin with the piano as an ac
companiment.

W’vncr's deliberate eclecticism 
demands, however, a constant 
vigilance of taste and judgment in 
the selection o f  materials, and his 
music sometimes lapses; the 
second part o f  the Duo especiallv 
struggles with the sentimcntalitv 
o f  its basic material. Although 
Sections mostly avoids this kind o f  
ditficult\’, there are disturbing in
congruities in the later parts, 
particularh '  the over-repeated  
five-note figure o f  the piano 
'‘a c c o m p an im en t” referred to 
above, and the literal rh\-thms of 
the following violin solo. But 
\ \  yner’s etfort to find a common 
ground for rhe whole range o f  
musical st\les is absorbing and 
potentially liberating, notwithstan
ding the sometimes diversionary 
ref lec t ions  o f  m idd le -pe r iod  
Schoenberg and Berg, and Idliott 
Carter. The increasing sureness 
and refinement revealed in Stections 
encourages the hope that he may 
succeed.

MARTTRANO’s setting o f  four 
passages From Shakespeare come
dies has a direct presentational 
relation to the words that reminds

one, on a much more complicated 
level, o f  a Renaissance madrigal. 
Every aspect o f  its organization, 
bet'ond its twelve-tone underpin
ning, seems to have been sug
gested by the interaction o f  the 
medium (small mixed chorus and 
seven instruments) and the words. 
There is considerable sonorous 
and rhythmic ingenuity in both 
the choral and instrumental writ
ing, particularlv with regard to 
contrapuntal word-fragmentation 
and the exchanges o f  function 
between instruments and voices. 
The materials in some sections 
arise directly from a word-painting 
idea such as the staccato trum pet 
for the fairies’ chorus, and the 
arching groan o f  the men’s voices 
on the word “ snoring”, which is 
very much like the snoring o f  the 
sokiiers in the second act o f  
Berg’s W o^f(eck. But the very viv
idness o f  some o f  the individual 
effects is a h indrance to the 
achievement o f  a fully realized 
continuous form. The result is 
more theatrical, finally, than dra
matic, as though the flashes o f  
instrumental and vocal image 
(rather tentatively projected in this 
performance) were not conceived 
in their own terms, but in relation 
to events on an imaginary stage. It 
is this confusion that seems to 
have led Martirano astrav here, 
because his other works are re
markable precisely for their natu
ralness o f  continuity and genuine 
invendon.
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D IA M ET R IC  to the “charac
teristic” ideas o f  the W'vner and 
Martirano pieces— the integration 
o f  s trongly  c o n t ra s t in g  e le 
m e n ts— the C an ta ta  111 (on 
\ ’eats’s “Leda and the Swan”) bv 
Peter W’estergaard, performed on 
the March 23 ISCM concert, ex
plores the possibilities o f  creating 
a differentiated form from the 
m ost  severely restr ic ted  and 
tightly controlled materials. 'The 
work consists o f  onl\- two basic 
elements, both deriyed trom the 
same twelye-tone idea: the slowly 
unfolding three-note segments ot 
the introduction that return in 
yarying torms between the yocal 
sections whose materials are in 
turn suggested by the relationships 
among the segments; and, in the 
quick, beating yocal sections 
them selyes ,  the simultaneous 
combination ot parallel forms of 
the row in contrast to the sin
gle-line exposition ot introduction 
and interludes. The instrumenta
tion ot  marimba, \ ib raphone ,  
clarinet and viola, is itselt highlv 
restricted, but is handled with im
pressive sonority and control; one 
wonders if the omission o f  a brass 
instrument is a retlection ot the 
dramatic action, which takes place 
in mid-air. Hver\- dimension ot the 
CAntata is subject to a clear and 
audible regulation that is totally 
“ musical” and gives a wondertul 
sense ot  lucidity, honesty and 
closeness to the poetry that more 
pretentiously “expressive” music 
often tails to achiexe. The per
formance by Shirley Sudock, so

prano, with an ensemble con
ducted h \  Gustav Meier was as 
hncly wrought as the work itself.

The Cantata by Malcolm Peyton 
(on the Princeton Choir concert), 
to texts from |oycc’s Chamber \\n -  
s'n\ is plainly Sirayinskian, specifi
cally from the Stra\’insky o f  the • ^
period between tlie Mass and the 
Shakespearv Son̂ Q̂s. However, it is 
unlike the usual emulation ot the 
master in that Pe\ ton has gone to 
the root o f  Stra\ inskv’s technique, 
rather than only to its surface, and 
worked with the materials as 
Stra\’insky himselt  does, thus 
achieving, rather than borrowing, 
similar results. In this, I^eyton is 
aided b\' a superior ear tor instru
mental sonorit\' and for the inte
gration ot instruments, voices and 
the sounds ot poetic s\llables. On 
this occasion, he was also aided b\' 
the distinguished presence ot 
Bethany Beardslee as the soprano 
soloist.

'I'he associaii\iiies ot Richard 
1 lottmaiTs X'ariations tor piano 
(on the ISChM concert, played by 
Howard Lebow) are ot a more 
academic kind, distinctly Schoen- 
bergian to be sure, but recalling 
the siq-Jcrtlcialh’ square rhythms 
and phrase-structures that are not 
the most cd i t \ in g  aspects o f  
Sc hoe liberty’s work, d'he twehe- 
tone aspect o f  the \3triations is a 
little too unmistakable, and the 
method o f  “\a r ia t io n ” itself is 
somewhat archaic in its rigor, es-
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peciallv in rhythm and sectional 
structure. As a result, it is a little 
harder than it ought to be to rec
ognize that the work is carefully 
and conscientiously constructed, 
and contains several passages o f  
considerable interest. In more 
recent works (the Variations date 
from 1957) Hoffman appears to 
have freed himself from the over
powering shadow o f  Schoenberg 
and the constriction it evidently 
imposed  on his considerable  
compositional faculdes.
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Denjomin Dorerz
American music

A n\one  who has been aware o f  the post-war developments o t  
music in both Europe and the Lhiited States must face with a 
certain dismay the task o f  conve\'ing an adequate image o f  
contemporary American music to readers whose primar\' musical 
orientation is nccessarih’ that ot the present generation o f  European 
composers. I 'or the disparities between the concurren t  
compositional environments in America and lAirope are not only, 
to begin with, founded on those \-ast diiferences in intellectual 
inclination and methodology that have decisi\el\- determined the 
respective directions ot our philosophical thought, as well as the 
relations o f  the principles and consequences ot  that thought to the 
tormative artistic developments ot our composers, but also derive 
their current extremity trom our extensixe progressions along 
so-determined lines, from an initial point ot shared tradition and 
thus common concern tor its legac\- ot perplexing problems and 
powertul resources, to a point at which our foundational 
definitions, and our conceptual and empirical assumptions and 
objectives seem no longer to possess enough com m on reference to 
be even minimalh’ adequate tor ettectual intercommunication.

Such a critic, then, is faced with the formidable communicatix e 
impasse that persists between a liuropean avant-garde w hose
motivating predilections have engendered an increasinglx’ pervasive 
consensus in compositional method and perceptual surface, anti 
the diversity and independence that characterizes the tlesire and 
direction ot American avant-ttarde music. And whereas many 
European coniposers today seem primarilx’ concerned with 
“ freedom” and tluis seek to achiexe the maxinuini ambiguation o f  
elements and phraseologies, more American composers seem to be 
seeking maximum constraint, maximal defmitic^n o f  as manx' 
elements as possible in order to enable the widest possible 
extension ot their range of control over situations confron t ing  
them with ever more complexitxy subtlety, and ramification, to 
struggle to achieve what Milton lEibbitt has called “ maximum 
multiplicity ot  function” . Indeed, to these composers, the 
European “ freedom” xx'ith its “ latitude ot meaning” seems to entail

written tor a symposium on "America” in the French journal C im a i s e  (July-Octobcr 
1964), where it appeared alongside a translation into Frencli. It was an attetnpt to 
offer an access to current American music in the face ot the largely rcjcctionist 
attitudes toward it o f  the European elites.
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an undesirably restricting limitation on the range o f  relationships 
that can be brought under the composer 's significant command, on  
what, in the meaningful sense o f  the word, can be “expressed” . It is 
not only verbal responsibility but also an insistence on perceptual 
verifiability that leads them to regard as either trivial or meaningless 
a statement such as that made recently by a young E uropean  
composer to “explain” and applaud current European works, that 
“widely divergent techniques produce similar musical results 
today”: for how can one distinguish as techniques, and especially as 
divergent ones, methods that have no significant perceptual 
consequences on the works they presumably have generated?

O n  the other hand, it might seem that the appearance o f  certain 
common locutions, often derived from scientific disciplines, 
would ameliorate this disparity, but the severe disjunction in their 
significadon and usage actually heightens the communicative 
difficulty manifoldly. Thus, whereas one finds European  musicians 
invoking the terminology' and symbology o f  mathematics and 
science either as suggestive imagety or as arbitrarily translated bases 
for the structuring o f  musical elements, American composers are 
interested in statements derived from those disciplines mainly 
insofar as they are not only subject to criteria o f  verbal cognidvity 
but have precise correlative analogues in musical structures and, 
indeed, serve as determinate descriptive statements about musical 
works.

For the essentially revolutionary attribute o f  contemporaty  avant- 
garde American music is precisely its acceptance o f  the full 
implications o f  tu^endeth-century thought, o f  the new creative 
exigencies entailed in entering the contemporary intellectual 
mainstream. Consequently, science and mathemadcs are no t  
regarded by these American composers as objects for mere totemic 
adulation but as immensely suggestive and familiar tools for the 
development o f  relational structure. They find their 
methodological locus in such statements as that o f  the great 
mathematician-philosopher Hermann Weyl that “ the human m in d  
senses its full power to fly, through the use o f  the symbol, beyond  
the boundaries o f  what is attainable through intuidon... here is 
manifested the delight, not in the step-by-step opening-up o f  the 
infinite, but in the rational subjugation o f  the unbounded .” And 
they take seriously the reladon o f  theory and practice described by 
the logician Carl Hempel in which “any theory may be conceived 
o f  as consisting o f  an uninterpreted, deductively developed system 
and o f  an interpretation which confers empirical import  on the 
terms o f  the latter... an adequate empirical interpretation turns a 
theoretical system into a testable theoty.” In the face o f  the 
com m on metaphysical impasse, they have preferred, rather than
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plunge into nihilistic despair or pathetic nostalgia, to choose to take 
advantage o f  the formidable responsibilities it has imposed to 
extend the scope o f  knowledge and control as far as possible over 
the most complex possible situations. In this wav, their music has a 
cultural function at least as central to our century’s p redom inant  
concerns as was the exploration ot  the individual conscicjusness to 
those o f  the last. Even Schoenberg, who developed the new 
structural tt^ols capable o f  generalization into a musical language of 
the unprecedented efficiencv required to permit the current 
explorations into complexit\’, remained nostalgic in his musical 
intentions and tried to find significant parallels with the qualities of 
the older music bv means o f  the new svntax. Stra\ insk\’, too, whoser * <

“objective” surface and technique o f  “ composing with intervals” 
brings him closer than anvone but Schoenberg to the newest music, 
has alwavs retained a direct presentational and associative relation 
with older musical times and functions. Varese’s more overt 
scientism is onlv a direct rransferral into contemporary terms of 
romantic sensibilit\-, a surface evocation of a m\sticjue of science 
rather than a formal manifestation o f  its significance and 
discoveries. And among American composers, Roger Sessions’s 
adherence to the image of the “long line” and s\ 'mphonic scope, 
and even Elliott Carter’s retention of the “ large gesture” indicates 
the persistence of this nostalgia. ( )n the other hand, one of the 
most conspicuous attributes pervasive in the newest American 
music is a predilection for a “cool” —  almost a classic talk\-“ pop”, 
or post-bop cool “ jazz” —  surface, whose profundities and 
subtleties take place inside, without heav\' selt-proclamation or 
coercive manipulation. As in |o\ce, and for the same reason, the 
apparent nonchalance of that kind of surface provides a bright 
reflective medium for lightning fluctuations and m\riad levels o f  
reference and signification, and nonchalant-seeming “ jokes” and 
“puns” —  in the |o \cean  spirit —  themselves are likely to be vital 
associative links in the relational chain, whereas big gestures and 
important self-declarations are just too inhibiting to the elastic 
freedom and range this music needs to accomplish its essential 
work. These “vernacular” qualities are as intrinsic to the music of 
|ohn  Cage and Morton Feldman as of that of Milton Babbitt, Mel 
Powell, Donald Martino, Kenneth ( jaburo  or Salvatore Martirano.

Obvious!}', such predilections ha \e  made the a\ailabilit\' of the 
electronic medium incrcasingb' \-aluablc for .American composers, 
particLilarh' those whose compositional ideas demand the precise 
and effective control it enables in the temporal domain, permitting 
exploration of complex rhythmic situations that lie well within the 
bounds of human perception but would be far beyond the 
capabilities o f  even the most accomplished human performers;
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“new sound” is, to these composers, o f  no intrinsic interest, except 
as an articuladve timbral resource. Thus, the composer who has 
most fuilv envisioned this world o f  responsibilities and resources 
and most wholeheartedly accepted its consequences as well as its 
advantages, Milton Babbitt, was able to find a sound image through 
which his structural ideas could be definitively projected only with 
the unimpeded elasticity o f  electronics; in any event, it was no t  
until the appearance o f  his \/ism i and Prajer for soprano with 
accompaniment produced on the RCA Music Synthesizer that his 
breakthrough into a radical new sonic-intellectual space has becom e 
apparent, and the qualides o f  the endre chain o f  composit ional 
solutions he has p ropounded  since 1947, in works like the Three 
Compositions for Piano, the Compositions for four and twelve 
instruments, and the song cycle D//, can finally be apprehended by 
wav o f  a retrospective realizadon o f  what their qualides should have 
been under proper, but then unrealizable, performance condidons.

At the same dme, there are those among this enormously diverse 
group in whose works the nostalgic gestures o f  dramatized 
expressivity themselves are subsumed as generadve, deep-structural 
properties, rather than as primarily a rhetoric, an ironic
manipulation o f  normative procedure— as they are in Liszt o r  
Wagner. When Fdliott Carter wrote o f  the com poser’s need to f ind 
“new forms” for the “new materials” he obviously referred to his 
own discovery o f  the significant new continuity that could be 
generated through the superposition o f  highly differentiated 
traditional musical “gestures”— modes o f  ardculadon, timbral 
properties, contour and dynamic configurations— as fixed elements 
in a constantly shifting scheme o f  “contrapuntal” relationship that 
radically retains the complete sonorous independence o f  each 
element in a texture. But Carter’s remark also defines the relation to 
tradition o f  this entire avant-garde, in its ver\' diversity; it was, in 
fact, Carter’s own First String Quartet o f  1951 that first 
demonstrated to the American musical world that an American 
music founded on a searching re-evaluation o f  traditional 
assumptions on a new level o f  structural cogency and originality 
could be drawn from the central issues o f  Western musical 
tradition which had devolved upon  American composers th rough  
the profound moral and intellectual influence o f  the presence in 
our midst o f  Schoenberg and Stravinsky themselves. And that he 
drew this insight implicitly from a creative “reading” o f  the music 
o f  Charles Ives— from which many American composers have 
drawn dramatically divergent inspirations-— îs particularly
provocative in our music-conceptual landscape.

The consequences o f  Carter’s discov-eries surfaced, in fact, with  
explosive suddenness and profusion in the period following the
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emergence o f  his hirst String (Quartet; its intense emanation was 
immediatelv evident in completely different ways in such w'<)rks as 
the String Quartet o f  Arthur Berger, a composer whose remarkable 
aural imagination had perceived and explored the then h idden  
connections between Stravinsky and W ebern as long before as 1940; 
\.\-\Q piece in h)'o p(Vis for sixp/ayvrs Stci'An W’olpe, with its “ serialism”
that coLinterposes— in place o f  twelve-tone progression bv 
orderings within the total pitch range— a distinct m{>de o f  
generadng highly ramified expansions from a highly restricted 
initial cell; the Dimviisions o f  Ralph Shapey, with its successive 
juxtapositions o f  stark, rigid, intensely pressurized unchanging 
configurations; the Vhm Morenicuts for Orchestra o f  George Perle, w ho  
has drawn unique personal conclusions trom the harmonic  
problems (as he sees them) o f  twclve-tone-s\’srematic music, 
rounding its jagged rejectionist edges, and expressively colorizing 
its militant self-saturation; and the paradoxically original
phenom enon  o f  Set mour Shifrin’s \Mnienl for Oedipus  ̂ in which the 
shadow of  (barter’s assault on traditional continuity has engendered  
a rediscovery from a totalh' “ inside-music” point o f  view o f  the 
potentialitt' tor new coherences to be tound within a “ neoclassic” 
framework— to name only an ob\ioiis few ot the composers w ho  
share in common a preoccupation with the deeper relationships o f  
compositional procedures to perceptual resultants.

It seems, even, that the ver\’ —  perhaps onerous —  
responsibilities imposed by such a double-edged engagement with 
tradition, comprising both rebellion and renewal, have been largely 
instrumental in engendering that \ery independence and diversity 
the desire tor which, as was noted at the start o f  this discussion, so 
sharply distinguishes the American avant-garde trom those w ho  
assert the artistic “exhaustion” ot such “ traditional” modes o t  
expression as the twelve-tone— or an\' other determinaev- 
rooted— compositional procedures. Presumably, this disillusion has 
prompted their withdrawal into minimal or com m unalized  
responsibilit\- for their compositions; bur to those .Vmerican 
composers whose desire is to be able to take maximum indi\'idual 
responsibilit\ for what the\' compose, such a withdrawal seems 
incomprehensibly abject in the face o f  all the original, disparate, 
intricate worlds still unexplored and possible w ith in— for
example— the twelve-tone s\stem, which still seems progressively 
to reveal that its possibilities have only begun to be discovered. It is, 
indeed, almost impossible tor a member ot the .\merican musical 
community to take the stance ot artistic disillusion seriously while 
finding among his colleagues so much fertility and individuality. So 
much, indeed, that any single discussion remains painfully 
inadequate as anything more than a sketch o f  the most general
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qualities o f  a generalized point o f  view. And even within that 
modest limit, one is confounded by the unavoidable emptiness o f  
descriptions o f  any musical phenomena, relations, or ideas in the 
absence o f  the opportunity for an empirical demonstration o f  their 
nature. But in the hope that such an opportunity may soon arise, 
and that through it some reasonable avenue o f  com m unica t ion  
between our mutually isolated musical cultures may be opened, it 
has still seemed worthwhile at least to offer, amid this sym posium  
on perhaps more widely available manifestations o f  American 
intellectual activity, some indication o f  the significant implications 
our new music may have for the future o f  this activity as a whole.
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THE NATION:
October 5, 1963

M USIC
Benjamin Borelz

European Report II

After having been so pessimistic 
about i'Airopean music in my last 
column, it seems onlv fair to de
vote some space to a more enli
vening aspect ot the situation over 
there. But— in truth— most o (  the 
memorablv original and imagina
tive (as distinct from just protes- 
sionallv competent) phenomena 1 

encountered in and around musi
cal events in hiurope were not in 
their specificallv musical aspects, 
but in such auxiliar\- realms as 
operatic staging and scenic de
sign— particLilarlv, in some ot the 
productions created b\' Wolfgang 
and W’ieland Wagner for this 
sum m er’s Wagner repertor \‘ at 
Bavreuth.

I was prepared to l1nd the m u
sical standards there also quite 
high, since 1 had heard superior 
orchestra l  ensem ble  and vo
cal-instrumental coordination (MT 
recent Bavreuth recordings. O n 
the strength o f  these I hopetullv 
engaged mvselt to spend eight 
days immersed in the soggv Ba
varian gerniit that prevails in the 
Stadt Bavreuth itself, but the per
formances 1  heard turned out to 
be disappointinglv variable, never 
approaching the tight discipline of 
cither the German or Italian com
panies of, sa\-, the \denna Staat-

soper, and occasionally even sag
ging within reach o f  the wobblier 
moments at our own treasurable 
but wobble-prone Metropolitan.

d'he qualities o f  the stage direc
tion, however, derived from the 
extraordinarv awareness displayed 
bv both o f  W agner’s grandsons of 
the functional relationship be
tween e\ ents anti appearances on 
stage and those in the scores. In 
particular, their approaches were 
guided h\- the realization that the 
pace o f  the musical and dramatic 
action must be carefullv coordi
nated with stage m o \e m e n t  to 
bring ou t  the complemcntar \ '  
properties of all dimensions as a 
lormal totality. Wagner was, of 
course, not only quite in earnest, 
but deepi\’ resourceful in devising 
the correlated analogical s truc
tures that make up the different 
d o m a in s  of his iicsamtkunst- 
U'crk— which, it clearly appeared at 
Bavreuth, had specific meaning to 
him as a set of formal problems 
requiring rational and empiricalh’ 
valid solutions, rather than solely 
as a suggestive or propagandistic 
slogan. In short, the W agners di
rect Wagner as if thev believed 
that he knew what he was doing, 
and the results are far bevond 
anything conjured by the con- 
vetional directors who seem to 
imagine that the only wav to pre
vent the “slow” pace from putting 
everybocK' to sleep, and the ludi
crous mythology from embar-
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rassing them, is to provide diver
sion with lots o f  rapid movement 
and naturalistic stage business that 
reallv only manage to caricature 
and actually exaggerate the slow
ness and incongruity.

Thus, Wolfgang’s production of 
Das KJjeif2goid paralleled the very 
special harmonic imagery and 
rhythm of  the work with changing 
pa t te rns  o f  figures on stage 
(mostiy in various representations 
o f  a basic sword shape) and a pal
pably structural rhythm of  color 
change using degrees o f  m ono
chrome, as well as consistently 
identified color elements, to build 
a formal gestalt. The suspended, 
ring-shaped saucer on, under and 
around which the action took 
place, was not only obviously ap
propriate symbologically, but also 
changed shape, from a smooth, 
full circle to segmented parts, in a 
rather broad image o f  the overall 
musical design. The rest o f  the 

however, was on a consid
erably lower level, as the gravity 
tended to become stasis and the 
naturalistic “relief’ too veristic.

The most interesting produc
tions were Die Meistersinger and 
Tristan and Isolde  ̂ directed bv Wie- 
land, who approaches the operas’ 
structures without the literal mir
ror symmetries o f  Wolfgang, and 
poses instead precarious contra
puntal balances between elements 
that are astonishing when they 
succeed: the third-act collapse of 
Tristan, with the sudden coinci
dence o f  orchestra l  t remolo .

Tristan’s body trembling and bent, 
and the wavering shape o f  the 
vocal line, instantiated the kind o f  
total impact that musical-dramatic 
form can, optimally, achieve.

O n the other hand, there is a 
certain unmistakable tendency 
toward chic and pretension in 
Wieland’s work; Tristan's single 
“abstract” fin-shape set was a hint 
o f  this, although it did serve as a 
unifying shape for first-act sail, 
second-act tower, third-act rock, 
and general yin-yang symbol. But 
the Meistersinger production came 
dangerously close to preciosity 
despite its daring inspiration o f  
turning Wagner’s quite unfunny 
comedy into a sp o o f  o f  itself 
where it is least supposed to be 
comic. It was a delightfuDy mis
ch ievous  idea, a lm o s t  rea l
ized— finally defeated, in fact, 
only by unself-critical moments 
like the overdone caricature o f  the 
Meistersinger procession and, in 
fact, by the imbalances created by 
the d irector’s spoofs being so 
much better than Wagner’s own. 
The one incomprehensible gaffe
was the decision to throw away•
the most inspired stroke o f  staging 
built into the whole opera— the 
suddenly quiet aftermath o f  the 
contrapuntal imbroglio at the end 
o f  Act II. Here, keeping the whole 
crowd on the stage for near
sighted low-comedy byplay with 
the night watchman, was just in
congruous, especially against the 
drastic orchestral emptiness. But 
these flaws still did not diminish 
the invention exhibited in the
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Durer colors and tableaux, and 
the Breughel crowd configura
tions, however lightiv thev ma\' 
have glossed the deeper structural 
issues o f  the opera.

Perhaps it is simplv svmpto- 
matic o f  the current state of music 
in Hurope that the conductors 
involved either ignored or actuallv 
o p p o se d  the effo r ts  of the 
Wagners to maintain a lively and 
intelligent approach to a tradition 
that bv its verv nature is prone to 
sanctimonious immobility But a 
highh' encouraging sign that the 
Wagners’ insight into Wagner’s 
work mav be genuine and ha \e  
genuine artistic implications is the 
rumour that the Bavreuth reper- 
tor\- is about to be expanded b\ 
the works of other, recent, com 
posers— not those which wtnild 
p ro b a b lv  be ac ce p ta b le  to
Wagnerian “ traditionalists '’ on 
the basis o f  their mimetic repro
ductions o f  W agner’s work, bur 
m ajo r  la n d m a rk s  o f  pos t-  
Wagnerian in\enti(;n: Hindemith's 
Mdthis dt'}' Berc's \.n ln ,
S c h oe  n be  r V' s M o e s  and  
.Aron— works which continue the 
essential \ \  agner traditif)n bv ex
ploring and posing serious h\- 
potheses regarding the problems 
and possibilities o f  music-dramatic 
composition to whicli the self
demanding efforts o f  Wagner's 
own life-work were directed.
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THE NATION:
October 2 6 , 1 9 6 3

MUSIC
Benjamin Boretz

T he  N ew  Philharmonic
Orchestra is the iconic institution in 
our public musical culture, the fo
cal point for the public’s image of 
all ‘serious’ music. Its dominance 
stems from some particular features 
o f  the American musical culture: 
New \V)rk has, since the war, be
come the unchallenged musical cen
ter, as Boston was during the inter
war period; and the nineteenth-cen- 
turv orientation o f  our public atti
tudes toward music centers on the 
s\ mphonv orchestra as the suppos
edly highest— and for many listen
ers the exclusi\’e— medium for se
rious musical expression. Therefore, 
what the Philharmonic does, in 
terms o f  programming or policy, is 
likely to be significant both as an 
indication and as a posidve force in 
determining the direction o f  the 
entire range o f  American concert 
actiyitw

The extent o f  this remarkable 
domination o f  concert music de- 
riyes from the graphic immediacy 
with which the orchestral situation 
dramatizes the assertion o f  indi
vidual will that was so preyalcnt in 
nineteenth-century literature. There

was then, and clearly there remains, 
something absorbing in the con
frontation o f  a motley and incho
ate horde o f  instruments and play
ers by a small insignificant man in 
evening dress— conductor or solo
ist— who imposes on them all a 
unified and coherently sonorous 
image.

Those nineteenth-century com- 
posers for whom the vision o f  a 
universal audience seemed an all- 
compelling possibility saw in the 
potency with which this situation 
could focus hundreds o f  attentions 
on a concert stage a unique resource 
for projecting their important com
positional ideas. The opdmism that 
this idea inspired early in the cenairy 
is particularly evident in Berlioz, 
w ho  devo ted  a lm ost  his entire 
composing career to the orchestra, 
and whose famous gigandcism was 
a remarkable attempt to translate 
the qualities o f  individual virtuosity 
in to  a m a s s -c o m m u n ic a t iv e  
framework. (One wonders, indeed, 
whether the large orchestra could 
ever have attained such currency 
u n d e r  c o n d i t io n s  o f  e f f ic ien t  
m odern  communication— where 
volume and massiveness have no 
crucial bearing on communicadve 
range.)

But even during Berlioz’s dme, 
the Faustian snare built into the 
R o m an t ic  s u p p o s i t io n  becam e 
evident: for however profound or 
original any o f  the graudes maebnu'S 
m/isicah's may have b ee n  as
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compositions, as bearers o f  musical 
values to the larv-e audience, thev 
seemed to engender only a kind of 
hmisic-appreciation’ listening in 
which it was possible to derive 
sensations ot musical experience 
without experiencing an\- particular 
musical events. Music presented as 
a spectacle could evidentU' succeed 
entireh' as such, but to assume that 
concurrent musical specifics would 
somehow also be transmitted was a 
sadlv naive miscalculatif>n.

Still, the transcendental chimera 
continued to preoccupv composers, 
and some delusive extremes ot 
length and volume were reached 
before the crisp sailin' ot Oebuss\', 
the precise econom\- o f  Stravinsk\', 
the  willful s e l f - r e s t r a in t  o f  
Sch(K-nberg re-established a line of 
fruitful development bv consolidat
ing the enormous creative discov
eries of ninetccnth-ccntur\’ music 
while avoiding ihe destructiveness 
of its extra-musical consee|uences. 
At that moment.  howe\er,  there 
arose a sharp and decisive division 
between composition and perfor
mance, as a result of the natural re
fusal b\‘ performers to surrender, 
for however pressing a musical 
purpose, a self-expressi\ e indepen
dence that could not be maintained 
through music whose surface o f
fered no license to inflated sensibil- 
itv. d'hus, in the public view as well, 
great’ music remained inextricablv 
associated with ‘big’ music. The 
prcMilcnce of this attitude is per

haps most strikingly revealed bv the 
1 lollvwood movies about musicians 
that proliferated in the thirties and 
forties, in wAich the great musical 
moments are never at recitals or 
d u r in g  p e r f o r m a n c e s  o f  late 
Beethoven quartets, but in those 
strange Molh wood concertos that, 
bv stringing together bunches o f  
cadenza-flourish cliches without 
much attenipt at actual coherence, 
were a far more devastating parocK' 
of Romantic  nostalgia than the 
wildest flight of dada ever co n 
ceived.

Thus the Philharmonic, when it 
engaged a music director who had 
e'^tablished his reputation as, above 
ail, a superb theatre man, was onlv 
recognizing, with admirable pre
science and candor, that a modern 
s\ mphon\‘ orchestra's success and 
grow'th depend on a reversal of the 
traditional function between music 
and ir̂  ̂ p r e s e n ta t io n .  Indeed ,  
Leonard Bernstein’s unique contri
bution in e\ erv sphere o f  his mani
fold acti\'it\' has been the transfor
mation of musical ideas and mate
rials into effective theatre. His own 
Broadwa\ shows, even, have effec- 
tivelv divertetl the dex'elopment of  
our popular musical theatre toward 
a high-powered New Wave inten- 
sitv and trickv L)cal stage- and mu- 
sic-crafr\' sophistication, awav from 
the straighter \ erbal-musical imagi
native craft of the earlier da\s of  
Kern, Berlin, Cjershwin, Rt^dgers,
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Weill and company.

By bringing such theatrical gifts 
to his conducting and program- 
m ak in g  fo r  the  P h i lh a rm o n ic ,  
Bernstein has perfectly fulfilled the 
necessides created by the growth of 
a mass musical culture, and die spec
tacular box-office and television 
popularity o f  the Philharmonic un
der his direction, both here and in 
Europe, tesdfy to his success. In his 
performances, he has demonstrated 
a superb sense for projecdng those 
moments that can be made to pro
claim unmistakably their expression 
o f  great and noble thoughts, further 
heightened by virtually ch o re o 
graphic acting-out on the podium 
(a trademark Bernstein practice). 
Even though New York has wit
nessed such perfo rm ances  ever 
since his City Svmphony days, it is 
sdll impressive to see the consum
mate skill with which the conjurer 
o f  musical visions, like a benevo
lent Cipolla, insdlls in his audiences 
the sense o f  having personally ex
perienced the blinding flash o f  ge
nius.

These  qualities o f  Bernstein’s 
performing persona converged al
most quintessendally in the open
ing concert o f  the present season, 
devoted entirely to a performance 
o f  Mahler’s Second Symphony, a 
work with which Bernstein  has 
idendfied himself since his earliest 
apprenticeship days. In a way, this 
is an ideal vehicle for pure orches
tral theatre. It presents itself as a

loosely bound succession o f  por
tentous ‘characteristic’ gestures, 
none o f  which is individually very 
rem arkable  o r  original in i tself  
(most seem to poach their solem- 
nit\  ̂ from the redolence o f  familiar 
master-sources, as the Fifth and 
Ninth Symphonies o f  Beethoven, 
or Wagner’s Sie^riedIdyll)^ in a frame
work that is all ‘bigness’— in con
trasts, volumes, line and section 
lengths, and mass restatements. O n  
this occasion, from a purely musi
cal point o f  view, Bernstein’s play
ing o f  the second movement was a 
marvelously penetrating exploration 
o f  the special qualities latent in its 
sequences o f  outwardly innocuous 
phrase shapes; at such times, there 
is no doubt about his inherent awe
some musical gifts. But elsewhere, 
the performance was mostly a com
prehensive exploitation o f  the p o 
tential for sheer display enabled by 
Mahler’s unrestrained outpouring 
o f  extravagant rhetorical gestures.

In the realm o f  programming, 
the most interesting prospect o f  this 
season is the series devoted to the 
''avant-garde”. Bernstein has been an 
active and enthusiastic advocate for 
‘American’ music o f  the interwar 
period. So it is at first puzzling that 
in this purported representation o f  
postv’ar music the principal empha
sis is on ‘far-out’ European compos
ers, along with a few Americans, 
including John Cage and Morton 
Feldman, whose music has had a 
significant impact in Europe, on
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composers as well as listeners. 'I’be- 
arrical considerations, however, pro
vide an obvious connectine link: 
Copland’s AX'estern’ballets, I larris’s 
scenic svm phon ies ,  Schum an 's  
m o d e r n - d a n c e  p sycho t l ram as ,  
whatever their individual musical 
cjLialities, all ha\'c conspicuous the
atrical surhices that easil\‘ enable a 
transition to the purer, less stage- 
bound theatre ot  (iage and the 
D a r m s ta d t  m as te rs ,  h'rom the 
Philharmonic's point ot view, this 
collection has the ad\ antage ot ot- 
terinir all the old-time aura ot m\ s- 
tical expression in a totalK new \\ a\, 
w'ithoLit imposing strenuous new 
executional difficulties— so the im
age ol radical daring is achie\ed 
without the necessit\- ot a lot ot 
extra rehearsals .  ( ) t  the three  
"straight’ composers represented on 
the series, one (Stetan Wolpe) is 
closer than an\' other recent \iitt 1 - 
CLilt' comp( )ser to the ]'>urel\’ gestural 
approach; his s\’mphon\ is in an\ 
case to be conducted bv Stelan 
Bauer-Mengelberg as a special (and 
tormidable) project. 'I'he other IW( >, 
Mario D a v id o \sk \  ami lidg.ird 
N’arese, are to be represented bv 
electronic-\ s.-live-pertormer pieces 
that have the automatic situational 
appeal ot virtual human vs. virtual - 
machine— the ntachine doing the 
Lincanm, the human the im pos
sible— surefire, it generic, theatre, 
no matter the musical complexitv or 
creati\ e depth ol the works on their 
own terms.

I ‘.videntlv, it beta )mes increasingly 
necessar\’ for an institution like the 
Philharmonic to indulire in such 
t1 ummer\’ in order to sustain the 
interest o f  an audience that mav 
ha \e  alreadv inflated be tond  the 
limits to which serious music can 
legitimateh hope to reach on its 
own, rele\’ant, terms, d'he move ol” 
the orchestra to l^hilharmonic I lall, 
a tourist attraction in itself, further 
complicates the situation. But it the 
Pldlharmonic’s aim is supposed to 
be the progressiv e ilevelopment ot 
authentic musical awareness in its 
public, it is discouraging that its 
"(ii'dHl-oanh " testival reveals onlv a 
remarkable opacitv to so much of 
tile contemporarv American com 
positional ferment— especiallv since 
It is likeU to be accepted in most 
quarters as a generous and accurate 
representation ot the whole spec 
irum of new musical inventions. All 
this, I suppose, IS onlv another in
dication of how far ’“sMiiphonic 
culture"- the public's music— has 
divergetl from the real thing, which 
now appears to have permanent 1\ 
detected to the more intimateK 
scaleel, more insularK populated, 
music-performance spaces in our 
cit\.
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CONVERTIBLE COUNTERPOINT IN THE STRICT STYLE 
(1906)
By Sorgo Ivanovitcli Tanoiov. Translatod by (t. Ackloy Brower.

BRU( E Hn\0>HRIES, BOSTON, 1963. 355p.

R eview er  J . K . Baudall

Soiu'coa of quotations:

1 B. T" Asafiev, Bmsiau Music from the beginniug of the Nine
teenth Centiuj (Academia Pi’ess, Moscow-Leningrad, 1930). 
Translation by Alfred J. Swan published for the American 
Coimcil of Learned Societies byJ. IF. Edwards, Ann Arbor,
1953.

2 Joseph Fi’eeman, Souet Music. In: Voices of October, by Freeman, 
Kunitz, and Lozomck (Vanguard Press, New York, 1930).

3 Serge Koussevitsky. In: Convertible Counterpoint, Taneiev, 7-8.

4 Andrey Olkhovsky, Mitsic imder the Sonets (1954) (Prager,
New York, 1955).

5 N. A Bimsky-Koj’sakov, My Musical Life (Knopf, New York, 1942). 
Translated by Judah A. Joffe.

6 Leonid Sabaneiev, Modern Pussian Composers (International 
Publisheis, New York, 1927). Tmnslated by Judah A  Joffe.

7 Igor Stiavinsky and Bo})ert Craft, Memories and Commentaries 
(Doubleday, Garden City, 1960)60-61

8 S. 1. Taneiev, Convertible Counterjxnnt in the Stiict Style (1906), 
Ju tivduction ’’ onlv.

9 T: 0. K  S., 1: 11-12 (19:10) and 11:6, 10-12 (1931).
(Published in English, French, and German by the Soviet Union, 
Society for (iiltural Belations with Foreign Comitries,
Moscow.)
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1.
Tanoiov of tiu' had Ikh'ii a man of ^lariiif^ly consiMvaliV('
opinions in musical art. I ’oMards (ila/.nnovs early ap]H‘aranc('s lu‘ 
liad sliown dt't'p distrust; Borodin lit' had coiisi<l(*rcd a ch'vcr dil(‘ttantc 
and no more; aiul Moussor^sky had m(*r(dy mad<' him laii^li. Brolwihly 
he liad |)laced no hi^h ('stimate on Cui, (*ith(‘r, or on ni(‘.

llis opinion concerning Iialakir(*v is unknown to mu'\ l)ut I do know 
of llis clash with Balakir(‘v at a it'lu'aisjil (tf tlu' conccat dining the 
festiviti('s in connection with the unv(Mliii^ of a monument to (ilinka 
at Smolensk. At the rc'heaisal of tlu' conc('rt he puhlicly (kH lai-cil to 
Balakir(‘\̂  "Mili Ah'ksevevich. \\'('ar('dissatisfi(*d with vou.

— H i m s k v -  K o i s i i k o v ,  ■fK i

Alone of all Russian composers, Taneiev was celibate and tee
totaler; so that it became a matter of course, and all his inti
mate friends no longer paid any attention to it.

- - S ; i h m r i ( > v  ( l * n r i s .  I f f ' * / ) ,

Iloiu'st, upright, and strai^htl'oi ward, Tanei(‘v always s|M>ke sharply 
and franklv.

- - H i i n s k v -  K o i ' s i i k o v ,  'tH-j

Intimately bound up with the cultured classes. Russian music was 
hard hit bv the Revolution. Russian musicians were bewildered:m

many of them fled abroad, including singers like Chaliapin, pian
ists like Borovski and Orlov, conductors like Koussevitsky and 
composers like Stravinski. Metner and Rachmaninov. From the 
viewpoint of Soviet musical criticism, this flight brought a certain 
sterility into the work of the composers who abandoned Russia. 
An example of such criticism may be obtained in English in 
Leonid Sabaneyev's Modern Russian Composers. Sabaneyev is 
himself a Russian composer and musical critic who has been inti
mately connected with Russian music, both before and after the 
Revolution. Until 1926 he was president of the Association of 
Contemporary Music in Moscow^ He is quoted extensively here as 
typifying the neŵ  attitude of mind which the Revolution has cre
ated in Soviet musical circles.

- - k h ' ( ' i n n n  (AVu» Y o r k  C i t y ,  I f k fO ) ,  ‘-,9-/
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At the end of the first and the beginning of the second decade of the 
present century, there came to the fore two very talented ideolo
gists of modernism, V. G. Karatyguin and L. L. Sabaneiev, the fo r
mer in St, Petersburg, the latter in Moscow. Sabaneiev (b. 1881) 
was a pupil of Taneiev and traces of the 'Taneiev yeast” remained 
with him for ever, in spite of the fact that his tastes and his sharp 
paradoxical thinking soon distracted him from the views of his 
teacher. A brilliant writer, a master of biting, but well-aimed char
acterizations, Sabaneiev distinguished himself first as a propagan
dist of Scriabin, and later, by his analytical and historical works -- 
far from irrefutable, but steeped in striking finds of a juggling 
critical mind (the book on Scriabin, articles and reminiscences of 
him, a history of Russian music, and a Universal history of music, an 
aesthetic investigation 'The Music of Speech,” etc.). A combination 
of polemical ardor with a malicious irony -- such was the character
istic tra it that helped Sabaneiev to disintegrate not only strange 
convictions, but also his own, and that led to his sacrificing his very 
thorough and positively firm knowledge, to bons mots and a swanky- 
ism of speech. Taneiev also possessed irony, but in Sabaneiev’s 
mouth it often turned into an aesthetic game and a lowering of val
ues. And, along with this, the same man could build up on a strictly 
rational basis such highly disciplined works as "Rhythm” (1917, in the 
first issue of Melos).

--Asafiev(U.S.S.B,, 1930), 274

Already in his declining years, Taneiev resolved to study the 
contemporary with the same painstaking and persistence 
characteristic of him as in former times he had studied the old 
Flemings and Bach.
A certain kind of mathematic quality played a great part in his 
musical ideas. He loved bizarre tonal half-ornaments, h a lf 
problems. He loved the wise and ingenious concatenations of the 
separate voices. He was fond of overcoming tonal matter w ith  
human wisdom, setting for the latter a series of conditions 
with the proviso of preserving beauty and clarity. Many years 
he devoted to the unriddling of old contrapuntal “secrets” of 
the ancient masters, all those secrets of “m irror canons,” 
“riddle canons” and all the other tricks and magic m iracles 
with which those queer semi-mathematicians, semi-chess 
players and semi-musicians had delighted themselves and 
others. He believed that there was some rational “Path” in a ll 
this. And he proved to be right. In his magnum opus on coun-

- 8 8 -



terpoint of which we have already spoken, all those secrets 
have been solved, revealed, reduced to simple calculations, 
and, in passing, a great mass of new and still more ingenious 
possibilities have been discovered. The pure infatuation of the 
chess player used to seize Taneiev whenever he entered th is  
world of musical tricks. To him music connoted a combination 
of orderliness, mind, and withal some feeling, even though 
devoid of earthly passion and “blood,” yet, in its own way, 
very very intense.
Before setting out to compose, Taneiev would prepare a special 
copy book and jot down in it the various themes that came to 
his mind. Then he wrote various exercises in contrapuntal 
style on these themes and only after having “mastered the m a 
terial,” as he put it, would he set to work.
After Taneiev’s death there was found among his papers a mass 
of perfectly finished compositions which he, at the time, had 
not wanted to publish. Three completed symphonies, six q u a r
tettes, a mass of minor compositions -  all this had not s a t is 
fied him and he had never even mentioned them.
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3.
Co m plex  counterpoint  is  divided  into  categories according to
THE METHODS BY WHICH DERIVATIVE COMBINATIONS ARE OBTAINED,

The te r m  “c o m plex ” is  used  fo r  that kind  of counterpoint  in
WHICH AN original COMBINATION OF MELODIES YIELDS ONE OR 
MORE DERIVATIVES, THE TERM DOES NOT REFER TO THE COMPLEXITY 
THAT RESULTS FROM THE UNION OF MANY VOICES, NOR TO THE COM
PLEXITY OF THEIR MELODIC OR RHYTHMIC FEATURES. THE ESSENTIAL 
MARK OF COMPLEX COUNTERPOINT IS THE POSSIBILITY OF OBTAINING 
FROM AN ORIGINAL COMBINATION OF MELODIES A NEW ONE, THE DE
RIVATIVE.

The tonal sy st em  m a d e  po ssib l e  the w r itin g  of w o r k s  of
LARGE d im en sio n s  THAT POSSESSED ALL THE QUALITIES OF EFFEC
TIVE structural style and  THAT DID NOT HAVE TO BE REINFORCED 
BY TEXTS OR BY IMITATIVE FORMS PER SE, BUT CONTAINED WITHIN 
THEMSELVES THE NECESSITY FOR THE LATTER,

The m u sic  of today  is  essentially  contrapuntal .

Beethoven , w ho  in  h is  later  w o r k s  reverted  to the technical
METHODS OF THE OLD CONTRAPUNTALISTS, SETS THE BEST EXAMPLE 
FOR COMPOSERS OF THE FUTURE.

As FOR THE MUSIC OF TODAY, THE HARMONY THAT HAS GRADUALLY 
LOST ITS VIRILITY WOULD BE GREATLY BENEFITED BY THE STRENGTH 
THAT THE CONTRAPUNTAL FORMS CAN INFUSE.
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Th e  study  of free  co un terpoin t  is  therefore  in d ispen sa b le  for
THE TECHNICAL TRAINING OF COMPOSERS, BUT BECAUSE OF ITS ME
LODIC AND HARMONIC INTRICACY IT CANNOT BE STUDIED FIRST. THE 
FOUNDATION MUST BE LAID BY COUNTERPOINT OF THE STRICT STYLE, 
MORE ACCESSIBLE BECAUSE OF ITS SIMPLICITY.

In  MULTI-VOICE MUSIC MELODIC AND HARMONIC ELEMENTS ARE 
SUBJECT TO THE INFLUENCES OF THE TIME AND TO THE NATIONALITY 
AND INDIVIDUALITY OF COMPOSERS. BUT THE FORMS OF IMITATION, 
CANON AND COMPLEX COUNTERPOINT — EITHER AS ACTUALITIES OR 
POSSIBILITIES — ARE UNIVERSALLY VALID; THEY ARE INDEPENDENT 
OF SUCH CONDITIONS, CAPABLE OF ENTERING INTO THE PLAN OF ANY 
HARMONIC SYSTEM AND ADAPTABLE TO ANY MELODIC IDIOM. THE 
OUTSTANDING MERIT OF THE FLEMISH COMPOSERS WAS THAT THEY 
INVENTED THESE FORMS AND FROM THEM DEVELOPED A FLEXIBLE 
AND EFFICIENT SYSTEM OF TECHNICAL PROCEDURE.

The art  of counterpoint  has pa ssed  through  tw o  er a s : that
OF THE STRICT STYLE, WHICH ATTAINED ITS HIGHEST DEVELOPMENT IN 
THE SIXTEENTH CENTURY (PALESTRINA AND ORLANDO LASSO), AND 
THE PERIOD OF THE FREE STYLE, OF WHICH THE CROWNING ACHIEVE
MENTS ARE FOUND IN THE WORKS OF BACH AND HANDEL.

Ha rm o n y  of the strict style is not subordinated  to the re
q u ir em en ts  OF OUR MODERN TONAL SYSTEM, IN WHICH A SERIES OF 
CHORDS IS GROUPED AROUND A CENTRAL TONIC CHORD.

In the h a rm o n y  of the strict style there is NO SUCH DEPEND
ENCE OF SOME PARTS UPON OTHERS, OR OF WHAT MAY BE CALLED 
HARMONIC ACTION AT A DISTANCE.
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Key - continuity  m a y  be  entirely  a bsen t , and  any  chord m a y
FOLLOW ANY OTHER, ON A STRICTLY DUTONIC BASIS.

The n ew  h a r m o n y , as it  n o w  stands and  w h ic h  Fetis called
“OMNITONAL,” IS INIMICAL TO THE LOGIC OF TONALITY AND FORM.

Neither  did  the h a rm o n y  of the strict style , in  w hich  any
CHORD COULD FOLLOW ANY OTHER, THOUGH ON A DUTONIC BASIS, 
EXHIBIT THE CHARACTERISTICS OF TONALITY AND FORM AS NOW UN
DERSTOOD.

Appl y in g  the  p r in c ip l e  that by  the  u se  of cfiromatic p r o g r e s 
sion  ANY CHORD MAY FOLLOW ANY OTHER, AND PUSHING IT TOO 
FAR, IS LIKELY TO COMPROMISE KEY-RELATIONSHIP AND TO EXCLUDE 
THOSE FACTORS BY WHICH THE SMALLER UNITS OF FORM ARE 
GROUPED AND AMALGAMATED INTO ONE ORGANIC WHOLE....WORKS 
ARE WRITTEN NOT AS CONSISTENT ORGANISMS BUT AS FORMLESS 
MASSES OF MECHANICALLY ASSOCUTED PARTS, ANY OF WHICH 
MIGHT BE REPLACED BY OTHERS.

The chief difference betw een  the old and  the n e w  is  that the
DUTONIC BASIS IS REPLACED BY THE CHROMATIC.

--Taueiev (Moscow, 1906), 19-20
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Both Scriabin and Rachmaninov were pupils of Taneiev -- two an
tipodes.
ROSLAVETZ
The contemporary linear-polyphonic culture, an intensive study of 
the systems of scales, the dynamic doctrines about the process of 
the formation of music; the definition of the role of melody, as an 
organizing foundation; the victory of constructivism, as the domi
nating principle of composition over a mechanical imitation of 
schemes -- all this points to the very deep insight of Taneiev and the 
solidity of the theses posed by him. Taneiev’s ear could reject the 
extreme aspects of modernism and impede him in a calm and objec
tive evaluation of contemporary phenomena, but his lucid mind d i
rected him and led him forward. In his domain Taneiev was ahead of 
Scriabin and is still in many ways ahead of our whole epoch.
The pupils of Taneiev, acquiring from him their technique, remain 
true to themselves, while the pupils of Rimsky-Korsakov absorb his 
manner of composing. Taneiev’s method becomes dialectically alive, 
non-personal, and independent of the conservative tastes of its 
author. The method of Rimsky-Korsakov fades out after the death of 
the composer, and the disappearance of his personal attraction, and 
turns into "deductive stipulations,” derived from the creative expe
rience of one local school -- stipulations that run counter to the liv
ing current of musical actuality.
Thus beginning with the early years of the new century and especially 
after the first revolution, which stirred up the thought of the public 
in all corners of Russia, we can observe a great rise of the musico- 
intellectual wave.
Somewhat apart, in view of its sharp antagonism to contemporary 
currents, stood the output of Roslavetz.
Roslavetz was, and has remained quite aloof from modernism.

A sn fi( • r ( r. s. s. u.. / /; t- hoh

NIKOLAI ROSLAVETZ (born 1880)
At the time when Skriabin lived and worked, when the mod
ernistic group was making its victorious march upon the 
stronghold of Russian music, in the period of the casting down
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of old canons, the first compositions of Roslavetz appeared. 
They were coloured in ultra-modernistic hues with bold com 
plex harmonies in which musicians could at first hearing d is 
cover nothing but wild cacophony. At that time his work met 
with no sympathy, and somehow he became part of no compos
ers’ group of the musical world of the time.
But his rise at that time was nevertheless interesting. That 
pre-war era bearing the motto “Fight against the old musical 
foundations,” and possessing a strong revolutionary colouring  
in a musical sense, differed exceedingly from the inventive  
impulses of the former romanticism of the Russian National 
School of Borodin, Moussorgsky, Balakirev, and R im sky- 
Korsakov. The former innovations were naive and a rb itra ry ,  
asserted in the name of the freedom of creative art, and o v e r 
throwing the old canons and rules merely in order to establish 
the complete power and arbitrary will of creative genius; in 
their stead. In the epoch of which we speak, we observe some
thing else. The innovations both of Skriabin and those grouped 
around him (among whom Roslavetz doubtless occupies a f o r 
mal place) were quite different. Old canons were overthrown  
only in order to set up, in their stead, new rules, new theo 
retical foundations, just as strong and categorical if not s t i l l  
more rigid. Skriabin’s harmonic tonal system of which we 
have spoken bears within it all the external and internal e a r 
marks of a sustained specifically “severe style.”

--Snbaneier (Fnris, 1927), 201-202

Though he used a different type of material, Roslavetz fundamentally 
sought the same as Schoenberg -- the precise laws of a severe logic 
of sounds.
As is demonstrated by the first violin sonata (1913), and then by a 
number of other works, Roslavetz already then set up, in a fa r
sighted and daring manner, the problem of constructivism that we 
are at present so much concerned with. It was necessary to speak of 
his works at that time using a terminology that has now become ele
mentary, as: the organizational principle, a strictly constructive 
system, and a business-like accuracy in mastering the material.

-Asafiev (U.S.S.B., 1930), 262
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The style of his art has remained almost unchanged even a fter 
the great upheavals which have occurred in the world and 
Russia since 1914. It is difficult to differentiate even the style  
of his early Violin Sonata written in 1911 in the era of S k r i -  
abin’s predominance.
His fame began only after the Revolution; previous to that his 
compositions never found even a comparatively decent p e r 
former owing to their difficulty and unusual language.
But in spite of his theoretic premises that the most complex 
music is within the grasp of the workingman, if it but “ o r g a 
nizes tonal matter” well, Roslavetz finally had to make a 
number of concessions, and his revolutionary compositions, 
written for workmen’s clubs, differ strongly in style from his 
“serious” compositions.

--S;il);mcio\ (Pjiris,

It goes without saying, of course, that such extreme 
experiments as the Violin Concerto by N. Roslavetz 
(1927), an enthusiastic adherent of atonality, are 
completely banished from the Soviet composer’s gen
eral practice.

-Olkiwvsk} (I'.S.A., IH~>

Nicolai Alexandrovich Roslavetz (b. 1881) studied at the Moscow 
Conservatory.

--As;tfwy(r.S.S.R, IfkiO),

BOLYESLAV YAVORSKl (born 1880) AND HIS PUPILS
There is almost cause to leave B. Yavorski out of the list of 
Russian composers, for he composes so little and is so c a p r i 
cious and bizarre, hardly ever publishing his works.
The contrasting traits of a medieval alchemist like Agrippa of 
black magic fame and a meister-singer are interwoven in him  
with those of a modern scientific investigator and theoretician.
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But one thing is indubitable, among modern Russian musicians 
B. Yavorski is one of the most curious and interesting person
alities not only as a composer but as a great influence upon the 
musical world, as an original, whimsical thinker, occasionally 
revealing half-insane symptoms, queer madness and almost 
fanatic dogmatism bizarrely combining to form a musical Ca- 
gliostro of contemporary Russia.
Nearly all composers of the younger generation have in one 
way or another, indirectly or directly gone through his hands, 
nearly all of them have tasted of this knowledge which, a c 
cording to Yavorski’s audacious confidence, was to crowd out 
all the old withered theories and take their place.
I shall not undertake a discussion and exposition of this theory, 
since its very vagueness makes an exposition of it exceedingly 
difficult. Being original in whatever he undertook, Yavorski 
did not publish his theory but handed it down merely by word 
of mouth as a ‘sacred tradition,’ excepting only for a few a r t i 
cles of aphoristic character in which the propositions of his 
theory were given as the fruits of a higher perception r e q u i r 
ing no proofs.

-Sabaneiev (Paris, 1927), 208-209

ROSLAVETZ
If, in addition, we may remind the reader that in the atmosphere of 
that same epoch there was begotten the strictly rational system of 
B. L, Yavorsky, representing a cLearcut doctrine of a modal gravita
tion, a modal rhythm and structure of musical speech, and that even 
the visionary and irrationalist Scriabin offered in his music a logical 
system, of a combination of sounds, it will not appear too exagger
ated to say that in the rationalistic tendencies of the Moscow musical 
culture of the pre-revolutionary epoch a firm basis was set for its 
further organizationally powerful evolution. All this is a clear conse
quence of the Taneiev 'enlightened absolutism,' and, of course, Ta- 
neiev himself up to his death (1915), irrespective of his taste, sym
pathies and antipathies, was a source of a great cultural revolution 
in Russian music, the last word of which has not nearly been spoken.

-Asafiev (U.S.S.B,, 1930), 262-263
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SERGE TANEIEV (1856-1915)
Taneiev was not only a great Russian composer, whose t rue 
worth has begun to loom clear only since his death, but for the 
Russian musical world he was something infinitely greater, 
the teacher of several musical generations, and the living and 
shining ideal of the musician as a priest of pure art. He was an 
idealistic personality as a man, and all those who in any way 
came in contact with him, carried away memories not only of a 
serious, profound and original composer, “a Russian 
Brahms,” but also in a higher degree of a pure, honest, and 
ideal human being, so typically Russian that he could not have 
been duplicated in other surroundings or in another nation.
Recognized as the moral and scientific musical authority, r e c 
ognized as a theoretician, as a teacher, and above all as an 
“ethical personality,” Taneiev at the same time had the queer 
fate of witnessing the gradual annihilation of his authority as a 
composer and his recognition in this field. He died a lone death, 
a man out of fashion, against a background of unfolding new 
events, in the era of the victorious march of militant modern
ism that swept away all traditions.
There have remained as a monument of his researches, two 
great works of scientific music, unparalleled in wealth of 
contents even on a European scale, let alone in Russia, where 
at the time, they were absolutely unique. These are Counter
point of Rigid Writing, published by Belaiev in 1907, and the 
Canon* still unpublished.

This great trea tise  was published in Moscow in 1909.
-- f\oii>iS(>vitskY
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In the field of musical ethnography and the research of folk music 
scholars worked, though sporadically, almost without interruption, 
which cannot be said of either the history or the theory work. In the 
latter domain it  will always be the book of Taneiev on Counterpoint 
in the strict style (1906) -- already mentioned -- that will remain the 
most important work.
With this work of Taneiev's Russian theoretical musicology acquired 
a firm footing.
Taneiev’s pupil B. L. Yavorsky erected, in the first decade of the 
twentieth century, a clear-cut system of composition, the basic 
principles of which gave a tremendous impetus to the whole of mod
ern Russian musicology.

-ABafiev(US.S.R, 1930), 273
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4.

The demands of life lead the Moscow creative musical culture more 
and more on to the wide and happy path of mass composing: that 
domain where the emotional loading of music is conditioned by ex
tra-subjective factors and directed at an appeal to the new audi
ences, uninitiated in the finesses of the music of declining romanti
cism (I mean the individualistic romanticism). On this path there 
naturally arise attempts to unite composers not on a platform of 
common tendencies of taste, but a unified ideological platform. Such 
is the All-Russian Association of Proletarian Musicians.

- AshIh v̂ (T.S.S.It, l!f:{0X ‘M)4

The Association of Proletarian Musicians 
formed itself in 1923. The first period of 
its activities (1923-1927) is characterized 
by the exposure of the bourgeois reaction
ary essence of the then dominating in music 
groups; by the explanation with the aid of 
Marxist methodology of a great number of 
important phenomena in the history of the 
music; by the reflection in musical compo
sitions of the main stages of the worker 
and peasant struggle.
In 1925-1927 a marked revival of musical 
reaction takes place. Many concerts, bear
ing a religious and mystical character, are 
organized, an enlarged activity begins in 
respect of publication and propaganda of 
decadent and urbanistic music of Western 
and Russian composers, as well as of
fox-trots, produced by "nepman" composers, 
and of vulgar "gypsy" ballads and boister
ous songs etc.

y.O.K.S. (Moscow). (IfKil), 4 0
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Twelve years have pisscxl since Taiieiev s death and his creative 
art is Gradually and jiei^^istently gaining iiecognition, maddng a 
[Mtli for itself, as tlie creative work of the great Russian classic. 
Seiions proginuiuKs are no longer made up in Russia 'withoutTa- 
neiev’s com])ositions, his qxmrtettes aie becoming an indis|>ensable 
pii-t of tile (piaifette mpedoiy, his songs invariably figure on tlie 
programmes. Soon thei-e ^ ill come the time for the I’ehabilitation 
of Ms symphonic and oratoiic works as well, jierhajis the most 
valuable things he left The lecognition of Taneiev moves slo'udy, 
just as his crc^ative work moved, but i t  moves steadily.

-Snlmneiev (Finis, 1927), 38

(A Note on tlie Author) Aiiditw Vasilyevice OUchovsky, born 1900; 
musicologist comiKiser and jicdagogiie. Received Ms musical edu
cation in Kharkov and Leningiad. For sixteen yeais taught Ms- 
tory and tlieory of music in Ltaiiiigrait Kharkov and (from 19134 
to 194̂ 3) in the Kiev Consenatoiy, whei-e he was head of tlie De- 
l>artiii(mt of History and Theory of Music. Left the Soviet Umon 
in 194‘̂; has lived in die U.S.A. since 1949.

— Olkhovsky (V. S. A., 1954),

But alrea(dy in 1928 a deep change begins in 
the musical life of the USSR. Militant re
action on the musical front-line is opposed 
by the strengthened proletarian musical 
movement. Under the guidance of the APM be
gins a hard struggle for the exposure of 
the church religious musical group, which 
held in its hands the musical theatres, 
schools and publishing offices.
As a result of this the Moscow Conservatory 
(now the Higher Musical School in the name 
of Felix Kohn), which until then was the 
fortress of musical reaction, the centre of
dull academism, laboriously isolating it
self from Soviet life, begins since 1928 a 
determined reconstruction of its work. The 
character and composition of its pupils 
changes. Proletarisation of the Conserva-
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tory is going on. A musical workers' fac
ulty, to which musically gifted young work
ers and peasants come from all the corners 
of the Union is founded. During a short 
time of study from their midst a number of 
talented composers, performers, theoreti
cians, conductors, mass instructors have 
arisen. A fundamental reconstruction of the 
Conservatory takes place; its general prin
ciples, its syllabuses are changed and 
brought into accordance with the needs of

of proletarian musical cad- 
highly qualified performers, 

pedagogues and composers, the Conservatory 
educates now the so needed by our country 
cadres of teachers and instructors for mass 
musical self-activity. A differentiation 
has taken place in the ranks of old Conser
vatory professors: the majority of these
old specialists is now standing face to so
cialist construction.

the education 
res. Besides

A similar reconstruction is taking place 
the Leningrad Conservatory.

in

The Musical Publishing House which was in 
the past a centre of propaganda for deca
dent modern music on one hand and for 
pseudo-revolutionary "pot-boiling" on the 
other changes the direction of its work 
most decisively. Alongside of the publica
tion of the rich heritage of classic music, 
a vast propaganda of proletarian music and 
of the works of "fellow-traveller" compos
ers is going on. For the first time in mu
sical publishing practice mass proletarian 
songs are published in millions of copies.
In 1929 the proletarian musical movement, 
which started as a small but steeled in the 
class struggle on the musical frontline 
group, begins to turn into a mass movement. 
The less infected by bourgeois influences 
composers, who formerly kept in their the-
matics at a distance of Soviet life, joined 
it also and now put their creative work to 
the service of cultural revolution, of the 
struggle for socialism.
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struggling for 'large-scale bolshevist art,' 
the APM develops a vast mass activity. The 

sets itself three tasks: to eliminate
decadent bourgeois music from the work- 
' everyday musical life, to introduce in 
wide proletarian midst all 
the rich musical heritage

APM 
the 
ers 
the 
in
to introduce mass proletarian 
the toiling millions.

that is best 
of the past, 
songs among

At present hundreds of workers' musical so
cieties have joined the proletarian musical 
movement, have joined the ranks of the APM. 
In the foremost ranks of the movement we 
see the biggest factories of Moscow and 
Leningrad -- the 'Electrofactory,' the 
'Hammer and Sickle' (steel works), the 'Red 
Knight' (rubber factory), the 'Red Putilov- 
ets,' the 'Marty Works,' etc.
Workers' RAPM groups from former narrow study 
circles turn into a militant active of the 
proletarian musical movement, fighting for 
cultural revolution. Their musical activi
ties they include in the general struggle 
for the fulfilling of the Party's general 
line, of the Five-Year Plan in four years.
Closely connected with this practical work 
and struggle of these groups are there 
[sic.] theoretical studies; they study the 
fundamental problems of the movement, the 
works of both proletarian and classic com
posers; they conduct creative work seeking 
composers among the workers etc. The groups 
name musical worker correspondents for the 
RAPM press and for the local factory press, 
they publish special wall-papers, devoted 
to musical problems; they organize collec
tive visits to the opera and concerts, with 
subsequent critical discussions of the mu
sic heard.
Of late we are witnessing a change in the 
composition of these groups. Foremost shock 
workers begin to acquire a majority among 
their membership, the percentage of Party
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and YCL members among them is also rising. 
Another important circumstance is that 
foremost active workers rise from the ranks 
to leading posts on the musical front-line.

- V.O.K.S. (Moscow), n : IO - l :J ( l9 :$l), 4 0 -4o

After the Revolution musical journalism be
gan to develop rapidly and definite groups 
formed around the musical journals. Thus, 
several numbers of the monthly 'Towards New 
Shores' came out under the editorship of 
the well-known critic and theoretician V. 
Belaiev, with a strong contributing staff 
-- Derzhanovsky, Miaskovsky, Sabaneiev and 
others, who later rallied around a monthly 
called 'Musical Culture,'of which only four 
numbers appeared under the editorship of 
the composer N.A. Roslavetz.

- V.aK. S. (Moscow), (imO), o4

At present Roslavetz is trying to make his music respond to the new 
(Bolshevist) culture and embark upon the ways of a composer for the 
masses (the cantata October and many other works).

--.\s.inc\ (I'.s.s.ii.. iffm, .i*j/

Then there is Mosolov, a composer who is well 
known in European and American modernistic circles 
who was at one time the secretary of the International 
Association of Modern Composers. There is som ething 
not quite clear about Mosolov’s career, particularly h is 
long residence in Central Asia.

During the 1920’s a bitter struggle was going on be
tween Russian creative thought, which was then re
viving after many years of quiescence (the years of the 
First World War, of the Revolution and of the period of 
Svar com m unism ’) and the art policy of the Soviet 
power which was attem pting to impose on art the
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aims and methods of a “proletarian” culture w h ich  
was gradually coming into existence.

The major protagonists in this struggle were first, the 
Association of Contemporary Music (ASM) in which all 
active composers were united and which aimed at the 
preservation of the national artistic heritage and at 
the inclusion of Russian music in the sphere of con
temporary European creative aims and problems; and 
second, the Russian Association of Proletarian Musi
cians (RAPM), an organization directly inspired by the 
Propaganda Section of the Central Committee of the 
Communist Party with the aim of disrupting the activ
ity of ASM, “Kindling the class struggle on the music 
front,” and dissem inating the concept of ‘proletarian 
m usic.’ RAPM’s membership consisted chiefly of Kom
somol members at the Moscow Conservatory.

-Olkhovsky (U.S.A., 1954), 148-188

The shock workers of the Electrofactory 
have finished the factory's Five-Year Plan 
in two years and a half, but they have not 
yet finished with their victories. Neither 
has their shockworking press finished with 
its victories. Together with the total ag
gregate of shock workers, under the guid
ance of the factory's Party organizations, 
and leaning upon the shock worker corre
spondent, it has achieved and will achieve 
yet not a few glorious bolshevist victo
ries .

HOW I WORKED AT THE ELECTROFACTORY by I . 
Selvinsky

There were crises and sudden changes in 
the creative work of every poet. Yet never 
did they acquire that catastrophic acute
ness which is peculiar to the creative work 
of a Soviet poet.
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I had reached the limit in the expression 
of my intellectual's impenitence, ground
lessness, solitude, and individualism.

I had nothing more to say.
I could only repeat myself, i.e., decay.
At that time revolution entered upon the 

second year of the Five-Year-Plan.
I left my writing, as ship-mates leave 

their parents' house, to come back as skip- 
with beards. I joined the tremendous 
life on board of one of the best 
of the revolution -- the Electrofac-

pers 
storm 
ships 
tory.

My aim was to enter into the thick of the 
factory proletariat to catch its revolu
tionary enthusiasm, its bolshevist shock 
nature, to become its poet.

weighed all 
transformer

After having for a long time 
pros and contras I entered the 
department as a welder.

However, it certainly not imported to me 
that I had become a regular welder, but 
that, being a welder, I had the possibility 
to see the factory from inside in its human 
figures.

My social work at the factory was rather 
varied: I was the artistic director of a
circle, I worked in the factory press, made 
speeches in the red corners during the 
lunch pause, was an active member of the 
Party cabinet, etc.

All this was necessary. Yet not this, 
certainly, was being expected of me. The 
factory public, represented by its active 
workers, paid great attention to my poetic 
work. Those active workers noted my fail
ures and my successes.

This, in connection with the slogans 
which I composed at the factory's bid, with 
regard to the struggle for the quality of 
production, the following notice of the
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Party Coininittee, summing up the workers' 
impression, appeared in the factory newspa
per :

About comrade Selvinsky's slogans.
It is six months already since Ilya Selv- 

insky works at the Electrofactory. Judging 
after the verses and slogans which he has 
written during that time, Selvinsky endeav
oured to join the ranks of the shock work
ers of the Electrofactory and to reflect in 
his work our struggle for the speed. We 
must say straight out, however, that this 
was difficult to him. Most of the lines he 
wrote were weak and ineffective.

The slogans in verse which are published 
today certainly signify a serious change. 
Those lines are what the Electrofactory 
people expected of the poet. The further 
successes of the poet Selvinsky will to a 
considerable extent depend from the degree 
to which the Electrofactory public will be 
able to support him.

Three months later I finished roughly my 
poem 'The Electrofactory Newspaper' and 
read it at a meeting of the active factory 
workers.

The assembly expressed their opinion with 
a straightforwardness peculiar to the Elec
trofactory and with the absence of any con- 
ciliability and any intriguing.

Resolution passed by the workers and em
ployees of the Electrofactory after the 
reading of Ilya Selvinsky's poem: 'The
Electrofactory Newspaper':

6. In summing up, we once more emphasize 
the very important agitational significance 
of the poem and note with regard to further 
prospects of comrade Selvinsky's work that 
a whole series of the factory's problems -- 
in particular the rebuilding of human mate
rial -- has not been put by him and, if it 
had been put, could not have been solved by 
means of the witty but schematic form of a 
newspaper.
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We expect of comrade Selvinsky new accom
plishments in other, more deepened kinds of 
work devoted to the analysis of 
mankind -- the bolshevist worker, 
somol shock worker, the active 
woman.

the new 
the Kom- 
working

President of the meeting Lebedeva
Secretary Kotomin

Here I palpably felt, for the first time, 
the growth of socialism; here I found that 
practical fulcrum resting upon which I be
gan to see the world from a new point of 
view.

ILYA SELVINSKY AND HIS POETRY by M. Mir
Among the so-called ^fellow-travellers' 

that are closest allied to the proletarian 
poetry, one of the first places incontesta
bly belongs to Ilya Selvinsky, one of the 
founders of the erstwhile literary group of 
'constructivists.' The latter, one of the 
most talented among the literary circles of 
recent years, which kept in contact with 
the proletarian literature, was dissolved 
by its founders, and the most prominent of 
its founders, like Selvinsky and Lugovskoy, 
have definitely become identified with pro
letarian poetry.
Of course, in the 'Electrofactory Newspa
per' Selvinsky does not discard completely 
that constructivist formalism, that tonal 
poetry which consists in employing the lo
cal image, the artificial rhyme, and the 
superficial imitative rhythm, to portray 
merely the outward form of things and 
events. But, on the whole, in the general 
ensemble of his poems, which form the 'Elec
trofactory Newspaper , ' Selvinskyhas seized and 
reproduced, in a most life-like manner, the 
social substance of the daily life of the 
works, which are one of the outposts of the
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Soviet proletariat in its daily fight for 
socialism.

- V.O.KS. (Moscow), 11:6(1931), 60-66

Even more mysterious is the fate of one of the most 
active Russian disciples of Schoenberg, the author of 
works of the greatest interest for string ensem bles, 
particularly quartets, a man who at one time (1922) 
was the director of the Kharkov Conservatory: Nikolai 
Roslavetz, who since the twenties has completely d is
appeared from musical life and perhaps from life alto
gether.

-OUdiovsky(US.A, 1954), 188-189
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J4rensf^ fiacf Seen friencCfy, intereste(f, andSeSpfuf to me, however, and 
in spite o f  ̂ msSy, I ahvays CiS^d Sim and at [east one o f  Sis works -  
tSe famous piano trio. 'Ke meant sornetSing to me afso 6y tSe mere fa c t  
o f Sis Seing a direct personaf finf{witS dcSmiSpvsSy .

Sd,<Rg^E rj4!M BrE% ^

A^jdSerge Taneyev:

I.S. I saw 'Taneyevfrom time to time -  as often, that is, as Se came to 
St. (PetersSurg; fo r  Se too was a Muscovite. [He was a dcSiaiSpvsSy 
discipfe afso, and Se sometijues toof{;TcSaif{pvsiy''s cfassesfor Sim at tSie 
9dosco‘W Consewatory. Taneyev was a good teacher, and his treatise 
on counterpoint -  one o f the Sest hoofs of its fin d  -  was highly vafued 
6y me in my youth. I coufd respect 'laneyev as a composer, especiaCfy 
for certain passages in Sis opera TSe Oresteia, and I admired him 
greatfy as a pianist. '̂ But the same hostifity prevaded on the Tim- 
.sfy-Tprsafov side, and poor Taneyev was ver)> unjustfy treated in St. 
TetersSurg. I might add that Taneyev U’as hefd in some axve Sy us fo r  
an ej(tra-musicaf reason: Se was widefy acfrwwkdged to be the Sest 
friend o f the Countess Tofstoy.

AiNATOL UAdlO T

'ViEat were your r'efations with A^^i^tof Liadov -  especiaffy after 
you Sad accepted the TireSird commission Se Sad faded to fu ffid?

I.S. Liadov was a darfing man, as sv^eet and charming as his tMusicaf 
Sn u ff tBoj(. We caded Sim ‘the SfacfsrnitS,' Sut I  can't thinf^ why, 
unfess it was Secause
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FORUM; TALKING ABOUT MUSIC

A NOTE ON DISCOURSE AND 
CONTEMPORARY MUSICAL THOUGHT
(fo?' the International Musicological Society, Sali^burg, A.ugust 1964)

BENJAMIN BORETZ

IT MAY be taken as an encouraging symptom o f  concern for 
the contemporary history o f  music that attempts are 
increasingly being made by musicians in non-composit ional  
fields to explicate what are presumed to be its attributes and to 
assert what are regarded as the special problems arising f rom  
them. But this welcome involvement by those who cannot rely 
on the com m union  o f  shared compositional experience to 
compensate for the multitude o f  cognitive and communicative 
difficulties in which the explication o f  twentieth-century 
musical phenomena is entangled makes especially crucial the 
assurance that the underlying conceptual and constructive bases 
o f  the phenom ena under discussion are precisely and 
unambiguously unders tood— or at least that such an 
understanding is or can be made generally available. Such a 
requirement obviously presupposes a different shared
experience with regard to contemporary music, a shared use o f  
a vocabulary and syntax appropriate to and capable o f  
expressing precisely the inflections o f  the qualities o f  
contemporary musical thought. For one can surely begin, with 
one's colleagues in any musical domain, with the agreement that 
the contemporary musical situation is a unique one, and no t  
only requires unique compositional solutions, bu t  also 
engenders a unique consciousness about the fundamental 
implications o f  every aspect o f  musical perception, structure, 
and relationship. And this, in mrn, manifestly necessitates the 
development o f  equally unique and particular modes o f  
examining and characterizing— and thus o f  thinking, talking, and 
theorizing— about everything that has been traditionally 
regarded or that we wish to regard as a musical p h enom enon  o r  
object. Otherwise, one runs afoul o f  all the artificial impasses
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invariablv presented as insurmountable paradoxes (and thus, 
presumablv, normative deficiencies) o f  twentieth-century music 
in so much scholarlv— not to mention journalistic— writing on 
contemporarv musical problems. However legitimately such 
conclusions mav still arise under adeejuate methodological and 
conceptual conditions, they have up to now most frequenth' 
resulted from an initial premise that the problems o t  
contemporarv music as well as tht^se general musical p roblem s 
that arise in the course o f  the development o f
twentieth-centurv musical thought are worth com p reh en d in g  
or considering onlv as thev correspond to conventional 
assumptions and \ ield to traditional explicative metho(.ls. ^ et to 
some composers it has often appeared, con\ersel\ ',  that the 
definitional necessities encountered in the course ol dealing 
with immediate compositional problems themselves raise direct 
and serious questions regarding the adequacy ot these 
conventional modes o f  approach in explaining an\' musical 
phenomenon, f’his, sureK', is not now and has long not been 
exclusively a concern ot composers; but it is j'>articularh' 
interesting to see that anv attempt to explicate traditional music 
on more tundamental grounds— such as Schenker's— draws its 
principal support and svmpatlu' trom composers even despite 
an\' aspects ot explicit normaiixe hostilit\ to twentieth-centurv 
music it mav also include.'

Thus, while a simplv schematic description o f  supcrticial 
exterior patterns could never have been regarded as a 
satisfactory characterization o f  musical works, indix’idualK o r  
collectively, it could be mereb ignored as innocuous at a time 
when traditional practice was supposed to provide a universal, 
unambittuoLis context tor the detinition ot tunction. I'odaw 
composers arc rather tof) directly contronted with the 
problems o f  contextual detinition not to insist that such 
descriptions are trivial and incomplete, and hence tatalh 
misleadintr. The kinds ot statements that ihe\' do find reie\ant 
to their own activit\- are those that, on the one hand, attempt to 
describe the terms on which indixidual compositions approach 
the creation ot contextual coherence, and how, toward this end, 
the relational and hierarchical tunction ot  each element is 
defined— from which the "system", be it onlv the s\ stem ot a 
single work, can be inferred— or, on the other hand, those that

^Sec also l'’rnsr Ikrenck's  d e sc r ip t ion  o t  his e n c o u n t e r  w i th  l-,rnsi K u r rh ' s  
U f i i 'a r e  K o n t r a p u n k t e  in (Composer 's  In f luences" ,  W -rsp ec /irc s , \ 'o l .  3 
N o .  1, pp .  36-3^.
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generalize from such observations fundamental perceptual 
principles o f  the kind that have made it possible to subsum e 
vast and enormously diverse collections o f  sonic p h enom ena  
under the single category o f  "composed music", distinguishable 
as such from all other actual or possible conjunctions o f  
sounds, however "musical" or  "nonmusical" externally. T he  
scarcity o f  such statements, or even o f  evident attempts to make 
them outside the compositional domain, is too obvious and 
constant an aspect o f  all o f  our daily professional lives to 
require further documentation here.

But without such fundamental methodological tools, it 
becomes all too easv to fall into the kind o f  error m ost  
frequentlv associated with uninformed discussions o f  
twelve-tone structure, in which it is assumed that resources 
fundamental to tonal musical coherence— hierarchization, for 
example— are absent in the instances— and more fundamentally, 
are unavailable within the resources— o f  the newer system. It is 
precisely tl)is sort o f  egregious misconception, rooted in the 
ignorance, it must be said, o f  a considerable body o f  bo th  
musical and music-theoretical literature, that one would hope to 
avoid bv developing standards for verbal responsibility and 
accuracy in writings about music. For (to repeat what I hope is a 
familiar homilv) music without discriminative— hierarchical—  
bases is defmitionallv "random" in that the correlation between 
its successions o f  events and any musically relevant syntactical 
svstem is indeterminable, so that it would be impossible in any 
case to infer whether the successions were generated by 
twelve-tone or any other systematic operations. But this is far 
from intended as suggesting that the hierarchical question ought 
not to be raised— on the contrary, it is perhaps the one with 
which contemporary composers are most deeply concerned, 
and where relevant criticism both from within and without the 
compositional domain would be most valued. Such criticism, 
however, must proceed from an awareness not only o f  what 
constitutes an interpreted "system" and its relevant musical 
correlates, but also, explicitly, o f  those "systemadc" respects that 
both conjoin and differentiate the tonal and tw^elve-tone 
systems as bases for pitch-structural coherence: in the first 
instance, those initial assumptions o f  pitch identity, interval 
identity under transposition, and octave equivalence w hich  
define the fundamental perceptual referents o f  operations in 
both; and in the second instance, the significantly d ifferent 
terms in wliich these primitives are interpreted and extrapolated 
from. It is, in fact, precisely this difference that is most
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significant, and on which discussion ought to be focused, 
rather than those sweeping, usually erroneous, generalities 
normally invoked. But such discussion, again, depends for its 
appearance on a general recognition o f  the fundamental shcired 
assumptions and criteria o f  the two s\’stems (as well as an 
adequate systematic understanding o f  at least one o f  them!)— in 
short, an awareness o f  musical structure at a level o f  depth all 
too prevalently unavailable in contemporary forums o f  musical 
thought. And further, if one considers the implications for 
composition and musical comprehension o f  what first may 
seem simply, or even trivially, a semantic issue, it appears that 
the insistence on verbal and methodological responsibility is 
not simply a display o f  intellectual virtue or academic 
respectability, but an integral factor in the composer 's entire 
compositional effort. Hven more, it should be obvious that the 
attempt to create structural coherence in the unique relativistic 
context o f  the compositional present links the composer 's  
problem directh' to the central concerns o f  present-day 
thought, particularly those o f  linguistic and scientific 
philosophy, from which he thus is in a position to take 
advantage o f  relevant discoveries— assuming, o f  ctiurse, that he 
possesses appropriate educative equipment to be aware o f  and 
critical about their relevance. It is out o f  such ctmsiderations 
that composers have tound methodological and conceptual 
insights into their own work in the work done in these fields, 
and that the\’ have borrowed sx mbological, anah tic, and critical 
tools, experimental methods, and descriptive terminology in 
their attempt to construct musical switaxes that can be 
controlled preciselw verified empirically, and characterized 
revealinglv. Thus the essential relation ot theor\’ in this sense to 
contemporar\’ musical practice is perhaps best to be found in 
Carl 1 lempel's description ot the theor\-practice relation in 
science (in his \ni}clam’nfa/s of C.onapi l orwiifiou in hn/pirical 
Sciencr) as a process in which "the constructs used in a theory 
are introduced j(jintl\\ as it were, bv setting up a theoretical 
system formulated in terms o f  them and bv giving this system 
an experiential interpretation, which in turn confers meaning 
on the theoretical constructs".

The advantages o f  such methods over purely intuitive o r  
trial-and-error procedures both in arriving at individual

^\'’olumc 11. No. ” o f the biftTihitiomil lincyclopediii of Unified Seience 
(University ol Chicago Press, 19.S2), p. 32.
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"creative" solutions and in providing a basis for genuine 
development from solution to soludon as well as from one 
creator's work to another's are obvious (or so at least they seem 
to composers who have wished to be able to accept mmsical 
and intellectual responsibility for their work), and would be 
triviallv beyond question in any field but, unhappily, ours. And 
it is a measure o f  just how inadequately the compositional 
process, as manifested either in contemporary works or in the 
historical literature, is understood, that the question does 
indeed arise so frequently and persistently, and in so many 
guises. Naturally, composers need and expect searchingly 
critical scrudny o f  their music, language, methodology, and 
approach from their fellow composers and colleagues in o ther  
musical disciplines, but they will be able to take this scrutiny 
seriously only when it begins to reveal an awareness o f  the 
terms and objectives o f  the thought with which it presumes to 
deal.

[1964]
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FORUM: COMPUTER RESEARCH
A REPORT FROM PRINCETON
J.K. RANDALL

E A R L Y  I N October 1964, Tobias Robison completed the job of 
adapting the Music IV computer program, developed at Bell Laboratories 
by Max Mathews and Joan E. Miller, to the idiosyncrasies of the Princeton 
University Computer Center’s 7094 computer. Inhibited only by our 
collective dependence upon Toby for our daily bail and upon the generosity 
of the outside world for the conversion of our digital tapes, we have since 
that time produced more than a sufficient number of musical tapes to 
convince ourselves that the potential of this program —in the fle x ib ility  
with which it can accommodate the special demands of each composer, and 
with which it can absorb the modifications and expansions to which Toby 
and Godfrey Winham recurrently subject it —is enormous. Even though 
our best tapes are more aptly described as not bad than as good, veterans 
of the R.C.A. Synthesizer and of several tape studios have been known to 
become wistful upon contemplating the short amount of time required to 
produce, on tape, a Music IV performance of a composition timbrally and 
rhythmically quite complex—a performance which makes even a 
“reasonably good” instrumental performance sound like butchery.

There are currently just five people who are officially involved in the 
Music IV phase of the music department’s computer work: Godfrey 
Winham, William Gale, Tobias Robison, Hubert S. Howe, and myself.' 
Although Mr. Robison exhibits a nearly professional virtuosity as a 
programmer, and although Messrs. Howe and Winham are rapidly 
approaching a similar condition, all five of us are by training and 
declaration either composers or music theorists, and none of us is 
(though many of us very recently were) altogether innocent of Fortran 
and FAP. Nevertheless, our daily work requires the services of other 
people as well. To me, the most striking political aspect of my own work 
with Music IV has been, not my sudden exposure to the fruits of 
engineering and programming, but my sudden dependence upon the 
independent and not-so-independent work of others: composers and 
theorists, colleagues and students, professional and semi-professional 
programmers, musicians and musical dabblers. One of the virtues of a 
university computer center is that it seems at once to create, because of 
its numerous functions, an interdependence among people of widely 
divergent positions, interests, and skills; and to guarantee, by attracting 
such people to a single place where indispensable machines are being

 ̂ The salaries of Messrs. Winham, Gale. Robison, and Howe are being paid under the terms 
of a grant from the Rockefeller Foundation,
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maintained and operated, that the needed exchanges of information wi 
actually take place.

Our work with Music IV has quite naturally led us along the fam ilia r 
paths of investigating musical perception—with the familiar result that 
some of us have come to feel that “perception” is a mis-loaded term for 
what needs looking into. This feeling is partly the product of a distaste fo r 
musical theories which have attempted to pin on to musical or 
pseudomusical extracts, as attributes of the extracts, such qualities as 
octave equivalence, root-definition, tonicity, consonance, dissonance, 
etc.; theories which too nearly discount the possibility that “perce iv ing” 
music is {and ought to be) a process of inventing structures out of aural 
impressions derived not merely from “perceived sound” but from sound 
perceived in whatever way best appeases our lust for inventing 
structures. My reason for accepting a premise, say, of octave- 
equivalence should be quite strictly that I am able to make more sense out 
of certain pieces (such as works of Mozart or Schoenberg) by acceptance 
than by non-acceptance; but such acceptance is purely provisional —and 
provisional even within the context of my knowledge of Mozart’s and 
Schoenberg’s works—and carries with it not only my freedom but my 
obligation to reject this premise in dealing with music for which 
non-acceptance leads me to invent, for that music, structures which I 
noticeably prefer over those to which acceptance leads me. Not only would 
I tend to view honestly and intelligently confirmed or disconfirmed 
rumors that x out of 1,000 students of comparative literature (o r 
filling-station attendants, or physicists, or musicians, or Fiji Islanders) 
agree that such-and-such was so about some octaves in a perception test 
as discountable for musical inquiry: I would seriously attempt to view my 
own responses to such pseudo-musical extracts as discountable for my 
own musical inquiries. (The inducing of such an attitude seems to me one 
of the few legitimate objectives of the subject conventionally miscalled 
“Ear”-Training.) Perception tests now constructible by electronic 
means can easily persuade us to renew our wanderings, with such ideas as 
“timbre” , “loudness”, etc., among familiar kinds of foolishness about 
The Ear and The Way Things Sound. To carefully establish that the 
overwhelming majority of listeners adjudge some tone to be clearly 
louder than some other is one thing; to claim that the point is binding for 
music is to overlook the fact that, for a variety of good reasons, we choose 
every day in the week to perceive as roughly equal in loudness (or on 
occasion perhaps as just incommensurate in loudness) in a particular 
piece events which we would probably find very unequal in loudness were 
they presented to us as an anthology of extracts: and we do this, I hope, 
whenever we come to believe that such “corrections” of our 
“perceptions” enable us to make more sense out of a piece. The

- 116 -



familiarly large variety of ways in which one may painlessly choose to 
hear (or not to hear) the loudness- and timbral-relations among string 
sections and solo strings, muted and unmuted, pizzicato and variously 
bowed, offers a good illustration of the futility of “establishing” 
something about “perceiving" such relations. In similar dependence upon 
musical context, we may choose to hear, say, some low-register flute 
tone as being roughly the same in timbre as some high-register flute 
tone, or as radically different from that high-register flute tone; or, 
more interestingly, we may choose to regard a difference (that we choose 
to hear) as a difference in loudness rather than as a difference in timbre; 
or we may even suspend judgment altogether: that is, we may decide that 
“different in loudness" and “different in timbre" are, for discussing 
some piece, not useful terms. Such an outcome should not surprise anyone 
who has learned to decide that “more dissonant than" may not be a useful 
term in describing a piece by Webern and that "completing the 
aggregate” may not be useful for Beethoven. But it should be remembered 
that such an outcome is not a fact about What We Hear, but rather a fact 
about what we choose to take seriously in this or that musical 
composition. And I would not take seriously some “fact” about a piece 
which I felt unable to incorporate into any structure which I might take 
seriously as a structure for that piece: and I would feel rather silly were 
I to bother to insist that a fact of this kind is. after all. a fact. For tactical 
reasons. I would prefer to put irrelevant truths on a par with subtle 
falsehood —particularly since the road to the latter is so often paved with 
the former.

The above opinions have at least one refreshing consequence; in using 
electronic media for psycho-acoustical research, rather than leaning on 
the distinction between perception-tests (anthologies of extracts) and 
compositions we tend to lean on the distinction between bad compositions 
(anthologies of extracts) and good compositions, and to regard the latter 
as a more basic instrument of research than the former. The following 
table gives a fair summary of some of the composer-provided input for a 
Music IV realization of a piece of my own —a realization which did much to 
lead me to conclusions I had already arrived at. (See next page.) The 
range of pitches used in the piece extends from about two octaves below 
middle-C to about two-and-one-half octaves above middle-C. Each of the 
three waveforms is used throughout this range. Similarly, the first two 
of the five rise and decay patterns, as well as vibrato, flutter-tonguing, 
and the three durations, are used throughout this range. The duration 
.428 occurs only during the first sixth and last sixth of the piece, while 
the duration .232 and the last of the five rise and decay patterns occur 
only during the intervening two-thirds. (During the inner two-thirds, 
sine wave tones proceed at 7/6 the tempo defined by the other tones;
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during the outer sixths, at 5/9 that tempo.) The other things shown in 
the table occur frequently throughout the piece. (I think that it would be 
possible to decompose this piece into a set of perception tests such that 
most of the distinctions indicated in the table would be recognized by 
trained musicians having some previous exposure to electronic sound. I 
leave the reactions of Fiji Islanders, physicists, and filling-sta tion  
attendants to the appropriate authorities.)

INPLT-TABLE
Waveforms:

A. per\^erted open G-string spectrum o f  violin
B. simplified clarinettish spectrum
C. sine wave

Rise and decay patterns:
a) applied onlv to wa\'eform A.: rise, 1/200 sec; (peak />yj///-amplitude always c. 500 
units); decay thereafter; both exponential
b) only to B.: 1/ 20 sec exp rise; linear decay thereafter
c) onlv to C.:

1. 1/10 sec bulging rise & decav, steady (at c. 200) between
2. 1/200 sec bulge, I / IO  sec decay to half, lin decay thereafter
3. approximate retrograde o f  2.

\ ' ibrato (applied only to A. and B.):
a) to A.: 1. width o f  6% o f  center frequency, 3% on each side; speed o f  20
complete shakes per second

2. none
b) to B.: same as to A.

Bluttcr-tonguing (applied only to A. and B.):
a) to A.: 1. 20 attacks per second

' 2. none
b) to B.: same as to A.

Durations:
1) for A. and B.: always .273 seconds
2) for C.: always either .232 seconds or .428 seconds

Notes in the upper part of the pitch-range having the first of the five 
rise and decay patterns sound, in a non-pitch and non-durational sense, 
very different from notes in the lower part of the pitch-range having the 
fourth of the five rise and decay patterns: this is hardly surprising in 
view of the sharply contrasting waveforms to which the two patterns are 
applied. What is perhaps surprising is that the difference does not seem 
to me to have, as a noticeable component, a difference in loudness— 
notwithstanding the fact that I can, if i choose, hear the former kind of 
tone as louder than the latter. For reasons which are probably rather
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complicated and rather closely related to the way in which I choose to 
hear the composition, I somehow absorb the difference in loudness 
merely as one dimension of a several-dimensioned difference in 
timbre—much as we might absorb a loudness difference between a muted 
and an unmuted string. And the longer I become accustomed to absorbing 
the loudness difference in this way, the more I find my perception of a 
loudness difference recapturable only with effort (where the “ e f fo r t ” 
takes on the unpleasant quality of being an effort to dissolve the 
composition as a musical structure in order to rehabilitate it as an 
errant Seashore test).

The introduction of vibrato (which is both “too wide” and “too fa s t” ) 
and flutter-tonguing (which is “too fast”) on some tones but not on 
others ramifies the “perception” problem still further. In comparing 
two tones (in this piece) identical to one another except for some 
difference in the vibrato-domain, for example, I find it just as 
illuminating to say that the two have "the same timbre" modified by a 
vibrato difference as I would find it to say that the sine wave tones and the 
G-string tones have “the same timbre" modified by a spectrum
difference. However, I am equally unwilling to say just that the two tones 
are “different in timbre” , since I am too specifically aware of the 
presence and absence of vibrato. The important point here is that I think I 
resolve —or refrain from resolving —any issues of timbral or loudness 
perception (which arise in following a composition) along whatever lines 
seem to me advantageous in making sense out of the composition. If this 
point has any general validity, then a psycho-acoustical investigation 
into, for example. The Determinants of Timbral Perception, would seem 
to resemble a wild goose chase. Lest such a conclusion seem 
unprecedented, let us recall that there have been times when (and are 
still places where) relative degrees of dissonance have been seen as 
psycho-acoustical facts about intervals in the abstract, rather than as an 
analytical idea (derivable from more fundamental peculiarities of the 
system of tonality) which we are free to discard in the presence of any 
composition which renders it analytically useless.

An acceptance of views roughly like these does not, however, enforce a 
prohibition on the straightforward perception-test: on the contrary, it  
suggests two musically relevant ways of listening to such tests. The more 
obvious, though less conventional, way is to hear the test-events in fu ll 
awareness that the test, which isn't (and wasn’t meant to be) a 
composition at all, is among other things a bad composition; that is, each 
event not only has its aural context just as surely as does an extract from  
The Ring, but the context is such that our lust to invent structures w ill 
be spiked (not suspended, spiked: no one can simply take in a sound “ i n 
no context", and awareness of some—any—context is the psychological
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equivalent of inventing some structure (however subconsciously, fa in tly  
or inappropriately) of which the given test-event is a part; and only a 
trained musician can develop the ability to at least partially recognize his 
lusts and wherein they are being spiked, and thereby develop any hope of 
assessing a test-event in a civilized manner). The less obvious way is the 
more conventional, though its particulars are conventionally understood 
in a degree that has made such tests useless: we may attempt to hear the 
test-events not within the context of the test but rather within the 
context of a remembered or imagined composition (or set of 
compositions). Bill Gale produced last year a series of test-tapes whose 
aim was to establish an acceptable electronic substitute for those 
slippery musical shades (of vaguely remembered unidentified sets of 
instrumental compositions) which are sometimes referred to as “normal 
vibrato”, “norma! amplitude modulation ... choral tone", etc. I have 
myself run a few tests on timbre and pitch —but in the context of 
(remembered) unsatisfactory realizations of pieces of my own. Loudness 
tests made by Hubert S. Howe and rise-shape tests made by Godfrey 
Winham were likewise suggested by unsatisfactory (remembered) 
electronic realizations of original compositions, but were tests 
demanding the first rather than the second way of listening. My own view 
of these tests is that their real value lies in their potential fo r 
uncovering, in connection with actual or imaginable compositional 
problems, ways of producing a relevant degree or kind of articulation —a 
matter which ! take more seriously than the pursuit of That Sound I Want 
or That Really Musical-Sounding Sound.

Since the immediate predecessor of Music IV has been discussed 
rather thoroughly in accessible journals,^ and since the stickier 
technical principles (as contrasted with some of the specifics of the two 
programs) underlying Music III and Music IV are the same, I would like 
to discuss several of Music IV’s fringe benefits. A successful Music IV run 
automatically produces, in addition to a digital tape indicating voltages to 
be impressed on a musical tape, two printed versions of the “score” for 
the piece, test, or whatever. The first of these versions is merely a 
reprint of the numerically coded score, if any, which the composer fed to 
the machine in the first place. The second version shows the results of the 
machine’s execution of any computational instructions which the 
composer may have included with, or supplied instead of, a numerically 
coded score. These computational instructions may be, in coded form,

‘ James C. Tenney's excellent article in JMT has been especially useful to us in our 
struggles with the computer-oriented Music IV manual. {Tenney also gives a short list of 
canonical writings about Bell's music programs: to his list, I would add the Music IV Manual 
itself written by Max Mathews and Joan E. Miller since Tenney's article appeared.)
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anything from “make a gradual ritard from a tempo of dotted-eighth = 
65.7 in the middle of measure 17 to a tempo of halfnote = 13.1 at the end 
of measure 88 and then immediately switch to a tempo of sixteenth = 
8059”, through “multiply the amplitudes of all notes below middle C by 
1.5”, to “generate, as 4-part note-against-note counterpoint (in which 
each ‘part’ states one trichord), all trichordal partitions of the 9-note 
collection X which involve only the trichords 017 and 035 in the 
individual parts and only the trichords 014 and 047 as simultaneities” . 
This second version is perhaps more interesting than the first, since i t 
represents the machine’s final opinion about what it then proceeded to 
put on the digital tape.

In addition to writing the output routines which enable our 7094 to 
write information on the digital tape in exactly the manner that the 
converter expects, Toby Robison has written routines which cause the 
computer to print two additional versions of the “score” which are 
indispensable for test-runs. One version simply reproduces, in the form  
of octal numbers, each of the numbers on the digital tape. These are the 
numbers which indicate the voltages to be impressed on a musical tape at 
intervals of 1/10,000 of a second, and which therefore don’t “look l ik e ” 
a score at all; on the other hand, they do happen to represent a faithful 
copy of what the machine is doing to the tape, and are therefore a court of 
last appeal. The other version is less precise but much prettier: i t
represents the numbers on the digital tape in wave form. (There is some 
local sentiment in favor of interpreting printed waveform output as our 
central artistic objective and the eventual musical tape as a sideline 
exhibition of programming and engineering prowess.)

Even though these last two forms of printout are not feasible for more 
than a second or so of sound (because of the amount of paper and p r in t 
ing-time that would be required for such representations of even a short 
piece of music—not to mention the amounts of time that nobody would 
waste trying to read such representations), the mere fact that the com
puter can. as an integral part of any run. print a score or set of scores 
fulfilling the composer’s particular specifications raises, for each run, 
the question as to what form of score would provide the most useful 
printed record of a piece which is, on the same run, coming out as sound 
anyway. Insofar as we think of a score as any set of instructions which, 
upon execution, will produce a duplicate of the digital tape, the question 
is of no interest except as a question of programming technique, since any 
score (after the tape is produced) will probably serve mainly as a 
slow-motion camera for those who persist in wondering what happened. 
However, the exigencies of composing enforce a less carefree view of 
printed instructions. Several years ago I worked out, in some detail, a 
complete schematic score for the short piece previously discussed, which
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then gave up on when I became convinced that I would not be able to hit 
upon a combination of instruments capable of making just the distinctions 
I wanted and also capable of excluding distinctions 1 didn’t want. The score 
was “complete” in the sense that all pitches in the piece had been 
assigned to attack positions; and “schematic” in the sense that each note 
was either red or green and either bracketed or not—with reds, greens, 
brackets, and unbrackets left musically uninterpreted. This score has 
proved to be unusually appropriate for realization through Music IV. Not 
only does Music IV, like any other mode of electronic sound-production, 
open up a variety of possible interpretations of such uninterpreted 
notations as I have described; but it often reduces the problem of 
realizing alternative interpretations to a problem of retyping a few 
instructions or inserting a simple Fortran subroutine. (General 
“corrections” of tempo, loudness level, degrees of waveform contrast, 
width or speed of vibrato, etc., may realistically be viewed as the easiest 
cases, in Music IV, of realizing alternatives.) This is equally true 
whether these “alternative interpretations” are to be realized
separately—in the form of different versions of the “same” piece—or in 
some sequence within a single version of the piece. A player in a string 
quartet would have good reason to regard such an instruction as “now 
play an exact retrograde inversion, at transposition 8, of what you played 
in the opening 43 measures” as material for PERSPECTIVES rather than 
as an acceptable substitute for measures 44 through 86 of his part. The 
7094, in executing a Music IV program, has no such preferences: as a 
result, a “score” may be written in Music IV which looks more like what 
would normally be considered an analysis of the piece than like a 
specification of its pitches, durations, dynamics, and so forth. It seems to 
me clear that a score which took full advantage of this opportunity to feed 
the 7094 a set of instructions, however complicated, which reflected as 
strongly as possible whatever the composer viewed as the most 
significant structure of the eventual taped sound would be a more useful 
document than a mere record of note-specifications. In Music IV, I could, 
for example, build into a set of Fortran subroutines not only such 
instructions as “treat as green and unbracketed any note which is imbed
ded in such-and-such a kind of passage in such-and-such a way”, and 
“treat green as meaning, initially, a wide fast vibrato without amplitude 
modulation; and unbracketed as meaning, initially, the harmonic spec
trum herewith enclosed; and treat green as meaning, in subsequent o c 
currences, less vibrato and more amplitude modulation than for the p re 
vious occurrence of green; and unbracketed as meaning, in subsequent 
occurrences . . but also a more fundamental set of instructions which 
would reflect the reasoning behind the greens and unbrackets, and at the 
same time produce and cause the execution of their interpretations. At the 
very least, such a score would have the virtue of exposing and document-
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ing frivolity of intent. (In unwitting anticipation of the notational ca 
pacities of Music IV, Hubert S. Howe produced last year a series of 
Fortran programs for generating and analysing two-dimensional 
pitch-class configurations which are basic to my own compositional 
procedures. (I had described these configurations and procedures in an 
unpublished monograph [written during the winter of 1961-62] called 
“Pitch-Time Correlation’’.) Mr. Howe, like Eric Regener (currently a 
graduate composer at Princeton), has also written similar programs of a 
more general applicability.)^'’ Viewed in this way, Music IV opens up the 
possibility of writing scores which are scores in the sense that a re -run  
of the same deck of punched cards would result in a duplication of the 
original tape, and which are yet couched in largely generative and 
analytical statements. Aside from the sense in which I find this resource 
of Music IV just plain appealing, I find it particularly appealing in the 
face of the considerable likelihood that all of us, after perhaps ten more 
years or so of experience with a rapidly expanding technology of sound- 
production and with a slowly developing judgment in assessing musical 
systems and compositional procedures, can achieve at least two things: 
some better ideas for electronically realizing our old pieces, and some 
new insights into our old systems and procedures.

would like to offer a concluding innuendo about the improvement of 
old procedures;

The term “composer" is being used with suggestive regularity in 
the real world (as in these occasionally distinguished pages) to denote a 
tape handler or data-processor who, although "expert" in "the field", is 
musically a dabbler. This linguistic peccadillo would be unworthy of 
comment —(musical composition has. after all. survived the far graver 
threats posed by live performance) —were it not for the fact that com
posers themselves, in their desire to avoid profiting from experience, 
too hastily and too thoughtlessly discount the likelihood that "find ings” 
developed by musical dabblers represent answers to questions which 
shouldn’t have been asked but which look enough like questions which 
should have been asked that we may in the long run be willing to overlook 
the discrepancy on the grounds that dabblers boost sales and science is 
science. We cannot correct this situation by sitting on our thumbs w a it
ing for the dabblers to fork over: surely the reverent anxiety amid which 
we solicit, ingest, and disseminate their “findings” nurtures more needs

2 Mr. Howe, together with Mr. Alexander M, Jones of the Princeton University Computer 
Center staff, is the co-author of an unpublished manual describing the input language 
currently in use in the musicological phase of the music department’s computer work—a 
language which Mr. Jones invented. Mr. Regener has written an unpublished monograph 
describing an alternative input language of his own; this language is characterized by the  
greater fidelity with which it preserves certain properties of written musical notation.
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for what they have found than findings for what we need. To any composer 
who feels inconvenienced by his scientific and mathematical ineptitude, I 
recommend the following status game: disregarding that mote in your eye, 
take a good look at (and cherish) the irrepressible musical ineptitude of 
those dabblers who have revealed findings in recent soft-cover 
publications; then set your own house in order.

Jan. 1, 1965

- 124-



from  THE NATION (etc.)
1962-1968:

II: M usic on R ecords, 1963-67

NATION: 2.2.63
6.22.64
12.14.64: Records of the \'e:ir
4.26.65
in.25.65
m.l 1.65: Some 2nth-(!enrur\- Cdassics

H A R P l d r S :  Fall 196

- 125-



THE NATION:

RECORDINGS
Benjamin Boretz

22.63
SCHUBERT: D k Schone MiHkrin. 
Dietrich Fischer-Dieskau, baritone. 
Gerald IMoore, piano. Angel (S) 3628.
____ Aksel Schiotz, tenor. Gerald
Moore, piano. Danish Odeon 
MOAKl.
Die Winterreise. Hans Hotter, bari
tone.Erik Werba, piano. Deutsche
Grammophon (S) 138 778/9.
The recordings o f  Schubert’s Die 
Winterreise by Hans H o tte r  and 
that o f  Die Schone MnHerin bv Diet- 
rich Fischer-Dieskau are both  
S3’mptomatic o f  the disdain exhib
ited bv many performers toward 
the most obvious and essential 
structural properties o f  the music 
they perform. They evidently pre
fer instead to substitute some 
completely external interpretive 
idea which is not only invariably 
far less interesting than the com
poser’s, but also gives rise to con
tinual conflicts between the direc
tions implied by the musical ele
ments and those imposed in the 
“interpretation” . Moreover, where 
songs are concerned, the presence 
o f  a text seems to increase the 
temptation to ignore the demands 
o f  musical coherence, in favor o f  
a supposedly “dramatic” projec
tion o f  qualities that can be con
jured from the words alone.

Thus H o t te r  approaches the 
Winten'eise cycle as, simply, a col

lection o f  twenty-four separate 
songs connected by a sad stor}% 
and shows no awareness o f  the 
network o f  subtle interrelations 
that binds them together into a 
formal totality. The most glaring 
evidence o f  this is his blithe de
struction o f  Schubert’s carefully 
constructed tonal curve by the 
arbitrar)^ key-transpositions o f  the 
songs purely for vocal conven
ience. The effect o f  this on the 
cycle is analogous to what would 
happen to the integrity o f  a sym
phony if one o f  its movements 
were to be transposed, or if per
haps just one or two sections 
within a single movement were 
conveniently relocated to make 
them more playable.

Other  aspects o f  the perform
ance are consistent with this level 
o f  intelligence: each song is tack
led with a kind o f  exaggerated 
gesturing that might perhaps be 
appropriate  on the scale o f  a 
Wagner opera, where an entire 
phrase sometimes functions as the 
smallest percepdble unit o f  inflec
tion, bu t  is incongruous in the 
context o f  this vocal chamber m u
sic. In  these Schubert songs, a 
single phrase is as large a unit in 
relation to the whole as an entire 
scene is to an opera, and its ar
ticulation must be equivalently 
detailed and sensitive. H o t te r ’s 
bullish performance flattens the 
motion within each song, so that 
it becomes the mere statement o f  
a single idea rather than a fuUy tra
versed and developed form. Simi
larly, the multitude o f  graduations
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of  quality among the songs is sim
plified into nvo general categories: 
“dramatic”, which mostly signifies 
considerable uncertainty about 
pitch, especially at faster tempos; 
and “ simple” , where the vocal 
qualities at least tend to be re
strained. The ec]ual importance of 
the piano part is also ignored, bur 
in this case the pianist (Hrik 
W’erba) seems too intimidated or 
too weak to produce even a rea
sonably clear background. As with 
other recent Deutsche Cirammo- 
phon releases, the recorded sound 
is hazy, and the surfaces are not 
quiet.

B\’ comparison with Hotter,  
Fischer-Dieskau's Schom' M/iZ/er/f/ is 
a model of musicianship, princi
pally by yirtue oi  the frequent 
projection of significant details 
(especialh' by the pianist, Cierald 
Moore), and by the fact that the 
gamut o f  \()cal qualities, which 
goes from whispering to shouting, 
occasionally also includes “ sing
ing” as one ot its intermediate 
stages. But the absence ot any 
deep awareness ot the nature ot 
the music is equalh' plain, if dif
ferently and less objecrionabb’ 
manifested. Again, the funda
mental tonal structure, which is so 
deliberateh’ simple in the S'dioz/c 
M/iZZer/fj that its relevance to the 
“ folkishness” o f  the songs seems 
unmistakable, is arbitrarih' disar
ranged; and even though the in
congruities here are not so great 
as in Hotter’s case, such a crucial 
long-range association as the 
repetition, in the final two songs.

o f  the relationship between the 
tonality o f  the first and second is 
painfulh’ absent. But the most 
peryasive misunderstanding is the 
shaping o f  each song according to 
Fischer-Dieskau’s reading o f  the 
Muller poems. Ilis interpretation, 
in e \e ry  case, results in accen
tuations, piirasings and emphases 
that differ from Schubert’s -— and 
Schubert’s intent is fully revealed 
in the songs themselves, first of all 
by the musical structure and sec- 
ondarih- b\- the special relation
ships between both the piano and 
\()cai pans  and the words ot the 
text.

'The incomparable superiority 
of a performance generated b\’ an 
awareness ot these considerations, 
a superiority not only in terms o f  
musical distinction but also in the 
he igh ten ing  o t  purely verbal 
qualities, is impressively dem on
strated in Aksel Schidtz’s record
ing, made just after WArid \ \  ar 1 1 . 
Schiotz traces the line and phrase 
inflections with such precision 
and delicac\’ that he :ichieves a 
sense ot complete formal state
ment despite the quite narrow 
range ot d\namics, yocal timbres 
and rhythmic differentiation that 
he actually employs. Fischer- 
Dieskau, on the other hand, for all 
his \ ()cal acting, insistent stressing 
ot high points, exaggerated tem
pos and aggressive rhxthmic pro
pulsion, seems to ctn-er much less 
giaiLind, and finall\- must rely on 
trank literary pretentiousness (he 
includes readings ot Muller’s pro
logue and epilogue, which have no
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significance whatever for the m u
sic) in order to provide even the 
semblance o f  ardstic “profundity” .

622.64
BACH: The Musical Offering. The 
Wiener Solisten, Wilfred Bottcher, 
cond. Bach Guild BG(S) 5070.
Cantatas Nos. 43 (“Gott fahret auf 
mit Jauchzen”), 182 (“Himmelskonig, 
sei will kommen”), 80 (“Ein’ feste 
Burg”), 87 (“Bisher habt ihr nichts 
gebeten”). Soloists, Heinrich Schiitz 
Chorale; Pforzheini Chamber Or
chestra, Fritz Werner, cond. Epic BC 
1276; BC 1257.
W^ebern’s instrumentation o f  the 
sixpart Ricercar from the Musical 
Offering ought to be required 
listening for anyone attempting to 
perform any part o f  the work, or to 
“ realize” the sections where no 
instrumentation was specified by 
Bach. Had the Wiener Solisten 
done so, they might have been 
discouraged from playing every
thing in parallel legato “lines” that 
blur all the essendal articulations o f  
Bach’s keyboard-oriented polyph
ony, inanely lining out the “main 
theme” whenever it appears, and 
interpolating occasional arbitrary 
hesitations into the prevailing met
ronomic thump as a substitute for 
rhythmic inflection. The real trou
ble caused by such performances is 
their plausible appearance o f  tex
tural “ fidelity” : each line in Bach’s 
bare open-score notation for the 
two Ricercars is quite literally fol
lowed through as an instrumental 
“part” ; and since the playing itself

is reasonably competent in instru
mentalism and ensemble integra
tion, the actually radical distortion 
o f  the musical context is hidden 
from the innocent listener, whose 
incapacity to detect such deficien
cies is reinforced by the prevalence 
o f  this practice in most Bach per
formances.

The Werner-Epic Cantata series 
is a happy exception, however, 
and seems to be continuing on the 
same level o f  judicious perform
ance and selection that was noted 
here previously. O f  the present 
group, the least successful is “Ein’ 
feste Burg”, mostly because o f  a 
persistent fuzziness in the choral 
texture and rhythm; but No. 43, 
which I had not heard before, was 
a particular discovery as one o f  
those wonderful late Bach works 
where a structure o f  marvelous 
inflections is hung on threads o f  
the simplest external continuity.

BRAHMS: Symphonies Nos. I-IV; 
Academic Festival and Tragic Over
tures: Variations on a Theme of 
Haydn. L’Orchestre de la Suisse 
Romande, Ernest Ansermet, cond. 
London CSA 2402.
This album does as little for one’s 
estimation o f  A nserm et’s con- 
ductorial competence as most o f  
his recent pseudo-profound writ
ings have done for his eminence 
as a musical thinker. Ansermet’s 
beat in these works is as weak and 
unvaried as that o f  a pit-band 
conductor, and his way o f  divid- 
ing measures is manifestly con- 
trar}’ to the demands o f  the scores
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in an asronishing number ot  in
stances. But what is most striking 
in these performances is his un
failing instinct for choosing the 
precise tempo at which nothing 
seems to “g o ' \  tor placing accents 
where thev are most obtrusively 
inappropriate, for slithering past 
the most broadly demarcated ar- 
ticulations, and for muffing even 
the most elementary formal tran
sitions. The result is a tri\ializa- 
tion of the music to a degree that 
one would not have imagined 
possible —  there are moments in 
the Brahms Symphonies that 
might be mistaken tor badly or 
chestrated Delibes, whicli is ]->er- 
haps a more considerable tour de 
force than 1 appreciate. 'The o r 
chestra also fails to pla\’ in tune, 
together, or at a controlled vol
ume level with enough consis 
tenev to reassure one about its 
status as a professional ensemble.

B R A IIM S :  Alto  R h a p so d \ ' ;  S o n g  ot 
Oest inv .  M A IIL I  .R; Songs  o t  a W'av- 
tarer.  Mildred  Miller, m e z z o - s o p r a n o .  
C o lum bia  MS 6488.
I I A ^ ’D N :  Svmphonie^ '  N o s .  88 and  
1(11). C o lu m b ia  MS6486. 
B R l . 'C d S N K R :  S v m p h o n v  N o .  ” . 
C 'o lumbia  M2S 69( 1.
All w i th  (A ) lum bia  S v m p h o m  ( >r- 
chestra ,  B runo  W alter, cond.

'hhe most remarkable impression 
that emerges from the totalitv ol 
Walter’s last recordings is o f  his 
ability to impose u]')on a picku]') 
group ot  IlolK-wood musicians 
the precise individual sound 
qualities with which he concei\ ed 
each o f  the works he pertormed.

Thus, even though the Brahms 
performances suppress much of 
the inner detail o f  rhythm and 
pol\‘phon\ from which the real 
strength o f  Brahms’s develop
ments arises, in favor o f  a long 
Wagnerian line (which makes the 
.Alto R hapsod \-  seem like 
Brahms’s IM'hcs/od, a parallel that 
Walter p robabh  intended;, the 
beautiful singing and playing pro
ject the authentic sound and shape 
ot the phrases, it not all their es
sential content. .And the 1 lavdn 
Symphonies ha \e  the true gutt\' 
sound ol the old Adenna Philhar
monic: a more highh' clotted and 
viscous sonorit\ than that o f  the 
best .American orchestras, such as 
Cde\eland and (dheago, but still 
clear ant! articulate, so that sono
rous masses mesh accurateU de
spite the leisureb’ pace at which 
the\' often approach. The l la \dn  
performances ol Walter's last pe
riod also seem rather less tam
pered with than his earlier a t
tempts. but his lifelong procliviu’ 
fo r imposing ext re m e d \' n a m i c 
contrasts, extended retards, broad 
sonorit\ and phrasing, and “ex
press  i e " ex a gg e r a t i o n s on
lla\ tin’s deceptiveh' straightfor
ward continuities o\'erstufts the 
context and blunts its det't and 
subtle inflective etlge.

In Bruckner and .Mahler, how
ever, Walter’s conducting is en- 
tireh' on the terms ot the works 
themselves; the Bruckner Seventh 
is perhaps somewhat less trans
parent and refined th;in in other 
perlormances, but Walter sustains
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its continuously progressive un
folding as long as an3'one could, 
with particular impressiveness in 
the seamless entrances and exits, 
and the unforced “arrivals’’ at dy
namic and sonorous climaxes. As 
far as the Songs of a Wayfarer are 
concerned, they have the charac
teristic quality o f  most o f  Walter’s 
Mahler performances, in which 
one is aware that however supe
rior in some respects subsequent 
performances ma\’ be, Walter’s 
complete faith in the relevance of 
every detail and nuance o f  these 
highly problemadc scores enables 
him to create a uniquely individual 
coherence and sound image that is 
unlikely ever to be duplicated.

ers to real heights o f  interpretive 
insight, and thev project it with 
breathtaking alertness and com
prehension.
The Wolf Italian Serenade, on the 
other hand, is a curious piece o f  
nineteenth-centur}^ neoclassicism 
that wanders from one ingenious 
connective detail to another, while 
remaining essentially featureless, 
as though no real compositional 
issues were being raised. The play
ers’ responsiveness to every sug
gestion o f  a possibly significant 
event only senses to underline the 
ultimate futility o f  the effort.

DVOIh-\K: String Quartet in C, Op. 
61. WOLF: Italienisches Serenade, 
luilliard String Quartet, RCA \dctor 
LM/LSC 2524.
The luilliard Quartet does some 
o f  its best recent playing on this 
record, with a taut, concentrated 
ensemble that provides a tensile 
framework within which events 
can be discerned clearly and con- 
nectedly. The Dvorak is an espe
cially impressive achievement,  
particularly since the Juilliard of
ten tends to tear heedlessly 
through music that does not offer 
formidable surface resistance. But 
the extraordinan^ originality o f  the 
com poser’s “ orchestral” string- 
quartet writing, in which each in
strument is treated like a miniature 
section, with a characteristically 
s\’mphonic line o f  development, 
seems to have stimulated the play-
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Rl-XXmXS off/ jeYtiAR:
12.14.64

BFFTHOM-N: Piano Sonatas: in 
B-Flat, Op. 1(16 {'‘HcVfjn/i‘rkJ{irivr')\ in 
E, Op. 109; in A-flat, Op. 110; in 
C-minor, Op. 111. Wilhelm KeniptY, 
piano. DGG 138944/45.
BRAHMS: Intermc^^zi, op. lO ;  Kla- 
vierstucke, Op. 118; Klavierstiicke, 
Op. 119. Wilhelm KemptY, piano. 
DGG 138903.
Ke///p(fs an'circness of connecfirc forwai 
ideas, especially in the linear dimension, 
gives considerable strength to both his 
Brahms and Beethoven playing, ivhich 
emerge much more cleanly on records 
than "live", although with correspond
ingly less flexibility. 0 / the sonatas 
heard both at his Caniegie f I all recitals 
and on these records, the I lammerkla- 
vier, a frequently incoherent disaster 
under the punishing physical conditions 
oj live performance, is firmly, // still 
somewhat narrowly, controlled on the re
cording {although Kempff remains an 
incorrigible .A-naturalist in the frs t  
movement). But the Op. 109, relatively 
undemanding in a purely mechanical 
sensie, was given a beautifully articulated 
performance at C.arnegie Hall, of ivhich 
the recording seems a close duplication. 
In the Brahms works, Kempff avoids the 
salon overlay imposed by many pianists 
on Brahms's hard headed ideas, while 
maintaining a subtly nuanced and tim- 
brally lovely piano sound that is trans
parently reproduced in the recording.

'nil-: C 0 1, L AM B 1 A - P R1N CI -MON
l-:i,l-:CTRONIC MUSIC CENTER: 
Babbitt: Composition for .Syntbesieger
i'1961); Ussachevskv: Creation-Prologue 
(1962); Arel: Stereo I ilectronic Music'K^o.
1 (1964); I.Liening: Cmrgoyles (1962). 
(4)lumbia .MS 6566.
7 he Babbitt is a mafor foundation work 
in the electronic medium which estab
lished, at its frst appearance, an entirely 
new sense of the potential for signifeant 
compositional development made possible 
by electronic resources; more important, 
it is a beautiful reali-gation in electronic 
terms of the qualities of Babbitt's other 
recent work, f ladimir ( 'ssachevsky was 
one of the important pioneers of Ameri
can electronic composition, and remains 
one of its most adept and resourceful 
practitioners, particularly in fnding elec
tronic equivalents for large-ensemble 
music in the traditional sense. Biilent 
. \rel is the brilliant technician of the 
group, a manipulator of electronic re
sources in tours de force of sheer sonic 
exuberance. Mario Davidovsky's work 
is a personal synthesis of the "sound" 
and "structure" polarities of the elec
tronic medium which has quickly estab
lished him as one of the most mature 
and developed of our younger prof essional 
composers. Otto Huening, the benevolent 
and musically knowing father figure of 
tin . \merican electronic-music develop
ment (as he has been of the entire ex
perimental-music tradition since the 
thirties), has a characteristically 
witty-wise and occasionally farcical ap
proach that makes capital of the oddness 
of the relationship between traditional 
musical qualities and their perceptual 
effects in electronic surroundings. This is 
a treasurable and probably historic re
cord.

- 131 -



}f
V

COPLAND: Piano Sonata (1941); 
Violin Sonata (1943); Trio l^itehsk 
(1929). Hilde Somer, piano, Carroll 
Glenn, violin, Charles McCracken, 
cello. CRl 171.
The Piano Sonata is perhaps the most 

fully realis^ed work in the 'declamatory 
instrumental style of the "abstract 
post-Piano \ 'ariations style; the Violin 
Sonata, though not the best Copland, is 
one of those forties works that have a 
sense of secure self-discovey and fu ll  
mastery within an individual musical 
territory; V itebsk  is a searching pre- 
figuration of the skeletal manner of the 
Variations, impr'essive in its gritty 
toughness and unrelieved expository 
aggr'essiveness. Having all thr'ee on a 
single r'ecor'd, well performed, is a com
pelling attraction.

MAHLER: Symphony No. 2 in 
C-minor {Kesurrectiorr). Jennie Tourel, 
Lee Venora; New York Philharmonic, 
Collegiate Chorale, Leonard Bern
stein, cond. Columbia M2S 695.
This, at least, is a Mahler symphony 
rrdjose qualities are precisely what Bern
stein conceives them to be, so that his 
customary flair makes things happen in 
the right places and most effectively; and 
his sense for the special sound of the piece 
is, for once, stunningly projected rrnthout 
hoarse strain or distoriion. It might be 
especially significant to note this record
ings superiority to Klemperer-'s, which 
succumbs to its own merxilessly analytic 
exposur-e of this wor'k's deepseated vul
nerabilities.

MENDELSSOHN: Quartets in
A-minor and D-major, Op. 13 and 
44, No. 1. Juilliard String Quartet.
Epic LSC 1287.
A .S  with the Dvorak listed above, the 
Juilliard's intense, alert playing restores 
to arresting life some of the most bril
liant and original works of the 19th 
century, too long moldered beyond heai'a- 
bility under the thick of a parlor 
Komanticism they never possessed.

POULENC: The Art of Francis Pou
lenc: Three Songs; Sonata for Two 
Pianos; Sextet for winds and piano. 
Jennie Tourel, mezzo-soprano; Leon
ard Bernstein, piano; Gold and 
Fizdale, duo-pianists; Philadelphia 
Woodwind Quintet, Francis Poulenc, 
piano. Columbia MI  ̂5918/MS 6518.
A  definitive representation of the decid
edly ephemeral qualities of the last of the 
drawing-room composers, containing all 
the Poulenc any record collection null ever 
need.

SCHUMAN: A  Song of Orpheus (with 
Barber: Piano Concerto). Leonard 
Rose, cello (in the Schuman); John 
Browning, piano (in the Barber); 
Cleveland Orchestra, George Szell, 
cond. Columbia ML 6038/MS 6638.
Song o f  Orpheus is a much mor'e au
thentic and thought-out idea than much 
of William Schuman's more extrava
gant music as, say, the rather power'- 
asseriive 8th Symphony. Although O r
pheus  is still a bit abstract and sche
matically neat (a set of "characteristic" 
variations according to an a priori for
mal plan that seems superimposed on the 
inherent tendencies of the materials), it 
has many sonically gr-acious passages 
and genuinely engaging sounds and tex-
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tnres, especially the focal "Orphic" idea 
of d  "sinoino^" (usually cello) sound 
against a liitelike 'plucking" in various 
orchestral groups.

STRAUSS: A r a b e l l a  (1 9 3 D -3 2 ) .  Lisa 
Del ia  Casa ,  A nncl ic sc  R o th e n b e r g e r ,  
D ie t r i c h  F ischer-  D ic s k a u ;  M u n i c h  
O p e r a ,  ]o seph  Keilherrh ,  concl. D ( i ( i
138883-85.
D ie  t r a n  O h n e  S c h a t t e n  ( 0 1 4 - 1 ” ). Inge 
B orkh ,  Ingr id  I^jorner,  M a r th a  Modi ,  
j e s s  T h o m a s ,  D i e t r i c h  F ' i scher-  
D i e s k a u ;  M u n i c h  O p e r a ,  j o s e p h  
Keilberrh.  D G C i  138911-14.
S y / n p h n n i a  D o n i e s t i c a  (1 9 0 4 ) .  T h e  
(Cleveland (.Orchestra, C ieorge  S>^ell, 
cond .  0 ) l u m b i a  M l .h lU ” MS 662” .

I he Strauss CAOitenan seems a good 
time to become acquainted )rith the im
mense range and extent of Strauss's 
production. These are all "shadou" 
works to the towering landmarks of his 
output: the Frau ()iinc Schatten is 
on the far slope of the Salome-F.lckrra 
period, where the sensationalism and 
dark mysteries hare become somewhat 
routine i f  no less nsonrcefnl; .\rahella 
is like a nvse old man's remake of .\ri- 
adne (}9f  J). jrith a few special efiiali- 
ties of its own, especially in the continu
ity; the Svmphonia Domcsrica has 
virtually an "and-then-l-wrote" relation 
to the earlier tone poems, and recapitu
lates many of their salient characteristics 
with nice accnrac]' — this composer al
ways knew not only what he was doing, 
but precisely what he had done. It must 
be noted that the two opera petformances 
are nnremarkably sung and played, but 
the Cleveland Orchestra sounds superb 
in the Symphonia.

4.26.65
B R A H M S :  T h e  F o u r  S y m p h o n i e s .  
Ber l in  P h i l h a r m o n i c ;  l l e r b e r t  v o n  
Karajan,  cond .  D G O  S K L  133/36 .  
S y m p h o n y  N o .  3. ( d e v e l a n d  ( ) r -  
ches tra ,  G e o r g e  Sxell, contl .  M L  6085; 
MS 6685 (S).

M\' remarks on the deterioration 
of the Berlin Philharmonic under 
\ 'o n  Karajan, made in connection 
with its complete recording of the 
Beethoven Sym]')honies (The \ a -  
tion, No\-. 9, 1963), were received 
with outraged incredulity In- some 
readers of this column. But al
though its phu'ing on these new 
recordings ot the Brahms orches
tral music is considerahh" less dis
composed, the basic ohser\-ation 
holds, anil on essentially the same 
grounds: the solo and ensemble 
wind pla\ ing is weak in the most 
tundamental orchestral respects; 
ensemble attacks and balances arc 
consistently unreliable; there tends 
to be an unsettling disconiinuit\- 
ol sound-quality at contrasting dy
namic le\'els and textural densities; 
and \ ’on Karajan's conceptual 
contribution is mostly conspicu
ous tor capricious changes ot 
tempo that ;ire obtrusiveh “inter
pretive" in their contusing disrup
tions ot Brahms’s coniinuirv. In 
p;irticular, the wind plaving reveals 
a reallv remarkable lack o f  mini
mal discij'iline: each player has 
developed eccentric timbral man
nerisms that are n()i onK' irritating 
in themseives but antithetical to 
any unitar\' ensemble (the flute’s 
booty vibrato and the overtremu- 
lous oboe are particularly dis
tracting). 'Fhe result is that dou-
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blings and combined wind pas
sages disintegrate, and dovetailed 
lines emerge as unrelated succes
sions.

A particular consideration of 
the Third Symphony, which was 
also recently recorded by the 
C lev e lan d  O r c h e s t r a  u n d e r  
George Szell, is revealing. At the 
very opening o f  the first move
ments, for example, the sonic 
contras t  is unmistakable: Von 
K ara jan’s orchestra  is heavily 
overbalanced at the registral ex
tremes; the middle that is so es
sential in the genera t ion  o f  
Brahm s’s special rhythmic and 
linear inflections is unclear and 
undifferentiated; the loud tutti is 
strained and coarse; and the only 
dynamic distinction seems to be 
from ver\’ loud to very soft, with 
minimal connection between the 
sounds o f  the one and the other. 
Where the score indicates (at m. 
609) a textural change to leggiero in 
the string and wind figuration, 
nothing changes: accents are as 
heavily marked as before, and in 
general the minimum amount o f  
overall t imbral  d if ferentia t ion  
projects an unarticulated sameness 
that is only underlined by the

J  V

fluctuating accelerations (particu
larly the one that winds up and 
charges into the beginning o f  the 
development) o f  which none is 
indicated either explicitly or con
textually by the score. And after 
the typically thin and quavery 
pla3dng o f  the crucial horn solo (at 
m. 1 0 1 ), the hyperaccelerated 
tempo is drastically decelerated

where the score asks for ‘‘poco 
sostenuto” .

This exaggeration o f  large-scale 
tempo change also destroys the 
manifold internal rhythmic sub
tleties whose perception depends 
to a large extent on a continuously 
coherent large frame o f  metrical 
reference; but even where this is 
maintained, subtle accentual shifts 
are dealt with rather perfunctorily 
(see mm. 168-180 for a particu
larly scrambled passage). The for
tissimo ensemble brass playing 
(such as at m. 188) is remarkably 
messy, too, and in general the bal
ance o f  voices seems continually 
haphazard —  individual sounds 
are always popping  out o f  the 
texture, seemingly unwilling to 
keep their proper  places in the 
ensemble, and constantly threat- 
ening to burst the bounds o f  co
herent single-ensemble sound into 
a crazy quilt o f  competing tim
bres.

These problems are even more 
conspicuous in the third and 
fourth movements, from the ex
aggerated hold on the first note of 
the famous third-movement tune 
to the senseless acceleration be
fore its repeat, the renewed accel
erando at m. 28 in which the 
basses accelerate a little behind the 
others, and the ritard before the 
third statement (at m. 45) —  in 
fact, every reprise o f  this theme 
appears to be in a different tempo.
. . . The one for solo horn (at m. 
98) is perhaps the real nadir, 
toneless and unarticulated, seem
ing more like a muted trombone
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plaved offstage than the sound 
that is most central to Brahms’s 
concept o f  orchestral sonoritv. 
And in the last mo\ ement, manv 
o f  the rhythmic complexities arc 
seriously mismanaged; some at
tacks are so uncoordinated that 
they take a full eitthth-note beat to 
complete (sec m. 90), the crucial 
triplets arc perennially uneven and 
inaccurate (especially m. 149), and 
even the final chord seems about 
to come unhinged with gaps like 
glaring ‘white’ spaces appearing in 
the sonorous tabric.

In the Cleveland recording, on 
the other hand, the sound-quality 
and articulativc sharpness are im
mediately striking; there is a re- 
markable sense o f  sonic conrinuit\- 
through all the timbral and d\- 
namic changes, in which loud '  is a 
relative degree on a continuous 
scale beginning trom ‘soft’ and 
not a matter ot noise, intensiix', or 
strain toward the limits o f  sonor
ity. And the sensiri\it\ ' o f  the 
Cleveland ensemble to rh\thmic 
difterentiations, the clarit\' ot llgu- 
rational poh’phony and temporal 
coordination —  a precision in 
which releases arc as accurate as 
attacks so that one is suddenly 
aware ot them as a crucial arricu- 
lative d im ension  that  ha rdb  
seemed to exist betore —  project 
a completeh' ditterem world ot 
music making. Moreox’er, it is 
precisely in the indi\ idual distinc
tion and remarkable ensemble ot 
its wind playing that the Cle\'cland 
Orchestra must be considered the 
superior ot other functioning en

sembles. In this sense, perhaps, 
comparisons are almost in\ idious, 
but all the more significant for the 
percepti\e listener. Notice in the 
two recordings, for example, the 
woodwind doubling and counter
pointing in the second theme of 
the first movement, especialh’ the 
sparkle ot the Cde\eland ensemble 
staccatos next to the Berlin thud; 
the preciseh' intoned and phrased 
(Cleveland unisons at mm. 55-5H 
that realize the Brahmsian concept 
()j orchestral chamber music; in
stead ot Von Karajan’s hurtling 
accelerations, S /e l l ’s coheren t  
progression into and through the 
development: the cascading dove
tailed woodwind arpeggios, like a 
continuous ihread ot sonority at 
m. 1611 in the Cleveland recording, 
anti the lucidity ol the ensemble 
playing that lollows; and the won
derful fast and total cutoffs trom 
loud tutti attacks (and strtng pizzi- 
catos) that leave sornc real articu- 
lative space (a full <.|uarter-note 
space o f  silence at m. 194 in con
trast to the persistent sotiic over
hang in the Berlin performance). 
In the second movement, com 
pare the (Cleveland horn 's  e n 
trance into the ensemble with the 
sense ot its imposition onto it in 
the Berlin recording, and the 
beautiful solo wind playing, and 
the sense that each “entrance” is 
mereh' the point at which an al
ready present instrument begins as 
well as the wav the tempo is sus
tained, held and controlled thr
oughout, so that the big rhythmic 
change where the woodwinds and
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strings are antiphonally counter
poised (m. 41) makes a real rela
tional point next to the preceding 
accentuations. In the third move
ment, the triplet figuration is part 
o f  the foreground sound that 
binds all the timbral changes to
gether; and the triplets in the last 
movement as well are suddenly 
clear as part o f  the same idea (be
cause accurately played), so that 
the building down at the 
uendo coda (which also takes place 
through triplet figuration) be
comes a genuine resolution o f  the 
entire w ork ’s structural issues. 
Howeyer,  my one reservation 
about the Cleveland performance 
arises at this point: the overem
phasis o f  the third in the final so
nority seems to me a strangely 
perverse denial o f  the chain o f  
thought and association out o f  
which it arises after so much lu- 
cidin- and care.

SCHUMANN: Symphony No. 2; 
Genoveva Overture. Berlin Philhar
monic; Rafael Kubelik, cond. DGG
138955 (S).
Schum ann’s Second Symphony, 
that most complex, difficult, sub
tle and fully realized o f  his large 
orchestral works, is conceived by 
Kubelik with a massive simplicity 
that blurs almost all its small-scale 
inflections, leaving the work to 
project only its broadest and least 
interesting level. In this sense, 
Kubelik’s is less than half a per
formance; his insensitivity to dy
namic variation is extreme: he 
hears throughout only tv’O ele
ments, a top, “main” line to which

everything else that happens is 
“accompaniment” ; and he encour
ages some brass-band pla5dng in 
the finale that brings to the fore 
the Teutonic tendencies in Schu
mann that one would most like to 
forget. Aside from the (antici
pated) bad oboe playing in the 
slow movement solo, Kubelik is 
efficient enough in eliciting what 
he conceives, but he has simply 
not discovered what makes this 
piece worth playing. The Genoveva 
overture is chiefly remarkable for 
one o f  those wonderful  Schu
mann introductions that are so 
much more promising than the 
movement th c \ deliver.

10.25.65
BELLINI: Norma. Joan Sutherland, 
Marilyn Horne, John Alexander. 
London Symphony Orch. and Cho
rus; Richard Bonvnge, cond. RCA 
Victor LSC 6166.
\ 'ERDI: Ga Forî a del Desthw. Leon
tyne Price, Richard Tucker, Robert 
Merrill, Shirley Verrett, Giorgio 
Tozzi, Ezio Flagello. RCA Italiana 
Orch. and Chorus; Thomas Schip- 
pers, cond. RCA Victor LSC 6413. 
Macbeth. Birgit Nilsson, Giuseppe 
Taddei. I’Accademia di Santa Cecilia, 
Rome; Thomas Schippers, cond. 
London OSA. 1380.
Kjgoletto. Anna Moffo, Robert Merrill, 
Alfredo Kraus, Rosalind Elias, Ezio 
Flagello. RCA Italiana Orchestra and 
Chorus; Georg Solti, cond. RCA 
Victor LSC 7027.

The Victor Kigoletto reveals, pri
marily, the continuing destruction 
o f  Anna M offo’s once brilliant 
vocal quality. Here again, the

- 136-



overuse and overprojcction re
quired o f  singers on the interna
tional opera circuit appear as the 
inevitable killer o f  any genuinely 
individual vocal sound. Instead, 
what pass for “qualities” in the 
coarse vastness o f  the opera 
houses are such exaggerated man
nerisms as Birgit Nilsson’s “ met
allism” , Leontyne Price’s off- 
center fuzziness, or Joan Suther
land’s muscular chirp. In Suther
land’s case, her metier is actuallv 
rather appropriate for the special 
requirements o f  Norw^i, which 
otherwise deserves much more 
attention to detail and phrasing 
than can be discerned in the pre
sent recording. Among the others, 
Macbeth is somewhat primitive if 
frequently striking Verdi, La For::ta 
del Destino is mature middle-period 
Verdi con tutte le forze, and Ligch 
lefto, helped by Solti’s intelligent 
control, is ever more unmistakably
the classic essay in masterly mu-

♦  ^

sic-dramatic timing. O n the other
hand, the performances directed
by Mr. Schippers testify rnainh' to
W r d i ’s astonishing ingenuity in
guaranteeing striking dramatic
results even under the shabby

¥

routine o f  careless opera-house 
tradition.

BLITZSTEIN: The Cradle Will Rock. 
Gershon Kingsley, musical director. 
MGM SE 4289.
Although I find little in this work 
beyond a rather less inventive and 
sophisticated Depression musical, 
its re-recording will undoubtedly 
exert a powerful nostalgic pull on 
those for whom it will recall the 
do - i t -y o u rse l f  a tm o sp h e re  o f  
theatre, art and music o f  the WPA 
days, and even more especially on 
those for whom the hope o f  a real 
“serious music for all the people” 
is a sadly lost —  or still envisioned 
—  artistic millenium. For an\ one
interested in American music as a 
whole, it is a fascinating insight 
into a direction that was taken 
quite seriously in the prewar pe
riod by some o f  our most cele- 
brated compt)sers. Apart  from 
these considerations, though, what 
remains to be noted arc mainly 
ca r toon-s te reo typed  characters  
and musical ideas, all considerably 
stripped down from the sharply 
contoured Kurt Weill works o f  
which the Cradle obvioush' hoped 
to be an .American extension. But 
it seems to have been dwarfed in 
every such respect even by W eill’s 
own later Broadway works. Still, 
the "message” must have been, 
then as now, unmistakable.
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WAGNER: Gotterdammerung. Birgit 
Nilsson, Wolfgang Windgassen, 
Gottlob Frick, Dietrich Fischer- 
Dieskau, Christa Ludwig. Vienna 
Philharmonic Orchestra; Georg Solti, 
cond. London OSA 1604.
Like the recent Sle^ried recorded 
by London, the present perform
ance is especially distinguished by 
the superior orchestral resources, 
under Solti’s generally intelhgent 
control and care for total sound 
and pace as well as detail. And 
again, the vocal performances are 
on the highest level currentl)^ 
available in opera  houses —  
higher, in fact, since recordings 
can utilize first-rate singers even 
for minor roles. The result is a 
total performance on a level far 
superior, for example, to the K.ing 
that  I heard at Bayreuth two 
summers ago. The sound, too, 
seems even cleaner and more ef
fectively projected at extremes of 
intensitt" and density than in the 
earlier Siegfried.

All this is particularly impres
sive in view o f  the special inter
pretive conditions confronted in 
Gotterdammerung. O f  all the Bring, it 
is the most muldlaterally ramified 
(naturally enough, since there 
c o n v e rg e  in i t  th e  d r a 
matic-musical threads o f  each of 
the more singly developed earlier 
parts). In one sense, the variety 
thus generated presents less o f  an 
articulative problem than do the 
longspanned unitary textures o f  
some o f  the others. O n  the other 
hand, the total time span o f  Got- 
terddmmerung is commensurately

(though not literally) extended to 
connect the time sense in each 
section with its generative origins 
(for Wagner was completely seri
ous in regarding the Ring as a sin
gle four-evening work!), so that 
the individual sections present an 
at least equally difficult task in the 
realization o f  their organic unity.

BERLIOZ: Borneo and Juliet. Gladys 
Swarthout, John Garris, Nicola Mos- 
cona, NBC Symphony; Arturo Tos
canini, cond. RCA Victor UM 7034. 
Romeo and Juliet. Rosalind Elias, Cesare 
Valletti, Giorgio Tozzi. New England 
Conservatory Chorus; Boston Sym- 
phony Orchestra; Charles Munch, 
cond. RCA Victor LD 6098.
Berlioz was the 19th-centur}^
Varese, and his absolutely original
sonic vision was most fully and¥

multi-dimensionally realized in¥

Romeo and Juliet. O n this level, it 
seems to me that Berlioz still 
awaits his conduc tor ;  neither 
Munch’s fondling nor Toscanini’s 
crackling efficiency really explores 
much o f  what one can “hear” 
from even a superficial reading of 
the score: the violin line at the 
opening o f  “Romeo Alone”, for 
example, requires an awareness o f  
the inflective sense o f  ever}^ turn 
in its fantasdcally complex course 
to guide its coherent articulation. 
But Munch’s indiscriminate hesi
tation on every note and T o s 
canini’s brisk observance o f  exact 
noted durations are equally in
adequate to project either this or 
its development in the passages —  
through the end o f  the Love 
Scene —  that follow.
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O n the wliolc, however, the 
complexity ot the score gives the 
contemporary sound resources 
on the Munch recording the de
cided advantage, although the 
neatness o f  the plaving that 
Toscanini evokes at great heights 
o f  speed and complexity (aside 
from the “ live” -pert‘ormance ac- 
contnf//enfs o f  audience coughs, 
conductorial vocalism and instru
mental is rather more at
tractive than Munch’s somewhat 
messy, blurred outlines.

BRUCKNl-.R: Svmphonv No. 4. Phil- 
harmonia Orchcsira; Otto KlcmpcrLT, 
cond. Angel 36245.
D\'ORAK: Svmphonv No. 6 (“I rom 
the New World")- Philharmonia ( )r- 
chestrn; Otto Klemperer, cond. Angel 
36246.
K le m p e re r ’s in te g ra i i \e  giMs 
achieve spectacular results in m u
sic like Bruckner's, where long, 
and not always ecjuallv weighted, 
spans threaten to wander into 
perceptual randomness. In par
ticular, the ' ‘white” registration ot 
Bruckner's organ-deri\ed orches- 
tration is beautiiulh’ realized in 
this recording, and the larger time 
units in which essential rhythmic 
shapes are projected —  ovcrhing 
point-to-point literal reiteration —
are immediateh’ and continuoush' 
cx'ident. 'Fhus the pacing and 
dovetailing in both phrasing and 
instrumental entrances in the slow 
movement are an especial discov
ery. Still, this is perhaps the least 
cxplorat(;rv ot Bruckner’s s\'m- 
phonies, and the mereh' “charac

teristic” cjuality o f  its turns o f  
harm ony  and sonoritx' o t te n  
seems more decorative than rcla 
tionallv significant. There remains 
a considerable subtlet\’ in the 
m o\em ent- to -m o\cm ent  associa
tion that is made remarkably ap
parent in this pertormance and 
ma\’ be sulllcient reward to listen
ers patient enough to wait tor 
them during the long stretches ot 
internal inactivity

rh e  Dvorak “ New W O r ld ” 
Svmphom' represents, along with 
the recent record ing  o f  the 
Tchaikowsk\ I itth Svmphonv, 
K lem pere r 's  m os t  significant 
contribution to a seriously misun
derstood domain ot  the music 
literature, l o r  tliese pertormances 
make pro tound structural sense- 
out ot pieces that are usually ex
ploited eniircK' tor their local 
prettiness, brilliance or f>rchestral 
opulence, i'he real originalit\' ot 
D \’orak's \ivid orchestral sonori
ties is in their primary function as 
formal ar t iculanis;  and they 
‘sound' e\ en more stunning when 
their tormal impact is realized. In 
this light, the wav Klemperer 
e\olves a dynamic curve to which 
every nuance ot harmonic, linear 
and timbral intlection contributes 
should gi\e a new dimension to 
most listeners' concepts o f  o r 
chestral virtuosity.
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SOME 20th-CENTURY
CLASSICS:

10.11.65
STRAVINSKY: ApoHo (1928) Colum
bia Symphony; Oipheus (1946) Chi
cago Symphony Orchestra, Igor 
Stravinsky, cond. Columbia MS. 6646.
These two works are among the 
most specially treasured by “in
side” Stravinskyans: unsensational 
in surface, but spectacular in the 
subtlety and richness o f  their de- 
tails and formal designs, especially 
in the direction o f  the restraint 
and precision that are so powerful 
in Stravinsky’s recent music. In 
Apollo^ this is centrally evident in 
the incredible variety o f  sonority 
drawn from the string ensemble, 
and in the unique phraseology 
generated by a stunning revalua
tion o f  the formal meaning o f  a 
“lyrical” continuity. And in O r
pheus, the selection o f  timbres 
around the inidal harp sound (a 
process that actually “happens” as 
the harp is gradually surrounded 
and submerged by the mounting 
overlap o f  pitches sustained from 
its own steadily unfolding line) 
creates sonorities that resonate 
through later works from Agon to 
Movements and beyond. Here, too, 
a filmic intercutting (it becomes a 
“dissolve” in the slower tempo at 
either end, the most wonderfully 
“ deliberate” passage in all o f  
Stravinsky’s even-note continui
ties) is the articulative basis for a 
total time-sense that, even for 
Stravinsky, is singularly original —  
especially as he hears it on these 
extraordinar}^ recordings. Indeed,

this soon-to-be nonagenarian re
mains his own discerning inter
preter; the Apollo he conducts, for 
example, is a revelation in the re
placement o f  the “ sweetness” o f  
every other performance by an 
“edge” and muscularity that  is 
most belligerently sxsx-StegJried-ldyll- 
like. The playing by the Columbia 
Sym phony  strings is precise 
enough, though not  as clean or 
unforced as the Chicago Orches
t ra ’s perfo rm ance  o f  Orpheus, 
which is as close to ideal for the 
sonority o f  the piece as one need 
imagine.

BARTOK: The Six String Quartets. 
The Juilliard String Quartet. Colum
bia DL317/ D3S717.

The string quartets remain the 
Bartok literature, the source o f  
almost everything original and 
significant in his compositional 
thought. Even the First Quartet is 
in striking contrast to the superfi
cially “ m oderne” music Bartok 
was producing in other media at 
about the same time. Indeed, the 
First is already quite clearly the 
work o f  a serious and probing 
deployer o f  notes, especially in 
terms o f  linear interrelations —  
the special “counterpoint” o f  the 
traditional string-quartet texture 
—  although the resultant harmony 
seems to discover rather too Utde 
ramification for all the compli
cated activity out o f  which it 
arises.

But one is also ever more 
aware, and particularly in these 
most important works, o f  aU the
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inconsistencies and limitations oi 
scope and depth that diminish 
Bartok's size among the 20tlv 
century musical visionaries. In 
particular there remains an occa
sionally disturbing eclecticism, the 
sudden appearances ot tamiliar 
sounds unsubsum ed within an 
overall con tex t  —  the Idszt 
added-sixth chords in the hirst 
Quartet, or the hurd\’-gurd\ music 
in N o 5.

C')f the other quartets, the Sec
ond also predates Bartok’s rather 
la te -deve lop ing  com pos i t iona l  
maturity. Nevertheless, it explores 
the dissociation and merging ot 
(in the first movement) simulta
neously and (in the second) suc
cessively occurring planes o f  tex
ture, rhythm, tempo and register, 
with some arresting results, it still 
an ultimate sense o f  overall in
completeness and conceptual un
certainty.

'hhe Third and h'ourih Quar
tets, on the other hand, reveal a 
sustained compositional intensity 
that creates, out ot an amalgam ot 
“ heard” srring-cjuartet contexts 
from Beethoven to Webern, an 
articulativc uni\ersc ot its own 
and is the focal achievement that 
really justifies the continued cur
rency o t  the entire set. I he 
Third’s remarkable idea o f  sonor
ity and organization is apparent 
from the outset; perhaps tor the 
first time in Bartbk’s work, the 
event-succession seems totally 
generated out ot a comprehensive 
internal procedure, and the result 
is an immediateh' fascinating web

o f  association in a palpable toial- 
it\'. In this context, all ol Bartok’s 
prodigious inventi\'eness in string- 
quartet sonority tocuses on the 
articulation o f  importan t  rela- 
tionshij-)s, and this tunctionality 
gives the famous “ etlects” their 
real brilliance.

'i’he h'oLirth is a “ fourth c|uar- 
tet" in the Schoenberg sense amid 
Bart(')k’s work, the locus classicus 
for an\' observ.uions about his 
atiempi lo reconstruct a new syn
tactical coherence b\- nontonal 
means. It is, surely, the most con
centra ted  and directed of all 
Bartfik’s works, certainly the one 
that most rewaixls repeated and 
attentive listening — particularly 
to progressive expansion ot the 
interval-spans that form the me
lodic core ot  each successive 
m o \em en i ,  and the descending 
curve that ends with the return to 
the interval vocabulary ot the 
opening.

rhe last two quartets appear to 
retrench from the resourcefulness 
and control e\'ident in the Third 
and h'ourth (whose cjualities, in 
fact, seem to ha \e  undergone no 
real further development in an\‘ of  
Bart(')k's later music). Instead, 
there is often a facile cttec- 
tiveiiess, an apparent willingness 
to settle tor the association that 
arose most immediateh' and im- 
provisatorilv. I 'he fifth  is thus a 
somewhat diluted restatement ot 
elements of the fOurth, while the 
Sixth takes the direction o f  a kind 
o f  wandering h ricism that, tor all 
the external ingenuit\' ot its pro-
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gressiveJy fuller harmonization o f  
a “basic line”, fails to convey any 
powerfullv motivating structural 
concern.

The Juilliard Quartet  first re
corded these works some sixteen 
vears ago, and the superiority o f  
those performances has never 
been challenged. The group has 
bv now discovered in the quartets 
a range o f  varietv and nuance that 
considerably modifies the unre- 
lieved aggressiveness o f  the earlier 
approach. At the same time, the 
juilliard has acquired a securit}' in 
every detail o f  the scores that re
sults in a level o f  mechanical en
semble hardly ever encountered 
even in the most familiar tradi
tional literature, and marred only 
by an occasional want o f  timbral 
finesse. Given the excellence of 
the recorded sound as well, there 
would seem to be no further need 
to look for a definitive recording 
o f  the Bartok quartets. For this 
reason, one especially regrets the 
substitution in the new album of 
some really pretentiously silly pro
gram notes for the uniquely illu
minating, actually path-breaking 
remarks that were included with 
the old set.

Virtual Conversat ion 2:
[JKR, 2003:] 4 Darkhorse
Candidates:
Alexei Haieff: Piano Concerto 
Roger Goeb: Woodwind Quintet 
# I
Walter Piston: Sonata for Violin 
and Piano
Nikolai Lopatnikoff: Sonata for 
Violin and Piano

Harpe?-’s, 1966 
STRAVINSKY; Stravinsky Conducts 
Persephone. Vera Zorina as Perse
phone; The Columbia Symphony 
Orchestra; Igor Stravinsky, cond. 
Columbia MS6919.
Andre Gide’s Persephone, with its 
vacuous mythos and relentless 
verbal liquidity, along with the 
vapeiirs mjstiqties o f  Ida Ruben- 
stein 's metier o f  melodramatic 
recitation, presented an obviously 
maximal challenge to Stravinsky's 
normally transcendent capacity to 
transform what appear to be ex
tremely adverse contextual con- 
tingencies into the vividly defined 
elements o f  powerful new musical 
inventions. But where the worlds 
o f  such as Pergolesi, Diaghilev, 
Billv Rose, Barnum and Bailey, 
T ch a ik o w sk y ,  H o g a r th ,  and  
Woody Herman were all appro
priated with aplomb and panache 
into Stravinsky's syntactical syn
thesizer, where they were proc
essed through 'appropriate' analo
gies which elevated them to spec
tacular heights o f  artistic conse
quence, the literary-theatrical fluff 
o f  the Parisian salon world re
mains, in Persephone, unam enable  
to Stravinsky's multiple ingenui
ties, and persists in diffusing the
many strokes o f  brilliance in so-✓
nority, texture, and continuity 
with which he invested it. For the 
subtle variation in phraseology 
and articulation within each sec
tion, and the macro-scale differ
entiation in sonority and configu
ration between the first-act 'up
per-world' (strings, percussion) 
and the second-act 'underu^orld'
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(low woodwinds and brass), fol
lowed bv the gradual and breath
taking retransformation bv the 
second into the first as Perse
p h o n e  'a scen d s ’, are am o n g  
Stravinsky's music-theatrical trou
vailles. But the accompanying me
lange o f  pitch- and duration-un
controlled spoken recitation, the 
dramatically and verbally ambi
guous solo tenor role, the dec
orative balletic interspersions (the 
first performance was mimed as 
well!) and the pervasive choral 
wallpaper, creates a terminally en
cumbered presentational en\iron- 
ment.

This new recording perhaps 
underlines the ultimate softhead- 
e d n e s s o f Persephone's con cep ti o n 
with the extreme elasticity and 
precision o f  articulation that 
Stravinsky almost belligerenth’ 
evokes from his players —  every 
unit ot the srringtrill burr in the 
first part stands out as a distinct 
articulate entity; and the choral 
phraseology is so clearly demar
cated that its occasional aimless
ness, stagnation, and event- emp
tiness are sharply extruded. \^era 
Zorina makes all the right lugu
brious vocal noises as Persephone, 
but Michele Molese as l-’umolpus 
is occasionally short o f  phrase and 
hazy ot pitch. 'I’he chorus and 
orchestra seem to be doing what 
Stravinsky wanted.
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THREE LECTURES TO SCIENTISTS

J. K. RANDALL

I
Theories of Musical Structure as a Source for Problems

in Psycho-acoustical Research
‘Head to the Acoustical Society of America, Boston, 613166.]

LET us explore for a moment some paradoxical consequences of the view 
that a piece of music—whatever else it may or may not be besides— can be 
viewed as an antholog)’ of sound-events each of which can be 
psycho-acousticaUy investigated on its own; and that the scientific 
investigation of the perception of such sound-events has nothing in particular 
to do with the artistic capacities of the investigator. Even at the risk of having 
to disinter it first, I would like to cast doubt upon this view— not because I 
suspect that psycho-acousticians are too prone to graze in the pastures of art, 
but because I suspect that their own work suffers a severe malnutrition 
resulting from their not being too fussy about what they eat when they do 
graze there.

A psycho-acoustical investigation of a sound-event (or sequence or 
combination of sound-events) is normally carried out utilizing not only the 
usual varien- of washed and unwashed auditors, but also a varien^ of 
sound-event contexts in which the test-event is imbedded. For example, a 
npical event in a perception test will be designed to elicit from an auditor a 
statement that two sounds are roughly the same in some clearly (or 
not-so-clearly) defined respect or that, in this respect, one is more this or that 
than the other. Now since the scientist is well aware that responses to any 
one event may depend in part upon the exact context provided by the 
sequence of events which constitutes the test as a whole, he is properly 
concerned to build any central event into a variety of contexts; and hence he 
is properly concerned to develop some contexts for this event which, in his 
judgment, might tend to suggest one response and others which might tend 
to suggest another, perhaps even an opposite, response. It would seem then
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that a scientist framing a perception test is required n()t mcrelv to know a 
great deal about the interactions of the various pcrccix’able aspects (durational, 
inteiwallic, etc.) of sound-sequences upon one another in inlluencing whatever 
mav be “perceived” about some individual elements or elements within those 
sequences; he is required also to exercise no little skill in inventing sequences 
which will possess the double virtue of introducing a relevant varietv of 
intluences without at the same time introducing iniluences wliose operation 
the scientist mav be unaware of. (With luck, of course, his evaluation of 
responses to his test might lead him to discover these unintended influences. 
But luck is apt to be fickle: it seems at least equallv probable that, were the 
responses nicelv uniform, the case would be premaiurelv closetl.)

At the risk of sounding fainth' socratic, I would like to ask b\ what name 
we traditionalJv refer to someone who exercises no little skill in in\eniing 
sound-sequences which reflect the kinds ot knowledge and possess the kinds 
of virtue just described. .\t the least, we call him a composer; and we call his 
inventions compositions, ^’et it is essentia! to the scientist's alleged artistic 
non-involvement that he modestlv insist upon a ratlical distinction in kind 
between the humble perception test and the loftv realm of musical 
composition, a distinction which is alleged to thrive upon the fact that 
perception tests traditionallv (and intentionallv) lack artistic merit. But mere 
lack of artistic merit is insuftlcienr. The “clean” psvcho-acoustician's claim t)f 
artistic noninvolvement rests additionalh' upon our abilitv to view his 
“arristicallv” worthless sequences ot sound-events as //^>//compositions rather 
than as had compositions: tor it his noncompositions cam' with them that 
power to elicit misguided responses to individual component elements in 
anvthing like the degree to which compositions so notorioush'do (as anv 
composition teacher who has on occasion been irustrated in his attentpt to 
identifv “the trouble” with some dismal undergraduate concatenation ot notes 
can testitv), then it would be more germane—indeed, it would be 
essential— to the scientist’s purposes simplv to classitv his traditionallv 
artisticallv worthless sound-sequences as had compositi(.)ns, aLlmit that his 
artistic non-involvement is a mvth, and proceed to improve his compositional 
technique. It seems to follow that the “clean” ps\'cho-acoustician must stake 
his professional life upon his (or someone’s) providing a satisfactorv answer 
to this double-barreled question: What is a ///-///composition? . \nd wherein lies 
its safeguard against our shredding its scientific insulation bv mistakenlv or 
Linwittinglv listening to it as if it were simplv a bad composition? 1 can’t 
answer this cjuestion. But more importantlv, 1 can't imagine how it ctnild be 
answered bv anvone who was nf>t invoking rather elaborate lechniejues of 
specificallv contextual (i.e., specihcallv musicah anah'sis: how else could we be 
sure that our “noncompositions” reallv lacked some all-too-suggestivc cpiaiities 
of (good or bad) compositions than bv thoroughlv in\-estigaring at least the 
qualities of compositions? .\nd since anv technique of organizing 
sound— however inadecjuate when unsupported bv other techniques— is
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likely to enter into full-fledged musical composition from time to dme and to 
be extensively explored there and to become willy-nilly a technique of musical 
organization, how can the “clean” psycho-acoustician eventually construct 
“clean” sound-sequences (i.e., noncomposidons) without mastering the 
composidonal technique of utilizing only those techniques of musical 
organizadon which serve his nonmusical purposes while eschewing all those 
which might get in their way? that is, without becoming not merely a 
composer, but a spartanly disciplined composer to boot?

Thus we have arrived at the following dilemma: Either the disdncdon 
between noncomposidons and bad composidons is tenuous, in which case 
there is no such thing as “clean” psycho-acoustics; or there is indeed such a 
distinction, in which case the psycho-acoustician must master whatever 
compositional techniques are appropriate to the production of noncomposi
tions, and hence in which case there is no such thing as “clean” 
psycho-acoustics.

If my reasoning has been more or less correct thus far, then I hope it is 
clear that I do not wish to say to psycho-acousticians: Quit grazing in my 
pasture. On the contrary, I want to say something like this: Inasmuch as you 
must graze in my pasture whether you mean to or not, please examine the 
terrain at least well enough to be confident that you are munching on what 
grows there rather than on what no one has bothered to remove yet. Now 
just how well is well enough?

In working with electronic sounds— especially with unfamiliar ones—it is 
a matter of ever\^day musical experience that compositional possibilities (that 
is, relevant musical contexts) for some sound may emerge only gradually: 
concomitantly, my ven* awareness of certain properties of the sound may 
emerge only graduall)-, and it is precisely my proceeding to exploit the sound in 
a variety of musical contexts that brings these properties to the fore. The 
essential point of this musical experience for psycho-acoustics is this: only 
after a certain amount of compositional exploitation is anyone in a ver\  ̂good 
position to know what to test.

Now perhaps it seems to the psycho-acoustician that there are a sufficient 
number of purely routine questions which must be asked about any 
sound-e\'ent, and which require virtually no special musical insight to 
formulate. But I think it perfectly realistic to say that the more adept someone 
becomes at specifically musical analysis, the more he justifiably tends to doubt 
the utilip', and sometimes even the meaningfulness, of those allegedly “rou
tine” questions.

Let me illustrate by invoking a ver}- familiar musical example about which 
I will ask a couple of very elementarj^ and routine psycho-acoustical 
questions. Notice as we proceed how heavily what we “do” hear comes to 
depend upon what we can hear if we try, and upon what we think we ought
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to  h e a r  in pu rsu i t  o f  w h a te v e r  w e  th ink co n s t i tu te s  a c o h e re n t  musical 

st ructure.

L o o k  n o w  at  C h o p in ' s  P re lude  N o .  10 in \ i  Flat, m m .  0-16. T h e  second  
h a l f  o f  this passage  exhib i ts  relations traditionallv called en h a rm o n ic  
ecjuivalences. In this case a t  least th ree  m a j o r - m i n o r  scales are s imultaneously ,  
t h o u g h  p e r h a p s  o v e r  dif ferent  t im e - sp a n s  in dif ferent  registers at different 
stmctLiral lavers, re levant  for  inrcr\-allic m e a s u re m e n t s :  the  m a jo r -m in o r  scales 
w h o s e  ton ics  are, rcspec t i \  clv, l i flat, Cj , and  flat. (’I 'hat tliis success ion  of 
local tonic  n o te s  spells o u t  the  tonic  triad o f  tlie piece as a w h o le  is 
s o m e t h i n g  th a t  a t ra ined  music ian  w o u ld  no t ice  o n  first hearing.) Pi tch-classes  
b a n d  7 (co u n t in g  he re  all C ’s, B sh a ip s ,  and  D  double-f la ts ,  o r  w h a te v e r ,  as 
p i tch-class  zero;  up  th ro u g h  all B's, ( .  flats, o r  whatev er, as p i tch-class  eleven) 
arc  b o t h  co n ta in e d  in all th ree  o f  the  scales 1 m e n t io n e d .  ( )nlv in the  ( i scale, 
h o w ev e r ,  is th e  scalar interval f rom  6 to  “ no /r:^rro . In this scale the  pitch 
classes 6 a n d  ^ are d is t inct ,  co n se c u t iv e  sca le -s teps— w hich  is to  sav tha t  they 
del imit  an  interval o f  of/c  scalar unit. In  the \ i flat o r  B flat scale, bv contras t ,  
6 and  '  are  s implv  a l ternat ive  ve rs ions  o f  the sa m e  sca les tep— w h ich  is to  sav 
th a t  rhev del imit  an interval o f  zero scalar units  e v e n  th o u g h  they delimit,  as 
alwavs, a c h ro m a t ic  interval o f  o n e  unit.

N o w  let m e  ask m v \ 'erv e lem enia rv  aiul rou t ine  psvcho-acoustical  
q u es t io n  a b o u t  a part icular  place in this passage: Are the it itervals ( i  o v e r  C. 
and  Ct flat o v e r  C  flat identical in sizer

O n e  defensible  a n s w e r  w o u ld  be  th e  tollowitig: At the  m o s t  loc;il level, 
ves. . \ t  the  tw o -m e a s u re  level, no: the  (. f1ar-() flat fu n c t io n s  as ('. flat-b 
sha rp  and  the re fo re  is chromatica l lv  the sam e  in size b u t  scalarlv different.  In 
relation to  the im p e n d in g  tonic izat ion of B flat: perhaps .  In general: the 
musical  c o h e re n c e  o f  the passage  subs is ts  in part  o n  the var ious  fu n c t io n s  of 
the  dvad C flat-Ci flat, each  of w h ich  induces  a d if ferent  scalar m e a s u re m e n t .  
B u t  p re su m ab lv  niv e lem entarv  and  rou t ine  psvcho-acous t ica l  ques t ion  
env is ioned  n o th in g  m o r e  challenging to  the ; iuditor than  u n a d o r n e d  chrom at ic  
m e a s u re m e n t .

In  o t h e r  w o rd s ,  w e  have  b r o u g h i  to  light a sense  in w h ich  m v  elementarv 
and  rou t ine  psvcho-acous t ica l  q u e s t i o n — w h ich  merelv asked  for a
c o m p a r i s o n  o f  the  sizes o f  tw o  i n t e n a l s — co n ta in ed  a hit lden a s s u m p t io n  
tha t  anv  t ra ined music ian  k n o w s  to b e  false in the  c o n te x t  o f  the m us ic  w e  
all k n o w  best:  namelv,  the a s s u m p t io n  tha t  an au d i to r  will at least refrain 
f rom  m easu r in g  a single interval a long  incom pat ib le  scales s imul taneouslv .  It  
tu rns  o u t  tha t  the  s t ruc tu re  o f  tonal  m us ic  has been  induc ing  just such  precise 
s im u l ta n e o u s  aural m e a s u r e m e n t s  a long incompatil^le scales tf)r at least t w o  
and  o n e - h a l f  cena ir ies .  A nd  o u r  g rasp  o f  this s t ruc tu re  wfjuld b e c o m e  shakv 
indeed  w ere  w e  h e n ce fo r th  to (.lecline, in the con tex t  o f  classical tonalitv,  to 
p e r f o r m  these  prod ig ies  o f  preci ' 'e  aural m e a s u re m e n t  which  t ra ined music ians  
p e r f o r m  o n  first hea r ing  with  a b o u t  th e  degree  of effor t  the \  e x p e n d  telling a
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violin f r o m  a cello. (It fo l lows th a t  fu r th e r  mus ica l  analysis w o u l d  be  required 
to  evaluate  an  asser t ion  th a t  th e  re-a t tack  o f  G  flat o v e r  C flat r ep re sen ts  a 
change  f r o m  a scalar 6 th  to  a scalar 4 th ;  a n d  I w o u ld  b e  h a p p y  to  
coun te ras se r t ,  o n  the  basis o f  musica l  analysis p e r f o r m e d  o n  s o m e  o the r  
occas ion ,  th a t  such  an  asse r t ion  o v e rd o e s  a g o o d  thing.)

Please no t ice  the im pl ica t ions  o f  this C h o p in  e x a m p le  (wri t ten  well o v e r  a 
cen tun-  ago) fo r  an  even  m o r e  e lem en ta ty  and  ro u t in e  p s 5x h o aco u s t ica l  
q u e s t io n  such  as this: “A re  th e  fo l low ing  tw o  p i tches  th e  sa m e  o r  d i f fe ren t?”

In  th e  c o n te x t  o f  the  m us ic  w e  all k n o w  best ,  a su ccess io n  o f  G  flat— F 
sh a rp  is b o t h  an  ident i ty  o f  p i tch  a n d  an  inferable  scalar descen t .  F u r th e rm o re ,  
a violinist,  fo r  exam ple ,  in playing a success ion  G  flat— F  sh a rp  m ig h t  actually 
play u v o  no t iceab lv  d i f fe ren t  p i tches  in  o r d e r  to  ar t iculate the  local func t ion  o f  
each: a n d  vet  the  h a rm o n ic  c o n te x t  w o u l d  u n d o u b te d l v  require  th a t  w e  
inteq->ret these  tw o  d is t inc t  p i tches  as rep resen ta t ives  o f  th e  sa m e  pitch. T o  
m a k e  m a t te r s  even  w o rse ,  the  viol inist  m ig h t  legitimately play th e  F  sha rp  
slightly h ighe r  th a n  th e  G  flat; so  th a t  an  inferable  scalar d e s c e n t  m i g h t  actually 
a n d  legitimatelv be  plaved as an  a sc e n t  in  pitch.

M y  e x am p le  raises by implica t ion  tw o  ra the r  m o r e  general p o in t s  w h i c h  
seem  to  m e  o f  fu n d a m e n ta l  im p o r t a n c e  to  psycho-acous t ica l  research: First: 
A ny  trained m us ic ian  c o u ld  hea r  th a t  C h o p in  passage  in the  t e rm s  I have  
indicated  w h e t h e r  o r  n o t  he  e n d o r s e d  m v  descr ip t ion .  Second :  A n y  trained 
m us ic ian  c o u ld  ed i t  o u t  f r o m  his  h e a r in g  o f  th a t  passage  at  least  s o m e  o f  th o s e  
desc r ibed  character is t ics  w h ic h  s e e m e d  to  h im  irrelevant o r  d e t r im en ta l  to  his 
o w n  c o n c e p t io n  o f  the  s ignif icant m us ica l  s t ruc tu re  o f  the  passage.

T h u s  ta r  1 have  spelled o u t  s o m e  familiar musical  s t ruc tura l  cond i t ions  
u n d e r  w h ic h  a clear pe rcep t ion  o f  unm it iga ted  inter\ 'allic identity,  o r  o f  a 
higher a n d  a lo w er  pi tch ,  m ig h t  b e  n o t  just  i r relevant b u t  d o v m r ig h t  
misleading. \^erv similar co n d i t io n s  can  b e  spelled o u t— a n d  vet on ly  w i th  the 
aid o t  specifically musical  analysis— for  su ch  aUegedJy b read -an d -b u t te r  
c o n c e p t s  as oc tave-equ iva lence ,  c o n s o n a n c e  a n d  d i s so n a n c e ,  th e  defini t ion o f  
ro o t s  a n d  tonics ,  etc.; a n d  can  seiwe to  m a k e  e v e n  m o r e  palpable  the  dangers  
o f  d i s c o u n t in g  the  possibi li ty  (d iscussed  by a recen t  c o n t r ib u to r  to  P e rsp e c tiv e s )  

tha t  “pe rce iv ing” m us ic  is (and o u g h t  to  be) a p ro c e s s  o f  inv^enting s t ruc tu res  
o u t  o f  aural im press ions  der ived  n o t  m ere lv  f ro m  “p e rce iv ed  s o u n d ” b u t  f rom  
s o u n d  perce ived  in w h a t e v e r  w ay  b e s t  appeases  o u r  desire  to  inven t  
s t ruc tures .  N o r  s h o u ld  w e  d i s c o u n t  th e  possibilit\- th a t  pe rcehdng  just plain 
s o u n d ,  mus ica l  o r  o the rw ise ,  is similarly p e rm e a te d  b v  o u r  desire  to  inv-ent 
meaningfu l  s t ruc tu res— a poss ib i l im w h ic h  I im agine  s o m e  psychologis ts  
w o u ld  claim a m o u n t s  to  a v ir tua l  certaintv.

My rea so n  fo r  belie\’ing  th a t  psycho-acous t ica l  resea rch  s h o u l d  k e e p  in 
t o u c h  w i th  c u r re n t  c o n c e rn s  in c o m p o s i t i o n  is part ly th a t  musical  
c o m p o s i t io n  c o n t in u e s  to  plav the  cen tra l  ro le  in defining th e  cu r ren t  frontiers 
o f  the  aurally perceptible  (and in sh a p in g  the  m o d e s  in w h ic h  w e  auraUv

- 148-



perceive);  a n d  part lv that  the  e v o lu t io n  o f  n e w  musica l  sy s tem s  is s o m e t i m e s  
a prerecjuisite to  o u r  u n d e r s t a n d in g  o ld  o n e s — a n d  especially to  ou r  
u n d e r s t a n d in g  th a t  soirie o ld  musica l  sys tem  w as  just a musical  sys tem  rather 
th a n  the  perennial e m b o d i m e n t  o f  the  laws o f  percep t ion .  A n d  u n q u e s 
t ionably ,  the  {lowering o f  th e  so-cal lcd 12- tone  sys tem in o u r  era  has  gi\-en us 
a n e w  perspec t ive  o n  th e  sys tem  o f  classical lonalitv.  ' f h e  real ization tha t  such 
traditional musical  c o n c e p t s  as the relative cons( ;nance  a n d  d i s s o n a n c e  ot 
in tervals  are  i r re levant  to  th e  analysis o f  12-tonc m us ic  has led c o m p o s e r s  and  
musica l  analysts  to  re -ex am in e  the  fu n c t io n  o f  these  c o n c e p t s  in their 
t rad i t ional  con tex t .  W hat  w e  have  s o u g h t  to  def ine  is s o m e  ahistorical sense  
in w h ich  these  c o n c e p t s  m ay  be  said b o th  to  cohere  and  to cohere  in such  a 
wav as to  sh ed  light o n  the  layer-s tructure  peculiar to m us ic  in the  tonal 
system.

b'vcn m o r e  surpris ing ,  p e rh ap s ,  is the  realization that  the  n o t io n  o f  t imbre 
m ay  b e  n o t  to o  m u c h  m o r e  th a n  o n e  o f  th o se  le f toyers  f ro m  a d e a d  musical 
system. In  e lec t ron ic  m us ic ,  w h e re  spectra ,  enve lopes ,  v ibra tos ,  and  t r e m o lo s  
m ay  be  s t ru c tu re d  o v e r  a w h o le  c o m p o s i t i o n  with  the degree o f  subile t \ '  and  
efficacy to  w h ich  w e  haye  b e c o m e  a c c u s t o m e d  in the d o m a i n  o f  pitch, w e  
m u s t  learn to  s to p  hearing v ib ra to ,  for exam ple ,  as a vaguely subl iminal  w a y  
o f  lu sh ing -up  a tone ;  that  is, w e  m u s t  learn to  s to p  m ix ing  toge the r  a set  o f  
potent ially  in d e p e n d e n t  musical  t l im ens ions  in to  a m ono l i th ic  d im en s io n  
w i th in  w h ich  w e  can  c o n t in u e  to  ge t  o f f  easy by discriminat ing amfing 
"m e l lo w  t im bres ,"  "nasal  t im bres ,"  and  o t h e r  similar b u she l -baske t  ca tches .  In  
the  p re sen ce  o f  m us ic  so  s t ruc tu red ,  the pe rcep t ion  o f  " t im b re "  m u s t  be 
y iewed n o t  as a difficult  psycho-acous t ica l  p ro b le m ,  bu t  as a s loppy  habit . '

T h e  psycho-acous t ic ian  o t  the tu tu re  w h o  insists o n  ask ing  q u es t io n s  
a b o u t  " t i m b r e "  in e lec t ron ic  m us ic  m ay  be  in the  sa m e  a w k w a r d  positi t)n as 
the  legendaiT psycho-acous t ic ian  w h o  tes ted  p e rcep t io n s  ol yari<.)us 
"p i tchvo lu ra t ions"  in m us ic  for conven t iona l  in s t ru m e n ts — pirch-volura t ion  
be ing  tha t  m on o l i th ic  bushe l -baske t  d im e n s io n  fo f  q u es t ionab le  utility) w lu j s e  
in d e p e n d e n t  c o m p o n e n t  yariables are pitch,  loudness ,  and  dura t ion .  1 do ,  o f  
course ,  h o p e  tha t  this legendary p s \c h o -a c o u s t ic ia n  m ay  have  learned 
s o m e th i n g  he  sh o u ld  haye  k n o w n  to  begin with; n a m e h ,  th a t  musical 
c o n c e p t s  uncritically accep ted  as perceptual  d im e n s io n s  genera te  loaded  p sy 
cho-acoust ica l  cjuestions,  n o  m a t t e r  h o w  m a n \  in d ep en d en t ,  c o m p o n e n t  
yariables his y iew o t  s o m e  d im e n s io n  m a \ ’ h a \ e  left r o o m  for; a n d  that  
loaded  q u es t io n s  invite careless o r  recalcitrant answ ers .  . \ s  a general rule, it 
s e e m s  to  m e  th a t  rests adm in is te red  to the musicallv  semi-li terate by their 
pee rs  (or tes ts  w h ich  m ig h t  just as well h a \ e  been)  yield results  on ly  fo r  (iK)se 
disciplines w h ic h  m ig h t  take an interest ,  to r  exam ple ,  in m y im p ress io n s  o t

^('t. nos. 2 & ot rhcsc lectures tor 
coniponenrs.

less cursorv ire.itmenis o t "timbre" and its alleged
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what goes on inside a c}’clotron; namely, the disciplines of sociology' and folk 
humor.

Once again, let me make it clear that I am not advising scientists to quit 
meddling with music: on the contran^, it is perfectly clear that the benevolent 
interest and imaginative work of scientists has opened up vast new territories 
for composers to explore. But I think it no accident that such work has been 
done largely by sciendsts who, as a matter of policy, have collaborated closely 
with composers and have even taken the risk of committing composition 
themselves, thereb}' constantly testing their own familiarity with the musical 
problems to which they are devoting their professional talents. It seems to 
me that any psycho-acoustician who forges ahead blithely out of touch with 
current concerns in musical analysis and musical composition is putting 
himself in an excellent position to produce silly science, silly music, or silly 
both.
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I I

“N ew  Sounds” vs. M usical A rticulation

to  th e  A u d i o  I ' j i o m e v r s  S o c ie ty .  N e j r  ) o r k  C .iiy , 1 0 !  1 2 1 ( 6 .

1 have  c o n t r a c t e d  to  m a k e  s o m e  deroga torv  rem ark s  a b o u t  the search  lor 
allegedly “ n e w ” s o u n d s — and  I shall rr\- not  to  d isappo in t .  M ow ever ,  in o rder  
to  avoid  anv  m isu n d e rs tan d in g ,  1 w o u ld  like first to  m ak e  s o m e  Llerogator\' 
r e m a rk s  a b o u t  the  search  lo r  allegedh’ “o ld ' ’ ones ;  and  I w o u ld  like to 
a p p r o a c h  this essentia l  p h a s e  o f  m v  d iscuss ion  indirectly bv first t lescribing a 
m alfeasance  c o m m o n l y  p rac t ised  in the  analysis o f  a musical  d o m a in  
s o m e w h a t  less th o rn y  than  the d o m a i n  i ) \  t im bre ,  and  then  p roceed ing  to 
illustrate a sense  in w h ich  similar analyses o l  the  d o m a i n  o l  t im b re  m ay  be 
similarly malfeasant .

My s ta lk ing-horse  is in the  d o m a in  o f  rhy thm ,

S u p p o s e  w e  w ere  to  analyse the  \ ar ious  rend i t ions  o t  ihree-eighth-note  
t igures in a single p e r l o r m a n c e  o l  Bee thox 'en’s Til th  .Symphony. A n d  s u p p o s e  
th a t  o u r  analysis w ere  d irec ted  to w a rd  the  reso lu t ion  o l  th ree  cjuestions:

N o .  1: .Are the  th ree  e igh ths  with in  single l igures usualK ren d e red  as three  
eejual du ra r ions r

N o .  2; W h a t  are the  frec]uenc\‘ and  a m o u n t s  o f  dev ia t ion  f rom  etjual du ra t io n s  

N o .  3: O o  s o m e  p a t t e rn s  o l  t leviat ion emerge.-

(I am  resist ing the  inclusion o l  an o b v io u s  lo u r th  cjuestion a b o u t  un ifo rm i ty  
o t  t e m p o  a m o n g  the var ious  l igures m o r e  in the  in terests  o l  brevi ty  than  o l  
adec]uacy.)

N o w  s u p p o s e  tha t  the  lo l low ing  w ere  a passab le  s u m m a r y  o l  o u r  eventual  
empirical results:

'The th ree  e ighths  w ith in  single l igures are but  intre(.jucnily rendered  as 
th ree  ec|ual du ra t ions ;  the  a m o u n t s  o l  d e \  iatit>n are usually tinv, a l though  here 
and  there  they are cjuite large; and  while  certain pa t te rns ,  especially in the to rm  
o l  g ross  l imitat ions o n  kinds  o l  success ion  and  c o n c u r re n c e ,  d o  emerge,  these  
p a t te rn s  are n o t  sufficiently t letailed to  (.lispei a so m e w h a t  rariLlom aura.

(Please not ice ,  as m y a rg u m e n t  un lo ld s ,  tha t  its dri l t  w o u ld  not  clearh’ be 
affected w ere  s o m e  m u c h  lanc ie r - look ing  empirical results  su b s t i tu ted  lo r  my 
veiT s im ple- look ing  ones.)

N e x t ,  let us fu r ther  s u p p o s e  that  analyses ol a large n u m b e r  ol 
p e r fo rm a n c e s  f>f a large n u m b e r  o f  familiar pieces yield results  o f  a sufficiently 
striking similarity to  o u r  results  for  B e e th o \ ' e n ’s l a l th  Svm phon\-  to  lead us  to 
believe th a t  th o s e  first results c a n n o t  seriously be  in terpre ted  as revealing 
th ings  peculiar  to  just B e e t h o v e n ’s I'ifth.
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And finalh', let us suppose that we have arrived at the verge of electronic 
simulation: our first venture will be to electronically simulate not some 
specific alread)'-existing performance of Beethoven’s Fifth, but just a 
performance of it which we intend to be a musically acceptable one— that is, 
an excellent one; after that, the world.

Let me ask two questions which I have been heading toward from the 
outset.

First; In electronically rendering the very large number of three-eighth 
figures in Beethoven’s Fifth, would it not be a musically sensible extrapolation 
from our hypothetical sets of empirical data to distribute somewhat randomly 
selected small amounts of deviation from equal duration somewhat randomly 
over most of the eighth notes, while at the same time enforcing those gross 
Limitations suggested by our data?

Second and more generally: Would it not be sensible to do this in any 
electronic sound-generation in which we intend to produce conventionally 
“musicaf’-sounding renditions of equal note-value figures?

Notwithstanding the seemingly rhetorical quality of at least the first of 
these two questions, I think that both questions must be answered: No, 
these are not musically sensible extrapolations. Or rather: Insofar as they are 
sensible extrapolations from our hypothetical empirical results, they help 
expose the musical triviality of our initial three questions. While such 
questions cannot fairly be said to represent the nadir of musical analysis, they 
can fairly be said to represent the nadir of cognitive musical analysis. For the 
moment, let me indicate a major source of their musical inadequacy this way: 
Quite intricate and elaborate musical analysis is required to discriminate 
between those tiny deviations which are just de^dations and those tiny and 
not-so-tiny deviations which are part and parcel of the projection of an entire 
musical structure and which are therefore intimately involved in, and qualified 
by, a complex developing musical context. Those rubatos don’t just occur in 
X percent of the population: they probably belong right where they are— for 
instance, right there where that middle-register line joins that upper-register 
line from a more background layer—and could easily suffer reduction to non
consequence (or worse) if redistributed.

Let us recapitulate, but this time in the domain— or domains— of timbre;

Suppose we were to analyse the various renditions, by the violin, of die 
note A above middle C at a rather soft dynamic in a single performance of, 
say, the Ivreutzer Sonata. And suppose that our analysis were directed toward 
the resolution of an analogous three questions:

No. 1: Are the speed and width of vibrato constant within single notes?

No. 2: WTiat are the frequency and amounts of deviation from an average 
speed and width?

No. 3: Do some patterns of deviation emerge?
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( O n  the  m o d e l  o f  the  rh \  thm ic  exam ple ,  I a m  resist ing the inclusion o f  a 
fou r th  q u es t io n  a b o u t  un i fo rm i tv  o f  t e m p o  a m o n g  v ib ra to - sp e ed s  o n  different 
notes.)

A n d  n o w  s u p p o s e  that ,  hav ing  o b ta in e d  o u r  empirical results ,  w e  ex tend  
o u r  inves t iga t ion  to  c o v e r  m a n v  dif ferent  p i tches  at var ious  d v n am ics  in a 
large n u m b e r  o f  tamiliar pieces; a n d  w e  b e c o m e  co n v in ced  (hat o u r  first 
results  revealed n o th in g  peculiar to  just the  K reu txer  ,Sonata o r  even  to  just 
violin pc r to rm ances .

A n d  again w e  arri\ 'c a t  the  verge o f  e lectronic  s im ula t ion ,  a rm e d  w ith  ou r  
h \p o t h c t i c a l  sets o f  empir ical  results  a n d  with  m v tw o  ques t ions :

First: In  rendering v ib ra tos  in an  accep tab le  e lectronic  p e r lo r m a n c e  o t  the 
K re u tz e r  Sona ta ,  w o u ld  it n o t  be  a musicallv  sensible  ex t rapo la t ion  t ro m  ou r  
hvpothe t ica l  sets o f  empir ical  tlata to  c o n s t r u c t  a v ib ra to  p o p u la t io n  redectiN’c 
o f  these  sets o f  da ta  in the  wav tha t  w e  p r o p o s e d  to c im sr ruc t  an  eighth-note  
p o p u la t io n  ret lective o t  th o se  o th e r  sets oi data.-'

S e c o n d  and  m o r e  gencrallv: W ould  it n o t  be  sensible  to  d o  this in anv 
electronic so u n d -g en e ra t io n  w h e r e  w e  in tend  to  p ro d u c e  convenrionallv  
“ m u s ic a f ' - s o u n d in g  tonc-quali t \r '

I f  s o m e t h i n g  in the  s t ruc tu re  o f  m \  a r g u m e n t  leads \ o u  to  s u p p o s e  tha t  1 
a m  a b o u t  to  a n s w e r  these  tw o  q u e s t io n s  in the  sa m e  o ld  wav a n d  to r  the 
sam e  old  reason ,  \ 'ou are right. 1 also agree w ith  \ o u  in s u p p o s in g  that  the 
sam e  to r m  o t  a r g u m e n t  w o u ld  lead us to den \ '  m u c h  musical  relevance to 
similar a p p ro a c h e s  to  p ro b le m s  o t  acceptablv  s imulat ing  acceptable  spectra  
with accep tab le  t rans ien ts ,  in t e rm o d u la t io n s ,  and  so  on.

O n  this basis,  it is i n c u m b e n t  u p o n  m e  to  insist that  the  researcher  w h o  
ad v o ca te s  as se l f -ev ident  t ru th  the  claim tha t  vou c a n ' t  s imula te  a \'iolin 
m e lo d v  until vou can s imulate  a violin to n e  is, co n c e p tu a lh '  it n o t  procedurallv,  
p u t t in g  the cart  b e to re  the horse:  tha t  x'lolin tone ,  in an\ '  speciticallv musical 
use,  is at least /co* th a n  a local open -ende t l  agglomeration ol musical  deve l
o p m e n t s  in p rogress  w h o s e  degree o t  l imbral  acceprabilitv anti w h o s e  verv 
t imbra l  iden t iu '  are, in part ,  de te rm ine t l  bv the part icular t le\-elopmental 
c o n te x t  w h ich  tha t  m e lodv  prox'ides.

It  fo l lows th a t  the  onlv  eva lua t ions  o t  t im b re  w e  o u g h t  to  indulge in are 
co n tex tu a l  ones .  Nf)  less an au th o r in '  than  | imm\-  D u r a n te  used  U)  s to p  the 
b a n d  in the m idd le  o f  a p h ra se  and  call o n  the t r u m p e t  p l a w r  to  repeat  his 
m o s t  recent  n o te  o v e r  and  (,)\’er again— l')urante  exclaiming the  while, 
w a n n a  h e a r  t h a t  n o te ;  tha t ' s  a o^ood n o t i ' . "  Since 1 h:ive alwavs s u p p o s e d  that  
O u r a n t e ’s desc r ip t ion  c)t th a t  n o te  w as  in ten d ed  as a gag, 1 am  s o m e t i m e s  
mildly puzz led  tha t  n o  o n e  laughs w h e n  a psvcho-acousr ica l  r e sea rche r  renders  
the  sa m e  gag bv subs t i tu t ing  “g o o d  s o u n d ” o r  “ inherentlv interest ing t im bre” 
to r  “g o o d  no te .” B u t— whatex 'e r  the  exp lana t ion  ma\ '  be to r  this collective 
failure in o u r  senses  o f  h u m o r ,  1 th ink we shou ld  iti anv case o n c e  and  for  all
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abandon the metaphysics of “inherently interesting timbres”— especially for 
laughs— and proceed with the cultivation of, at the worst, more complicated 
mistakes. If I claim that some timbre— say a raucous electronic buzz or a 
nicclv shaped pear from the stage of the opera house—is a “good” (or 
“satisfactoiy,” or “interesting,” or “sophisticated”) timbre, I should mean no 
more chan that this timbre is an integral part of an actual or imaginable 
musical composition which I would consider to be a “good” composition. 
.•\nd if T deny virtue to that timbre, I should mean no more than that I can 
imagine no decent composition incorporating it— and if the histor)^ of music is 
any guide, such a judgment would prove to be no more than a tribute to the 
low quality of my compositional imagination.

A corollan* of this contextual view is the obligation to suspect that an 
inadequacy of some timbre in some particular context is itself a function of 
the whole context, and hence a structural compositional inadequacy rather 
chan a deficiency inherent in that timbre.

I hope what 1 wish to say about the search for allegedly “new” sounds is, 
by this time, predictably brief and anti-climactic:

If “new” sounds are the inferable or extrapolable other side of the coin 
from “old” sounds— and if the characteristics of the “old” ones are in the 
process of being discovered on the basis of research whose very questions 
powerfully suggest antecedently inadequate musical analysis of the old 
contexts— then the coin itself, both sides, must be a slug.
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Ill

O perations on W aveforms

to  th e  \ ' a l l  ] o n i t  C .o m p i i te r  C o H f v n m ' e ,  S a n  I 'n / n d s i 'o ,  / } I S I 6 6 .

H o w e v e r  useful  the  c o n c e p t  o f  “ t im b re” m av  be  for  m us ic  in w h ic h  
re la t ions o f  s p e c t ru m ,  v ib ra to ,  t rem olo ,  and  so  forth ,  are less elab(>ratelv 
s t ru c tu red  com pos i t iona l lv  th a n  are  relations o f  p i tch and  rh y th m ,  n e w  
possibili t ies for  art iculat ing musica l  s t ruc tu re  ( that  have  arisen specificallv bv 
v i ra ie  o f  the  con t ro l  given us, bv electronic media ,  o v e r  each  “ ingredient” o f  
t im bre  separately) are  render ing  this co n cep t ,  if not  useless,  th e n  at least 
mis lead ing  and  inh ib i t ing  b o th  to  cu r ren t  research  and  to  curren t  c o m p o s i t io n .  
It  w e  c o n te n d ,  fo r  ex am p le ,  tha t  v ib ra to  is a c o m p o n e n t  o t  t im bre ;  and  tha t  
to  exer t  bene t icen t  influence u p o n  a t im bre ,  a v ib ra to  m u s t  be  m o d e r a te  in 
speed  (sav, several cvcles p e r  seco n d ,  no r  several p e r  n t inu te  o r  several 
h u n d r e d  p e r  second)  and  well w i th in  the  b o u n d a n '  o t  the  ch rom at ic  
s e m i- to n e  in w id th ,  w i th  b o th  sp eed  a n d  w id th  o f  co u rse  sc jm ew h a t  
ran d o m ized ;  th e n  w e  m u s t  recognize that  such  c o n te n t io n s  invoke ,  at least 
tacitlv, o u r  generalized r e m e m b e r a n c e  o t  w h a t  v ib ra to  “ s o u n d s  like” (or, 
w o rse ,  “ s o u n d  like") in tamil iar  musical  c o n te x t s — tha t  is, in c o n te x t s
w h e r e  v ib ra to  is no t  a m o n g  the  m os t  highlv com pos i t iona l lv  s t ruc tu red  
a spec ts  o f  so u n d .  1 am  co n ce rn ed  here  n o t  with  the dem ons trab le"  
ir relevance o f  this genera l ized  r e m e m b r a n c e  even  to th o se  c o n te x t s  w h ich  ou r  
r e m e m b r a n c e  general izes  u p o n ;  1 am  c o n c e rn e d  here  ra the r  w i th  the  musicallv 
useful  results  o f  considering,  sav, v ib ra to  as a perceivable,  s i ruc turable ,  and  
electronicallv control lable  musica l  c o n t i n u u m  in its o w n  right: tha t  is, w i th  
p e rc e p t io n s  w h ich  on lv  the m us ic  o f  the  fu ture  a n d  the  verv recent  pas t  can 
induce  us to  make .  Please keep  in m in d  tha t  such  re f inem ent  and  ex tens ion  
o f  o u r  abilities to  perceive ,  aiul m o r e  im p o r tan t lv  o t  the  verv m o d e s  in w h ich  
w e  perceive ,  is o n e  o t  the  m o r e  basic and  tradit ional  roles  o t  the  ar t  o t  music .

In  compos i t iona l lv  exploi t ing  v ib ra to  as such  a c o n t i n u u m ,  le t’s cons ider  
w h a t  it w o u ld  initiallv seem  reasonable  to a iv id .  I ' irst , 1 w o u ld  r e c o m m e n d  
avoid ing  techn iques  w h ic h  reduce  ^■ibrato to  the least structurallv re levant  o f  
its tradit ional  roles: namclv ,  the role o t  subliminallv “ lushing-up"  to n e  qualitv. 
S eco n d ,  1 w o u ld  avoid  segm en t ing  m v c o n t i n u u m  o n  the m o d e l  o f  
generalized rem em b ran ce :  identifving a part icular seg m en t  as ihe g o o d  s t u f f  or 
the  real th ing  and  eve rv th ing  ou ts ide  that s e g m e n t  as “ t o o ” this o r  “ t o o ” that  
can onlv  stultifv m v co m p o s i t io n a l  imaginat ion at the  o u tse t ,  and  therebv 
p r e v e n t  m e  f ro m  ever  inducing  th o s e  verv  pe rcep t io n s  I o u g h t  to  b e  m o s t  
sol ic i tous abou t .  In s tead ,  1 w o u ld  s implv ask m vse l f  in m o v i n g  a long this

Ct no. 2 of  these lectures.
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continuum: what kind of musical structures can I imagine that would most 
strikingly exploit, and thereby make most perceptible to me, the relations I 
think I ought to be able to hear? My most interesting problems will arise not 
where 1  think “normal” passes over into abnormal vibrato; but rather where 
vibrato itself seems to pass over, first, from a wiggling of pitch into some sort 
of noise around a pitch, and then over into a complex mode of pitch- 
prodiiction in which the center frequency, the speed of the vibrato, the 
difference between the two, the sum of the two, the frequencies which 
delimit the width of the vibrato, and indi\ddual frequencies of the spectrum to 
which the vibrato is applied, all participate as principal components. And 
these problems will not necessarily be “resolved” by my determining, 
democratically or otherwise, just where within my continuum each boundan* 
lies— rather, 1 would expect that, just as the right musical context could fully 
articulate, for my percepdon, one of these boundaries, so some other musical 
context could cither dissolve that boundan' or reduce to contextual iiTclevance 
the very terms in which it was defined. In short, these seeming boundaries 
might well prove to be musical structural reladons internal to and dependent 
upon specific musical contexts— and not psycho-acousdeal “facts” about the 
“materials” of music. And third, 1 would avoid saturating individual tones 
with additional, contexaially nonsignificant, ingredients, chosen to 
instrumentalize, i.e., lush-up, electronically generated timbres. Instead, 1 would 
devote my attention to musically developing however few or many timbral 
ingredients a compositional idea may suggest in somewhat the sense that I 
would tn’ to musically develop basic configurations of pitch and rhythm. The 
often-deplored uniformin', monotony, or outright nastiness of electronic 
timbres seems to me more properly analyzed as a failure of some existing 
electronic compositions adequately to structure and develop their timbral 
components as elements of the composition rather than as any inherent 
debilin* in current technolog}' or any musical dullness “inherent” even in the 
balder electronic timbres. It is of course simply true that we can produce an 
electronic tone each of whose components remains uniform from the 
beginning of the tone to the end; and that a composition which spends 15 or 
20 minutes, or even 1 or 2 minutes, celebrating this truth courts trivialit}'. But 
a composition which meets the threat of trivialiu' with a barrage of 
irrelevances is at least as feeble a composition; and perhaps a feebler one, in 
that it explicitly presents so many things wliich— specifically by virtue of 
electronics—could have been musically developed. If I am willing, in instru
mental music, to put up with that hopefully rather small percentage of the 
total sound which m;;’/fairly be said to participate constructively in any “local 
open-ended agglomeration of musical developments in progi'ess”—that is, 
with these musical irrelevancies which lush-up the tone— this is no reason 
why I should be willing to put up with them in electronic music where we 
have become for the first time free to build into individual tones precisely 
what the musical contexts may suggest and no more; that is, free to treat the
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individual tone as something which need resemble in no degree whatever an 
extrarStructuniUv prefilled garbage-can.

N o w  v ib ra to  is just  o n e  o f  the  m a n v  po tcnda l lv  s t ruc tu rab le  a spec ts  o t  
s o u n d  w h ic h  h a v e  b e e n  to o  o f ten ,  in effect,  w r i t ten  o f f  as ingredients  o f  
s o m e th i n g  m o r e  vague.  I w o u ld  like to  d i scuss  specifically a few  o f  the 
characterist ics o f  se ts  o f  partials, h a rm o n ic  and  n o n h a r m o n ic ,  w h ic h  
c o m p o s e r s  including m y se l f  h a v e  fried to release f ro m  subl iminal  influence 
u p o n  “ t im b re ,”  a n d  to  d e v e lo p  musical ly  as c o m p o s i t io n a l  e lem ents .

In  th e  right musica l  c o n te x t ,  it b e c o m e s  qu i te  easv to  perceive  and  relate 
sets  o f  part ials in the fo l lowing  terms:

1. Registral posi t ion:  tha t  is, p o s i t io n  o f  any set in the  p i tch c o n t i n u u m  
— regardless o f  the p i tches  o f  perce ived  o r  unperceix 'ed “ fu n d a m e n ta l s .”

2. l n t e r \  allic spread;  that  is, th e  musical  interval d e f in ed  bv the  h ighes t  and  
low es t  freeiuencies in any  set.

3. Dens i ty :  th a t  is, the  average  n u m b e r  o f  e l e m e n ts  in a set w h ich  lie w ith in  
s o m e  re levan t  s t an d a rd  musical  in ten 'a l .

4. T o ta l  n u m b e r  o f  e le m e n ts  in a set.

5. T h e  d is t r ibu t ion  o f  relative a m p l i tu d e  o v e r  anv  set.

6. Physical p lace o r  p laces  f ro m  w h ich  any set, o r  anv e le m e n t  o f  a set, seem s 
to  em ana te .

T h i s  list cou ld  obv ious ly  be ex ten d ed ;  bu t  it is already sufficiently detailed 
to  p ro v id e  a basis for  defining s o m e  musica l  o p e ra t io n s  o n  sets  of 
part ials— o p e ra t io n s  m a n v  o f  w h ich  m ay  be  v iew ed  as a t t e m p t s  to  capitalize 
u p o n  the  capacities o f  electronic m ed ia  in o rd e r  to  sub jec t  to  e labora te  and  
c o n t in u o u s  musical  s t ruc tu r ing  a spec ts  o t  s o u n d  w h ich  th e  c o m p o s e r  for 
ins tnamcnta l  m ed ia  c a n n o t  risk reliance u p o n  excep t  for  ra the r  g ro s s  general 
c o n t r a s t s  a n d  ra the r  sub t le  local articulations.  F o r  exam ple ,  w e  k n o w  tha t  
cer ta in  in s t ru m e n ts  can no t iceab lv  t r a n s fo rm  their  tone-quali t ies  in the  course  
o t  single notes :  strings,  say, by sliding a n d  tilting the  b o w :  w in d s ,  say, b\' 
s lowly inserting o r  re m o v in g  a m u te .  W e  k n o w  that ,  in pe rcuss ion  
in s t ru m e n ts  especially, dif ferent  c o m p o n e n t s  o f  the  s p e c t r u m  fade o u t  at 
d i f fe ren t  rates;  tha t  m o s t  in s t ru m e n ts  have  s o m e  junk in the  attack; tha t  the 
c o m p o n e n t  partials,  even  dur ing  “ steady s ta te ,” f luctuate  in am pl i tude ;  tha t  
m a n v  in s t ru m e n ts  can ,  in a highly l imited degree ,  vary the i r  speeds  and  w i d t h s  
o f  v ib ra to  a n d  a m p l i tu d e  m o d u la t io n ;  tha t  certain p e rcu ss io n  in s t ru m e n ts  
p r o d u c e  s o u n d s  w h ic h  lie in a tantalizing n o - m a n ’s-land b e tw e e n  definite and  
indef ini te  p itch; and  tha t  the  physical p o s i t io n s  o f  se \ ’eral in s t ru m e n ts  relative 
to o n e  a n o t h e r  can be  o f  s t ruc tura l  musical ,  as well as o f  acoustical,  
c o n se q u e n c e .  B u t  because  o f  the  severe l imita t ions  im p o s e d  u p o n  the 
c o m p o s i t io n a l  exp lo i ta t ion  o f  all these  tacts  o f  in s t ru m e n ta l  s o u n d  by the 
physical l imitat ions o f  in s t ru m e n ts  and  the  h u m a n  l)od\' ,  it is c o m p u t e r s ,  and  
n o t  conven t iona l  in s t ru m en ts ,  tha t  have  the  capacity to  really capitalize even
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upon instrumentally-suggested transformations of waveforms^, whether over 
the course of a whole composition, from note to note, or within single notes. 
Partly in this connection I have welcomed the chance offered by computers 
to try using exclusively sets of partials (harmonic and nonharmonic) derived 
from one another and pitch-configurations basic to a composition by opera
tions appropriate to that composition; and certain operations have been 
sufficiently appropriate to a composition I am now working on for me to 
have incorporated them as alternative branches in a Music IV subroutine. 
These operations upon sets of partials, in the use of which I lean heavily on 
the assumption that in the right musical context we can perceive the 
characteristics T have listed, are the following:

1. Mappings of basic sets of partials onto enlarged and compressed spaces:

(My subroutine does this by presenting the proportions among the 
component musical intervals of the basic set of partials while gradually 
changing the inten^als themselves. In the continuum thus generated, die basic 
set itself corresponds to the point of zero enlargement of the total space.)

2. Mappings of basic sets which presence frequency differences while 
gradually changing the musical intervals:

(My subroutine does this by adding a constant to each of the partial 
numbers. In the continuum thus generated, the basic set itself corresponds to 
the constant zero. I should perhaps here emphasize that the relation between 
a set of partial-numbers and its corresponding musical inter\^als and the 
relation between a set of frequency-numbers and its corresponding musical 
inten^als is one and the same relation: specifically, a given ratio, whether of 
partial-numbers or frequency-numbers, corresponds to the same musical 
inter\'al. Hence my subroutine—whose variable arguments are largely 
operation-codes and musical intervals— treats partial-numbers with impunity 
as if they were, in effect, frequency numbers.)

3. Mappings of basic sets which exponentiate the partial-numbers by a 
constant:

(In the continuum thus generated, the basic set itself corresponds to the 
constant one. Since it is not intuitively obvious to me what the musical 
inten-allic result might be of exponentiating partial-numbers by, say, the 
constant 3.508, the relevant variable argument for this (as for any other) 
operation in my subroutine is a desired inter\"allic spread of the result: the 
subroutine computes whatever mysterious constant it needs to get that 
inter\^allic result.)

4. Mappings of basic sets which treat partial-numbers themselves as 
exponents for a constant base:

I ask the reader's indulgence for my continuing to include physical places o f  origin 
among the "properties" o f  a waveform and hence among its transformables.
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(This  o p e ra t io n  is sugges ted  bv the  ra the r  well k n o w n  effects  o f  us ing  the 
tw e l f th - ro o t  of* tw o  as a base  for  integral e x p o n e n t s .  1 low ever ,  it sh o u ld  be 
no t iced  th a t  this o p e ra t io n  has  o n e  characterist ic w h ich  fundamenta l ly  
d is t inguishes  it f ro m  th e  o t h e r  o p e ra t io n s  1 have  discussed:  in th e  c o n t i n u u m  
th u s  g ene ra ted ,  th e  basic set i tself  d o es  n o t  in genera l  a p p e a r  at all.)

5. M ap p in g s  o f  basic  sets o n t o  the i r  total  inve rs ions— intervallic, 
frequency-differential ,  o r  exponentia l:

(In o r d e r  to  re tr ieve for  m e  m v  c o n t ro l  o v e r  the  asso r ted  registral pos i t ions  
o f  the  asso r ted  n e w  spec t ra  genera ted  h v  s eq u en ces  and  c o m b i n a t i o n s  o f  
these  o p e ra t io n s  applied to  der ived  as well as to  basic sets  o f  partials, mv 
su b ro u t in e  accep ts  a t r a n s p o s i t i o n - n u m b e r  as o n e  ol its variable arguments :  
for  exam ple ,  any der ived  se t  at t r an sp o s i t io n  xero will have  the  sa m e  
w eigh ted  cen te r  as the  set f ro m  w h ich  it w as  der ived.  1 h o p e  it is clear 
w i t h o u t  i l lustration that ,  becau se  o f  the  sh ee r  m ess iness  o t  the  calculations 
required ,  the  c o m p u t e r  is as necessarv  in tlerix ing the  new  sets  o f  partials in 
the  first p lace as it is in s im ula t ing  soundw.i \ -es  resulting f rom  their  use. A nd  
vet th e  results  o t  appropr i :ue  musica l  use o f  these  op e ra t io n s  seem  to  m e  
quite readilv perceivable  as \ ar ious  kinds  and  degrees of intervallic d is tor t ion,  
while quite d is t inguishable  in musical  func t ion  f rom  “ c h o r d s . ” )"'

In com pos i t iona l lv  us ing  an\'  such  der ixa t ions  as these,  w e  n o w  have, 
realisticallv, the  ch an ce  tr> s t ruc tu re  d e v e lo p m e n t s  with in  anv single no te  
exclusivelv in wavs that  reflect d e v e lo p m e n t s ,  t)r the  principles of 
d e v e lo p m e n t ,  in a c o m p o s i t i o n  as a whole ,  ' f h e r e  is n o  longer an\ '  gross  
phvsical l imitat ion u p o n  the  par t icu lar  wavs in w hich ,  d u r in g  a single no te ,  one  
set o f  partials mav b e c o m e  t r a n s f o r m e d  in to  an o th e r ;  u p o n  the  particular 
rh v th m s  in w h ich  structurallv relexant c h u n k s  o f  a total s p e c t r u m  m av  fade- 
o u t— w h e t h e r  im m edia te lv  fo l lowing  the ait.ick o r  m o r e  grailuallv t luring an 
em inen t lv  uns tcadv  state;  u p o n  the  relevant p e rm u ta t io n s  o f  am pl i tude-va lues  
w h ich  anv single set o f  partials occupving  an entire n o te  m.ix’ undergo ;  u p o n  
the  range  o v e r  w h ic h  speeds  and  wit l ths o t  x ib ra to  and  am pl i tude  m o d u la t io n  
m av  change  d u r in g  a single note ;  u p o n  part icular w;ix s in w h ich  a single no te  
m av  f luctuate  b e tw e e n  def in i te  and  imlefinite  p itch; o r  u p o n  the com plex i tv  of 
a r ran g em en t  of m o v in g  and  s ta t ionarv  sou rces  f ro m  w h ich  x'arious 
s t e r e o p h o n ic  s o u n d s  seem  to  em ana te .

Nonce the injustice of claiming anv more r.ulical distinction Iretween sets of  
partials and sets ot simultaneous notes fi.e., "chords”) in the case, sav, of an 
orchestral performance of  a .Moxart svmphonv: it’s not that xve nifi'/ hear those 
individual overumes if /r, ir\— on the contrarv, it's hv succeeding in the attempt that 
xve most convincinglv reinforce our musicallv well-founded determination not to. 
Somehow our musical intelligence persuades us to absorb these ox-ertoncs as 
qualifications of funtlamentals: much as it persLiades us to absorb an assortment of 
messages traceable to balkv (plastic) gut, slithering (plastic) horsehair, dental 
protruberance, and salivarv dispersion as qualifications of attack. In these cases as 
normallx', our ears admirablv perceive in modes conducive to musical sense.
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If I have repeatedly directed my discussion from electronic possibilities in 
general toward possibilities for single tones in particular, it is in order to 
suggest a realistic alternative to the stuldfying concept of “timbre”: I think that 
concern with electronic “timbre” should be replaced by, and indeed probably 
has as its only salvageable inspiration, the compositional exploration of modes 
of musical development within single tones. The new electronic possibilities 
mav even lead us to the belief that the concept of “timbre” was really never 
much more than the repositon’ of some notion that individual tones have 
“moods.” We long ago quit talking about “happy melodies” and “pungent 
harmonies,” in favor of contextual musical analysis of developing musical 
structures of, primarily, pitch and rhythm; and I would hope that we could 
soon find whatever further excuse we still need to quit talking about “mellow 
timbres” and “edg\- dmbres,” and “dmbres” altogether, in favor of contextual 
musical analysis of developing structures of vibrato, tremolo, spectral 
transformadon, and all those various dimensions of sound which need no 
longer languish as inmates of some metaphor.
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THE NATION:
March 16. 1964

MUSIC
Benjamin Boretz

The voune virtuosos who have been- w
transform ing the quality o f ncw-mu- 
sic perform ance in New M>rk now 
seem to  have p roduced  a striking 
transform ation in musical life as well. 
For the flair and enthusiasm  w ith 
which thev devour the m ost complex 
mechanical and musical intricacies 
have generated  an a tm osphere  o f  
great perform ance excitement around 
difficult music, which has thereby be
come the focal repertorv tor a kind 
o f musical off-Broadway. Like its the
atrical counterpart, this activitv draws 
a steadilv growing public com posed 
largelv o f professionals and intellec
tuals in other fields who are evidendy 
prepared to present themselves, at 
places strung out geographicalK’ from 
the Xew School to Carnegie Recital 
I lall to I lunter College to the 92nd 
St. Y to Columbia’s McMillan Theatre, 
t(') attend concerts com posed entirely 
o f uventicth-ccntuiA'music, tor which 
their approval seems to var\- in direct 
proportion to its manifest boldness. 
The result, o f course, has been a p ro 
liferation o f such events, and a ten
dency to search tor music presenting 
the farthest-out surface complexities. 
But, far more im portant, all this ac
tivity has provided a basis for a con

tem p o rary  p e rfo rm an ce  practice , 
whereby listeners and musicians can 
experience and become reliably aware 
o f what is happening in the com posi
tional world, and perhaps even more 
significantly, the great classics o f the 
twenties and thirties are finally being 
heard within an appropriate sonic and 
presentational environment.

Thus Schoenberg’s protest that his 
music was “n o t m odern , b u t only 
badly plaved” appears to have been 
more than a bitter joke. As long as 
perform ers addressed all tv^entieth- 
century music as equally ‘m odern’, 
their performances necessarily insured 
its impenetrabilin- to their audiences, 
regardless o f how much time elapsed 
after its com position  o r how  fre
quently it was perform ed. Given the 
pervasiveness o f  this practice, it was 
obviously impossible for the cvcle o f 
disconnection betw een people and 
their contem porary music to be bro
ken w ithin the m ainstream  music- 
making world. Significantly, the new 
approaches have been  developed  
m ainh ' bv c o m p o se r-p e rfo rm e rs , 
joined b\' those New ^ ork studio m u
sicians who are the world’s best sight 
readers and m ost intrepid instrum en
tal adventurers.

Naturally, players whose training 
and experience orient them toward 
certain habits and attitudes as non-ne- 
gotiable norm s are going to miscon
strue a contex t in which different 
n o rm s are operative. Ind eed , the 
g rea te r the surface resem blances 
am ong fundam entalh divergent mu-
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sics, the more disinform ing die con
sequences of misrepresentation. And 
even the highest level o t conventional
virtuosity and literal accuracy will not • ^
overcome the alienatinii awkwardness 
that playing from ‘outside’ the music 
being pla\ cd produces: every wide
spaced linearit)' becomes a manic ji'ivr 
or a ‘pointillistic’ fragm entation o f  
something ‘norm al', i.e., scalar; every 
single-pitch attack becom es a rrau- 
madcalh’ disoriented isolated blip yio- 
la tin g  a n o rm  o t c o n tin u o u s  
linearities; every extreme dynamic dif- 
terentiation becomes a jolting accent 
rather than a meaningful separation 
o f articulative streams; and ‘off-bears' 
are always syncopations, rather than, 
p e rh ap s , tim e-c rea tin g  p o s itio n s  
within shitting timespan frames. So 
every action required b\- the basic syn
tactic premises o f  ad\'enrurous con- 
tem porar\' music im poses a se\ere  
strain on the conceptual and concen- 
rrative p()wers o f the best con \en - 
tional musicians— nor primariK' on 
their technical abilities— and the re
sult is what used to be called ‘expres
sionism' b\' critics who perhaps un
derstood the mutual alienation ihe\ 
were obserying, but chose to repre
sent the fsater) opaque perspecti\'e on 
it.

The intriguing possibility that such 
'expressionist' qualities might be ex
trinsic to eyen a work so famous tor 
them as Schoenberg’s Pierrot I ji}uiire 
was advanced, for example, in the per- 
to rm a n c e  c o n d u c te d  bv H aro ld  
h'arberman at Carnegie Recital I lal! on

February 16. Mere, that notorioush' 
m elodram atic Spn'cbsti)?ime vocaliza
tion was, in Bethan\- Beardslec’s secure 
and sonically beautiful perform ance, 
a transparently and intim ateh' inte- 
o-rated thread within the music o t the 
total ensemble. \ \  hat resulted was, re- 
all\', a remarkable fabric of magicalh' 
mutated Classical cham ber music, in 
which Robert lle lp s’s sensitiyely and 
delicately adjusted piano pla\ ing was 
the alchemical itlre^rator o f all rhedi- 
yergent, resistant, disparate vocal and 
instrumental qualities.

It is the  c o m p o se r  ( iu n th e r  
Schuller's Twentieth Centur\ IniKwa- 
tions series, however, which has, for 
us in New ^'ork, principalK' taken the 
measure ot the inadequac\ o t con- 
\en tio n a l perform ances o t classic 
twentieth-centur\' literature. The per
formance problems presented by that 
music are particularly sex'ere, since its 
com posers subsisted within a perfor
mance culture which had not yet gen
erated any substantial populatitm o f 
c o -c rea tiv e  p e rfo rm e rs ;  th o u g h  
Schoenberg did ha\’e some colleatiues 
like b.douard Steuermann, Hermann 
Scherchen, and I Ians Rosbaud as s\ m- 
patheiic interpreters, ver\- tew others 
emerged to partici]')ate in the creation 
of a real ‘Secontl \  iennese School’ 
[■> e r t o r m a n c e p ra c tic e — a n d
Strayinsk\-’s music has had its authen
tic sonic images resonating in the real 
world largely through his own perfor
mances. But on the other side o f the 
generational diyide, \ ounger players
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w ho effortlessly execute the extreme 
articulative dem ands o f  their own 
contem poraries’ music seem to be al
m ost as baffled bv the essentially tra-

.  ^

dition-derived qualities o f  music like 
Schoenberg’s as are their conventional 
elder colleagues. So Schuller has been 
almost alone in offering die indispens
able examples, dem onstrating, work 
by in d iv id u a l w o rk , th a t  th ese  
legendarily intractable pieces are no 
less playable than, sat', Beethoven’s 
Grosse Fuge— which is, in a sense, their 
specific historical inspiration.

Tliis season, thus far, Schuller has 
o ffe re d  S c h o e n b e rg ’s S eren ad e , 
W ebern’s Concerto for Nine Instru
ments, and Berg’s Chamber Concerto. 
N one o f these performances has been 
am w here near perfect; the problems 
o f balance, intonation, and long-range 
temporal accumulation are simply too 
form idable to be solved in the ab
surdly lim ited rehearsal-tim e con- 
straints under which this series has to 
operate. Nevertheless, the essential 
qualities o f  continuity, texture, and 
temporality crucial to the authentic 
identities o f these works are, amaz
ingly, being projected and heard in a 
m idtown New York concert series. It 
becam e viv id , fo r exam ple , how  
Schoenberg com posed highly indi
vidualized rhythm ic configurations 
and em bedded  subtle, non -lite ra l 
analogies to Classical style in invent
ing an idea o f 'serenade’. For me, this 
perfo rm ance peaked in the “Song 
W ithout W ords”, where the precision 
and alertness o f  M atthew Raimondi’s

violin pla)dng fused a myriad o f subtle 
inflections into a radical recasting o f 
a ‘Schubert’ or ‘Mendelssohn’ melodic 
Line. Elsewhere, impossible problems, 
like balancing the thickly textured 
winds with fine-grained violin and pi
ano sounds, and finding the linking 
rhnhm ic and sonorous threads amidst 
th e  re le n tle ss  su p e ra b u n d a n t 
polyphonies o f Berg’s Cham ber Con
certo, were addressed with Schuller’s 
special kind o f  cool, rational penetra
tion tliat seems to ferret out maximal 
clarity even where impending chaos 
seems inescapable. In  that p e rfo r
mance, Paul Jacobs’s electronic-mu
sic pianism im posed a sharp, lucid di- 
rectionaliu" on the entire ensemble, 
while R aim ondi’s com m and o f  the 
refractory violin solo was much too 
masterly to have been allowed to be 
so largely inaudible.

T he vital center o f  the vounger- 
generation experim ent in creating a 
self-generated , com poser-o rien ted  
new-music performance culture is, un
doubtedly, the G roup for C ontem po
rary M usic’s concerts (at McMillan 
Theatre on the Columbia Universitt^ 
cam pus) o f  works by m iddle- and 
younger-generation American com 
posers. The unique virtuoso o f  this 
group is the flutist Harvey Sollberger, 
w ho  can m a in ta in  a c o n tin u o u s  
articulative coherence while material
izing and dematerializing mercurially 
at wildly divergent registral extremes, 
m aking  an e ffo rtle ss  succession- 
stream at any speed out o f  any com-
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b i n a t i o n  o f  u n l i k d \  in f lcc i iv c  c h a n g e s .  

E v e n  t h e  I t a l i a n  t l u t i s r  S e \ - e r i n o  

G a z z e l o n i ,  S o l l b e r g e r ' s  E u r o p e a n  

c o u n t e r p a r t ,  s e e m s  n o t  cjuite t o  rise 

t o  S o l l b e r g e r ’s leve l  o f  d e x t e r i r v  a n d  

s o n i c  d i s t i n c t i o n .

A s  a n  e n s e m b l e  a c i i v i t \ \  t h e  

C E 'o u p ’s m o s t  i m p r e s s i v e  w o r k  c o m e s  

f r o m  its  u n i q u e  p r a c t i c e  o f  s c l i e d u l -  

i n g  a n d  u s i n g  a d e q u a t e  a m o u n t s  o l  

r e h e a r s a l  t im e .  7 ’h is  r e s u l t s  n o t  o n l \ '  

in  s r u n n i n g l v  t i g h t  e n s e m b l e  w o r k  a n d  

i n t e n s e h '  s e c u r e  a n d  r e s p o n s i b l e  i n d i 

v i d u a l  p l a y i n g ,  b u t  a l s o — s o m e 

t i m e s — in p e r t o r m a n c e s  w h e r e  t h e  

a b s e n c e  o t  t h e  u s u a l  r e s i d u a l  i m p e d i 

m e n t s  t o  t r a n s p a r e n t  p r o j e c t i o n  o l  

soL inc i - im age  a n d  c o n t i n u i t y  c r e a t e  an  

a l m o s t  b o d i l e s s  c o m m u n i c a t i v e  m e 

d i u m  b e t w e e n  c o m p o s e r  a n d  l i s tene r .  

( ) n e  s p e c t a c u l a r  b e n e l i c i a r \  w a s  

M i l t o n  B a b b i t t ’s ( d ) m p o s i t i o n  f o r  

F o u r  I n s t r u m e n t s ,  w h o s e  s p e c ia l  c o 

h e r e n c e  c a n  o n h  e m e r g e  w i t h  a d e 

g r e e  o f  p r e c i s e  d i f f e r e n t i a t i o n ,  b a l a n c 

in g ,  w e i g h t i n g  a n d  c o n n e c t i n g  o f  e\ ' -  

er\- s ing le  s o n o r i t \ '  t h a t  is e x p o n e n t i a lK '  

b e y o n d  t h e  m o s t  e x t r e m e  d e m a n d s  o f  

c o n v e n t i o n a l  m u s ic .  Ani.i, a lso ,  l . u k a s  

F o s s ’s h i i i o / ,  a w o r k  th a t  b u i l d s  g r e a t  

p e r f o r m a n c e  e x c i t e m e n t ,  a n d  p r o j e c t s  

s t r i k i n g  cjual i t ies  o f  s o u n d  ar id  id ea  

b e y o n d  a n \  t h i n g  e l s e  o f  its c o m p o s i 

t i o n a l  g e n r e ,  w h e n  all i ts  e l e m e n t s  are

as fully a r t i c u l a t e d  a n d  p r e c l s e h '  fc)- 

CLissed as  t h e \ '  w e r e  in t h e  G r o u p ' s  

p e r f o r m a n c e .

\ \ c  m e n t i o n e d  o n h '  a s m a l l  f r a c 

t i o n  o t  t h e  e y e n t s  o t  t h e  l a s t  t e w  

m o n t h s .  | i m  T e n n e y ’s d o n e  R o a t l s  a t

t h e  N e w  S c h o o l ,  M a x  P o l l l k o f f  s 

^ ' l \ l ^ l A  s e r i e s ,  t h e  ( C o m p o s e r s ’ F o 

r u m s  at  t h e  D o n n e l l  1 . ibrar\ ' ,  t h e  For t I  

F o u n d a t i o n  c o m m i s s i o n i n g  se r ies ,  t h e  

ISCCM, t h e  l l u n t e r  (College I . e c r u r e -  

CConcert  se r ie s ,  as wel l  as n u m b e r l e s s  

i n d iy id u a l  e v e n t s ,  h a v e  g e n e r a t e d  s u c h  

a d e l u g e  o f  ac i i \ ' i t \ '  th a t  it h a s n ’t b e e n
i * .

p o s s i b l e  t o  c o n s i d e r  w h a t  t i e e p e r  im -  

j ' l l ica t ions  m i g h t  b e  i n v o l v e d .  O b v i -  

oLish, m u c h  o i  t h e  e x c i t e m e n t  is s k in -  

d e e p ,  a r o u s e d  b y  t h e  s p e c t a c u l a r  n o v -  

elt\- a n d  d i f t l c u l t v  o l  t h e  m u s i c ,  a n d  

t h e  v i r t u o s i c  b r i l l i a n c e  o t  i ts  y o u n g  

p e r f o r m e r s .  B u t  a n \ ' o n e  w h o  s u f f e r e d  

t h r o u g h  all t h o s e  p a in f u l  e \ ‘e n t s  w h e r e  

t h e  i n t e n s e  a n t i c i p a t i o n  g e n e r a t e d  b\ '  

a s c o r e  o f  a n e w  w o r k  w a s  c r u s h e i l  

by  its m a s s a c r e  in i i \ ’e '  p e r f o r m a n c e  

(is t h e r e  a n y  d o u b t  t h a t  t h e  s t r o n g  a t 

t r a c t i o n  o f  e l e c t r o - a c o u s t i c  n t e a n s  o f  

s o u n d  p r o d  Lie n o n  l o r  c o m p o s e r s  

l a r g e h '  o r i g i n a t e s  in  t h e s e  e x p e r i 

e n c e s ? )  will f o r b e a r  I r o m  c o m p l a i n 

in g  a b o u t  a n  e x c e s s  o f  o c c a s i o n s  to  

e n g a g e  t h e  m u s i c  t h e \ ‘ m o s t  i n t e n s e l y  

w a n t  t o  h e a r  a n d  n e e d  t o  k n o w .
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M U SIC
B enjam in  B oretz

NEW WORKS AND NEW 
PERFORMANCES II

Perhaps the m ost conspicuous 
recognition o f  th e  re c e n t 
new-music perform ance activity 
discussed in m\' last colum n was 
the programing bv the New York 
Philharm onic o f  an avant-garde 
series as the central event o f  its 
current season. In effect, this was 
a characteristic “official” adoption 
o f  aspects o f the other realm that 
had attracted  enough notoriety  
and seemed obviously sensational 
enough to make an appropriate 
im pact on the general audience. 
But the actual c o n fro n ta tio n  
proved mainly diffuse and con
fusing to a public that had no pre
vious awareness o f any aspect o f 
the milieu out o f which the new 
works arise, and hence was unable 
to grasp even the purely icono
clastic points being scored. Even 
more strilving was the effect that a 
similar gap in the experience o f 
the players them selves had on 
their capacity to perform  such 
new works; the conceptual and 
mechanical leaps required simply 
to apprehend the nature o f their 
functions and actions in the new 
contexts were obviously unattain
able, even had the programs been 
given many times the rehearsal

hours norm ally available to the 
Philharmonic.

Under these circumstances, the 
brilliant p erfo rm an ces o f  the 
C opland P iano C oncerto  and 
Varese’s Deserts that were included 
in the series seem especially note
worthy, for both are older works 
whose perform ance qualities are 
clearly related to traditional prac
tice, and in  fact respond  quite 
spectacularly to being treated as 
“m odern” ex ten sio n s th ereo f. 
Bernstein’s handling o f  the C op
land C oncerto  was a particular 
reveladon; he managed to produce 
transparently clean sonorides even 
in the slow passages that have 
always sounded blurred because 
o f the multiple doublings o f lines 
that crisscross in the middle o f the 
texture, and he evoked a condnu- 
ous stream o f invendve rhythmic, 
sonorous and formal ideas in the 
fast sections, where a fascinating 
continuity is developed from the 
juxtapositions and crosscutdng in 
asymmetric lengths o f  ostinato jazz 
figurations. The result seemed a 
much m ore integrally and origi
nally jazz-derived form  than any- 
thing in, say, Gershwin, and more 
im aginative and fresh-sounding 
than any o f  the tw enties-jazz 
genre outside o f Vnihaud’s Creation 
dn Monde. C o p lan d ’s ow n per
formance as piano soloist was not 
only unexpectedly agile and p ro 
pellent, bu t produced a curious 
and hollowly resonant clangor that 
is obviously the essential sound- 
image in term s o f  which all his 
piano music is composed.
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Similarly, the brass playing in 
Dese/'fs— especially as it sounded in 
the acoustical framework o f Phil
harmonic Hall— projected a “big” 
proclam atorv intensity that is ex
actly right for X^arese’s music, 
which sounds either blatanth’ rau
cous o r L incom tortablv con
strained in the closer and smaller- 
proportioned chamber-music halls 
and ensem bles. Indeed , given 
Bernstein’s obvious flair and en
thusiasm for music ot this kind, 
and the orchestra’s evident ability 
to update its pla\’ing (at anv rate, 
its brass, woodwind and percus
sion playing) if the steps are sulfi- 
cientlv gradual and the etfo rt is 
con\ incinglv dem anded of tliem, 
one w onders why works from 
this literature are not program ed 
more often bv the Philharmonic. 
Such an approach, it seems to me, 
could well be the salvation of all 
ou r m ajor o rch estras; I was 
equally struck by a recent Phila
delphia O rchestra  perform ance 
under O rm andv o f  Roger Ses
s io n s’s new Fifth  Sym phony, 
which was not onl\- a controlled 
and coherent presentation of the 
tacts o f the work (as com pared, 
for example, with their helpless 
wandering through I '.lliott (dirtcr’s 
X’ariations for Orchestra last \ear), 
but contrasted sharph- with the 
sloppiness and coarseness o f their 
perform ance of the Brahms First 
S \m phony on the same program 
as ŵ ell as o f much o f that orches
tra ’s recent conventional-m usic 
playing. It might ha\e  proved far 
more permanently valuable for the

Philharm onic to have program ed 
a series o f  works that could bring 
both the orchestra and its audi
ence into a closer apprehension o f 
the musical present than to fling 
them both into a spectacular colli
sion with the m ost extreme limits 
of the current ciraHh^arde chic— a 
collision that could only harden 
rlieir sense o f incom prehension 
and alienation.

As far as the avd/iZ-̂ ^arcie works 
them selves were concerned , it 
should be pc)inted our that mv 
frequent reservations about music 
where the com poser relinquishes 
control to the perform er or to 
"chance” , have always been con
cerned with the perceptual c|uali- 
ties o f the results rather than with 
any "m ()ral” ob jections to the 
procedures o f its com position and 
performance. In fact, it has mainh' 
seemed odd to me that anyone 
should have assum ed that per
form ers making choices on the 
spur o f  the m om ent are more 
likely to produce interesting rela
tions, striking ideas or even novel 
sonorities than com posers w ork
ing delibcratix’elv or even on a trial 
and error basis; or that the aban
d o nm en t of existing com posi
tional resources w ithout replacing 
them by at least equix alentlv pow
erful new resources should result 
in imisical enrichment, rather than 
in the sonic im p o v erish m en t 
which so far has seemed to be a 
pervasive (outcome.

Still, no com poser has anv obli
gation to com pose in any particu
lar way, or even to be coherent, or
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intellectuallv or artistically “re-✓  V

sponsible”— or, for that matter, to 
take public credit for his work; the 
sole question is the sound o f what 
is eventually heard. And, the only 
legitim ate way to discuss such 
works seems to be in term s o f 
what actual sound was heard at an 
actual perform ance. Accordingly, 
it seems reasonable to consider 
that each perform ance defines a 
particular com position— whatever 
peculiarities or confusions o f no
m enclature surround it— and to 
disregard any considerations o f  
m ore general “ identity” under- 
Stood in terms o f some underlying 
plan o f  action or som e numer- 
ologically dictated event choice. 
And we can assume that the com 
poser takes responsibility in the 
usual sense for w hat is played 
judging by his acceptance o f  
authorship credit on the program. 
So— for example— the particular 
sonic miasma produced by iannis 
X enakis’s music, not only in the 
Philharm onic’s pathetic attem pt at 
a perform ance o f  his Pifhoprakta, 
but also in the probably com pe
ten t perform ance o f  Acborripsis 
heard on G unther Schuller’s series 
last year, should not be attributed 
entirely to the arbitrary application 
o f “stochastic” m ethods, but also 
on the ev iden t p ro p erties  o f 
Xenakis’s compositional capacities 
and his musical “ear” that have 
led him to accept such results.

It m ust also be assum ed that 
the considerable difference be
tween the light and delicate sonic 
interacdons heard in the perform 

ance o f Earle B row n’s Ti?nes Five
at the Schuller concerts, and the
blurred incoherence that emerged
from the Philharm onic pla^^ers as
an ostensible perform ance o f his
Available F orm  I I  (despite the
utilization o f about twenty times
as m uch tim bral variets^ and en-✓

semble intricacy), as well as the 
flat uniform ity o f  Hodograpb I  o n  
the Contemporary Music Society’s 
Guggenheim M useum series, had 
as m uch to do with qualitative 
differences am ong these com po
sitions as with the manifest varia
tions in  quality am ong the per
formances. But since I had p re
viously heard perform ances o f  
G 5'6 rg}' Ligeti’s Atmospbh'es, I can 
report that it is possible for it to 
project som e quite atm ospheric 
surface sonorities in the inventive 
m anner o f  the “new  so u n d ” 
school o f  electronic-m usic com 
position, none o f which were even 
inferable from the Philharmonic 
performance.

O f all the new works in the 
Philharm onic’s series, however (I 
exclude Stefan W olpe’s Symphony 
because only tw o m ovem ents 
were perform ed and because the 
work is straightforward enough so 
that one could tell it was badly 
m isrepresented on this occasion), 
the m ost conventionally attractive 
sounds were unquestionably those 
produced by M orton  Feldm an’s 
Out of Fast Pieces. A lthough my 
own ultimate interest is bound to 
be lim ited in any piece whose 
principal qualities are those o f 
individual sounds rather than the
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relational resonances among them, 
the -succession o f  quiet figura
tional curls in the winds, and gen
tle sustained sonorities o f  varying 
tone-color m ixtures could have 
been listened to for much longer 
than they were plaved without the 
fatigue o f  unu sequ'itnr intervening, 
far beyond other music o f its kind.

John Cage’s Atlas Ecl/pf/ral/s, on 
the o ther hand, cannot be de
scribed in such purelv musical 
terms. However lightly Cage pia\ s 
his psychosocial games, thev exert 
heavy stress on the equilibrium 
and convicti(m  o f p la \ers (who 
can’t actually figure out w hether 
they’re being perform ers or being 
perform ed), audiences (who can’t 
actually hgure out how whether 
to be ‘listeners’), critics (who can't 
actually figure out w hat the\'’re 
being coopted into delegitimating, 
especially w hether i t’s them ); 
w hat’s remarkable is how few o f 
those p resen t op ted  in to  the 
perform ance bv either protesting 
or exiting the hall.
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Benjamin Boretz

The Metropolitan Opera season 
just past was certainly as dismal as 
it has generally been considered, 
but this was more nodceable as a 
m atter o f  degree than in any fun
dam ental respect. For in recent 
years the im pact o f  the M etro
politan’s activities on the aware
ness o f the active musical world 
has been about as significant as 
that o f Madame Tussaud’s on the 
world o f  visual art. This nullity 
might be thought m ore the M et
ropolitan’s problem than the m u
sic w orld’s, but its quasi-official 
status as the only m ajor opera 
com pany in the U nited  States 
(which, w ith the fo rthcom ing  
move to Lincoln Center, becomes 
alm ost officially official) has en
abled its activities effectively to 
divorce the whole area o f  opera 
from  our musical env ironm ent 
and consciousness. And that can 
scarcely be regarded a m atter for 
purely private concern.

The deprivation has, in fact, 
been so extreme that bv now we 
are hardly aware o f  what we are 
missing. But even a cursory glance 
at what European audiences have 
been  hearing  and taking for 
g ran ted  in the ir m ajor opera 
houses, in terms o f  repertory and

originality o f production, makes it 
painfully evident that we are being 
robbed o f about as much essendal 
ardsdc experience as we would be 
if, say, all our m ajor m useum s 
su dden ly  s to p p e d  ex h ib itin g  
scu lp ture . A nd we are really 
missing this experience quite com- 
pletehy for whereas orchestral and 
cham ber music can at least be 
approxim ately perceived on re
cordings, opera must be seen in all 
its dramatic and visual dimensions 
to be effecdvely experienced.

Thus E uropeans have, before 
and since the war, been able to 
regard such works as Berg’s 
^ c k  and H indem ith’s Mathis 
der Maler and Cardillac^ Schoen
berg’s Moses and Aron, Stravinsky’s 
Oedipus and K ake's Progress, 
K renek’s Jonnj Spielt A n f  and the 
operas o f  Strauss, M ilhaud and 
Prokofiev as familiarly, if  not nec- 
essarily with as m uch enthusiasm, 
as the staples o f  the repertory. 
M oreover, imaginative and origi
nal productions o f  the classics, 
such as W ieland W agner’s in
ten se ly  b rillia n t W agner at 
Bayreuth and elsewhere, W alter 
F elsenste in ’s searching re-crea
tions o f  the classic and m odern 
repertory in Berlin, and Ingm ar 
Bergm an’s staging o f contem po
rary works like The R ake’s Progress 
in Stockholm, are established as
pects o f  the regular European op
eratic scene. P roducdons o f  new 
operas by living com posers are, in 
this context, a steady and unques
tioned function o f every m ajor 
opera company.
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Wc, in contrast, had our first 
at the low-budget New 

York Citv O pera some fittv vears 
after its ct)rnposition. (It pene
trated the Met in I960, in a mis
conceived and vocallv inept per
form ance that was quicklv w ith
drawn; it will return there next 
season with a m ore prom ising 
cast.) I'/je liifke's Prooress was com 
posed in California hut i1rst per
formed in VYmice— and it was so 
butchered when it finallv reached 
the Met that it, too, was hastilv 
buried after a barelv decent inter
val. /-///// was gi\ en its American 
prem iere onl\- this past sum 
m er— l')ut in Santa Fe, not New 
^ ’ork. And Mathis, C.ardillac, fouus, 
Mosi's and .-Iron anti Milhaud’s Or- 
estit, am ong innum erable o ther 
tw entieth-centur\- notables, have 
not vet had complete professional 
performances in the I ’nited States.

All this would still not be so 
critical were it not that, whereas all 
the leading Huropean com posers 
are active in the operatic realm, 
and ha\ e their works competentU- 
a n d p ro  m in e n 11 v p ro d  u c e d ,
Am erican operatic ctunposirion 
has largelv been relegated to the 
w orkshop hacks, in the total ab
sence of either context or hope of 
production. Even when a major 
American com poser does produce 
an im p o rtan t opera tic  w ork, 
whose production is likeh' to cre
ate new awareness and interest 
and stimulate serious new activit\', 
it, too, is left to lAirope. W hile

R()ger Sessions’s AUwte-:̂ ii///a wa s 
becom ing a significant operatic 
event in its Berlin production, and 
IM'nst K renek’s new opera  is 
scheduled for perform ance in 
H am burg in ]une, the M etro
politan is content to console itself 
with M enotti’s trouble-free hast 
Sai'aoi'.

W hat we do get is principallv a 
paratle o f the more or less spec
tacular \’ocal acrobats ot the in 
ternational circuit fmosi of whose 
\-oices h a \e  long since been de- 
siro \ed  bv overuse) in assiduous 
explorations of the best-know n 
workhorses in the most con \en - 
rion.il p e rto rm an ce  s t \ le s — all 
carried off with \’arving degrees of 
shabbiness in discipline, ensemble 
anil \ isLial appearance. ( )ccasion- 
alh , in the name of an original and 
imaginatix e production , we are 
treated to such apparitions as 
Franco Zeffirelli's recent I'alsfafj, 
with its third-hand imitation and 
b o lto  vulgarization oi W ieland 
W agner’s low-comedv Mt/sters/njicr 
stvle. And when the confluence o f 
singers comes off, as in this sea
s o n ’s Otcllo w ith Mc(a'acken, 
(d)relli and I'ebaldi, it is almost in 
spite of the surroundings and at
mosphere at the Metropolitan that 
the image of a m asterp iece 
emerges.

•Aside from the prevailing dull
ness of one season, however, or 
even the barrenness of our entire- 
operatic culture, the m ost d is
tu rb ing  aspect of the curren t
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situation is the quality and char
acter o f  the M et’s present man
agement. Unlike our o ther major 
perform ance organizations, the 
M et has never indulged in any 
euphem istic p re tensions about 
cultural or artistic responsibilin^; it 
has always been frankly a public 
institu tion run as a private club 
whose chief steward, lately Rudolf 
Bing, serves up new productions 
only on special order o f members 
who are prepared to pay for them. 
But Mr. Bing has, I believe, 
reached an entirely new level o f 
cynicism with his recent reply to 
the criticisms leveled at the M et’s 
repertory and perform ance stan
dards by the New York critics. 
Essentially, Mr. Bing’s contention 
is that since everything the Met 
does is designed solely to maintain 
financial equilibrium by filling the 
house every night and presenting 
the sort o f thing that will guaran
tee the continued interest and pa
tronage o f his moneyed box hold
ers, the critics, whose concerns are 
peripheral to these essential ob
jectives, and who have no respon
sibility for the com pany’s sol
vency, are simply incom petent a 
priori to evaluate its activities. 
N ow here in this extraordinary 
docum ent (published in full in the 
Saturday Keimp and in part in one 
o f Harold C. Schonberg’s Sunday 
Times columns) is any real attem pt 
m ade to justify the com pany’s 
policy on artistic grounds, only on 
those o t financial expediency, 
p o p u la r su p p o rt and p rece
dent— and surely nothing is easier

to justify on the basis o f  precedent 
than eternal redundancy... In Mr. 
Bing’s view, moreover, even^thing 
unconventional or experim ental 
can conveniently be left to the 
New York City Opera, a position 
that completely disregards the fact 
that that institution lacks the re
sources, prestige or directorial 
ability to undertake this responsi- 
bilin^ in more than its current des- 
ultoiT fashion.

The depressing attitude o f this 
position for the future o f  opera in 
America is, unfortunately, unmis
takably b o rn e  ou t in the an- 
nounced program  for the new 
M etropo litan  O pera H ouse in 
Lincoln Center. For one thing—  
perhaps m ost significant because 
o f its permanence— the blueprints 
for the physical plant itself include 
no provision for sound equip
ment, complex stage manipulation
or any resources o f  even the Idnd 0

that would be needed to perform  
adequately a 30-year-old w ork 
such as Moses and Aron, let alone 
anything new or experim ental. 
This, in turn, is no m ore than a 
concrete manifestation o f the ap
proach that, in choosing a work to 
com m ission for the opening o f 
the new house, overlooks both  
the many A m erican com posers 
whose originality in o ther media 
would seem to hold exciting pos
sibilities for opera, and those few 
w ho, like H ugo W eisgall and 
E rn st K renek, have also given 
serious thought to the question o f 
a contem porary com bination o f
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music and drama. Instead, we are 
given Samuel Barber again, who 
has already p ro v ed  his ac- 
ceptabilitv to the Met by wav o f 
the low -intensitv  blandness o f 
1 (Wessa, and who, with all due 
regard for his unquestioned super- 
professionalism  and limitless fa
cility, hardly seems likely to  p ro
duce anything less p red ictabh ' 
routine now than he has for the 
last twenn' vears.

Still, as long as Mr. Bing can 
plead povertv and dependence on 
the whims o f  private donors, it 
will hardlv be possible to bring 
effective pressure to bear on him 
and his colleagues to accept the 
responsib ilities o t their public 
trust. Furtherm ore, our opera and 
concert audiences have not been 
well enough trained musicalh' b \’ 
their schooling to dem and— or 
even to know that it is possible to 
dem and— anything b e tte r than 
what thev are given. L nder these 
conditions, perhaps the onlv sal
vation for opera in .\merica would 
be to call Mr. Bing’s bluff bv offi- 
ciallv subsidizing his companv, bv 
providing him with the m eans 
specifically to carrv out the essen
tial functions he now neglects for, 
p resum ab le , practical reasons 
alone. Such functions are, after all, 
educative in the deepest sense, 
and their fulfillment cannot but 
result in the ultimate development 
of a more demanding and enlight
ened audience. And it seems to 
me that the channeling o f public 
resources and effort into a m e
dium that could generate a vast

new creative d ev e lo p m en t in 
which, for once, a wide audience 
could participate from its incep
tion, is a cultural investm ent so 
potentiallv lucrative that we can 
scarcely afford to ignore it.
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B en jam in  B o re tz  

T H E  B.B.C. IN  NEW  YORK

If  the significant public value o f 
musical events can be measured as 
the p ro d u c t o f  an aud ience’s 
extent, the intensity and interest 
with which it comes prepared to 
listen, and the level o f  musical 
awareness represented am ong its 
m em bers, then the response to 
the p rogram s o f  2 0 th-century 
music played at Carnegie Hall last 
m onth  by the B.B.C. O rchestra 
suggested som e in teresting  hy
potheses about the true facts o f 
public musical life. The six closely 
spaced programs devoted to m u
sic com posed since 1900 were 
given at the extrem e end o f  a 
vasdy expanded concert season by 
an orchestra o f no particular local 
cachet, featuring no conducting 
celebrities beyond an avant-garde 
com poser (Pierre Boulez) and the 
resident d irector (Antal D orati), 
and offering no internationally  
glam orous soloists or any tradi
tionally popular program material. 
These conditions seemed almost 
purposely designed to test every 
princip le o f  concert-hall self- 
preservation that is conveniently 
invoked to justify the timid be
havior o f our own musical insdtu- 
tions, but the B.B.C. concerts at

tracted an alert, purposeful and 
respectable-sized audience that 
seemed to fill the hall far m ore 
significandy than do those masses 
o f diffident tourists who regularly 
populate Philharm onic H a ll O n 
these terms, a series such as the 
B.B.C.’s contains the prom ise o f 
incomparably greater public “suc
cess” both  as an individual event 
and in its perm anent effect on 
musical culture, than do all those 
ind istingu ishab le  P h ilharm onic  
rituals where the noncontact be
tween the attendant crowds and 
the programs offered is extreme.

As far as the B.B.C. concerts 
th em se lv es w ere co n c e rn e d , 
greatest in terest was focused on 
Boulez’s conducting o f  the 20th- 
century “classics” for which he 
has a c q u ire d  an  e le v a ted  
reputation in Europe, and on the 
new  w orks inc luded  in  the 
program s, particularly B oulez’s 
own Doubles, R oberto G erhard ’s 
C o n certo  for O rch estra , and 
Aaron Copland’s Music for a Great 
City. Considering Boulez’s in ter
nationalism (he lives in Germany, 
teaches in Switzerland, and regu
larly conducts in H olland and 
England) and his com positional 
orientation, the unmistakable as
sociation o f  his conducting with 
the French conservatory tradition 
was som ew hat startling. But all 
the fastidious attention to balance 
and to the articulation o f  detail 
that characterizes the best French 
operatic conducting is evident in 
Boulez’s approach, neatly mapped 
onto the 2 0 th-centur}^ literature.

- 174-



T he m ost in te re s tin g  o f  
B oulez’s perform ances were o f 
works whose overall continuit\’ is 
self-evident, but which respond to 
the clarification o t textural and 
rhythmic detail bv a lucid projec
tion o f  each event’s precise sig
nificance in creatinu: the total 
sense; the I'hree Fragments from 
Berg’s \\"o':(:(cck (with H eather 
H arp er as so lo ist) and the 
Schoenberg Five Pieces for O r
chestra, Op. 16, were particularh- 
successful in this retiard. But the 
W ebern Six Pieces, O p. 6 and 
X'ariations for O rchestra, Op. M 
(a major work whose single previ
ous New ^’ork perform ance was 
on lacqucs M onod's little I'ow n 
Hall series in 1956) were also ac
curate and con tro lled , if less 
spectacularly clarified. O n the 
o th e r hand, in w orks w hose 
large-scale succession depends for 
its articulation on the precise 
building o f a successif)n of highly 
concentrated indi\idual events—  
notably the Stravinsky Sym pho
nies o f W ind Instrum ents and 
Four Eitudes— Boulez was con
siderably less successful in differ
entiating essential rlm hm ic  and 
linear shapes and thus in main
taining a sense of continuous de
velopment.

C.)f the new works, it was diffi
cult to judge Boulez’s Dniiblt'S on 
the basis o f an apparently inade
quate performance. What emerged 
was surprising in its convention
ally “bus\”  texture and unexplo- 
ratoiT sonority despite the evident 
presence o f locally striking ideas

o f rhythmic and linear com bina
tion such as one would expect to 
follow from  the MarteoM .unn 
M ditn, the M allam^ Imprmbsatious 
and the T h ird  Piant> Sonata. 
Com pared with the manifest so- 
n{)roLis brilliance o f those works, 
the d isappo in ting  drabness of 
Do//h/('S on this occasion throws 
particular suspicion on the per
formance, but it also seems possi
ble that the heavy m etaph\sical 
drift o f some o f lF)ulez’s recent 
writings reflects into his com posi
tional thought as well.

( ie rh a rd 's  (ioncerto , played 
on one of D orati’s concerts, was 
considerabK' less problem atic in 
its predictable amalgam o f \ irtu- 
oso orchestral gestures from the 
cu rren t Hu rope an vocabulary  
w hich, h o w e\e r, it asserts less 
colorfulh' and ingenioiisb' than do 
earlier works of the same title by 
Futoslawski and Fetrassi. Crop
land’s M//sd\ originalK' the score 
for the movie Sometf.uwi W ild  is 
full of britrht sounds anti ideas re- 
calling the \)\'c-C.onnofd/ions period, 
and continualh' reminds one o f his 
consum m ate mastery o \’er certain 
kinils of m aterial— particularly 
that unique sound which he calls 
“glassy” , and which generates the 
best m om ents in C.omiotations as 
well. But after the rather full de- 
\e lopm en t in the first two mox’e- 
ments, the succession of passages 
becomes a little too obviously a 
scries o f fragmentary ‘“cues” to 
project a globally realized com po
sition on the level of the Piano 
\'ariations or Cofwotd/ions.
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It was a particularly happy 
idea to use regular B.B.C. soloists 
rather than more prestigious ring
ers to provide a cohesive and ade
quately rehearsed image o f  the 
B.B.C.’s musical life. Jo h n  O g
don’s extraordinary piano playing 
is already well known here; the 
T ippett and Bartok concertos on 
these concerts exploited his ca
pacity to articulate evenly limidess 
quandties o f notes, although they 
do not impose any equivalent m u
sical demands.

The cello plaving o f  young 
Jacqueline D u Pre in the Elgar 
Cello Concerto was a genuine dis- 
coverv for its virtuositv over a

r V

broad  sonorous and technical 
range that resem bles Zara N el- 
sova’s. But again, the work was 
an unfortunate choice, especially 
since it represented a remarkably 
inventive and perceptive com po
sitional m ind— perhaps the best 
England has produced— by a sin
gularly diffuse and idealess bit o f 
professional routine.
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TW ENTIETH CENTURY HARMONY: CREATIVE 
ASPECTS AND PRACTICE bv X'incent Fcrsichctti 
W. W. NORTON AND CO., 1961. 2H"p., S5.4S.

RHX̂ IHWHR |. K. Randall

N'inccnt Pcrs ichcrr i  and  rhc W". W. N o r r o n  ( a ) m p a n v  liavc issued a 
g rab-bag  o f  .Mr. Pers ichetr i 's  recipes for sh o r t -o rd e r  c t)oker\’ under  
rhc label "T \venr ie th - (T“nu irv  l l a r m o n v ”. IC‘ Mr. Pers icheu i ' s  o w n  
ad m iss io n ,  the  b o o k  ma\- be  useil as a " t e \ i "  in "a tb  ancetr h a rm o n v  
courses .

T h e  re levance  o f  Mr. Persiclierri 's  recipes to  the  m us ic  o f  this 
cen turv  is torcekillv sugges ted  bv the  fact (hat not  a single o n e  of 
th e m  is a t t r ibu ted  to  an \ ‘ par t icu lar  c o m p o s e r  o r  g r o u p  o f  c o m p o s e r s .  
In d e e d ,  no t  a single p iece o f  m us ic ,  o r  a single c o m p o s e r  o r  g ro u p  of 
c o m p o s e r s ,  is m e n t io n e d  so m u c h  as o n c e  in the entire bo(.i\' o f  the 
text.  .Ml references to pieces o f  m us ic  are a p p e n d e d  to the various 
c h a p te r s  o f  the  text  in the  fo rm  o f  lists, w h o s e  frivoiin- is apparen t  
in the  c ap t io n s  w h ich  head  th e m ,  in the  kind o f  c i tation w h ich  thev 
include, a n d  in their  scarcely credible om iss ions .  In the earlier 
c h ap te r s  the  cap t ions  are tjuite specific: " T w o -p a r t  wri t ing  in a 
tw o -v o ic e  w o rk "  (first i tem: Bela Bar tok ,  44 X’iolin D ue ts ) ,  
" T w o - p a r t  w r i t ing  in a w o rk  o f  m o r e  than  tw o  voices",  "ITaitatonic 
wri t ing" ,  " \ \  h o le - to n e  wri t ing",  "X'arious kinds  o f  seven th  and  ninth 
chor t ls" ,  "b i f t e e n th  and  sex 'enteenth  c h o rd s " ,  etc. In general,  the 
ci ta t ions um.ler these  head ings  re le r  to a part icular s p o t  in a piece. 
F o r  exam ple ,  w e  mav verify that  s o m e w h e r e  in the second  
m o \ ' e m e n t  of Barrdk 's  1st (,)uartet the  first violin plavs a w h o le - to n e  
scale; o r  tha t  the  first n ine  a t tacks  o f  D eb t is sv 's  P re lude  5 ( \ ’ol. 1) 
state five d if ferent  p i tches  (caption: " P e n ta to n ic  writ ing").  In such 
references ,  Mr. Persichett i  is c o n c e rn e d  exclusively with  the  presence 
o f  s o m e  col lec t ion  rif p i tches  to r  w h ich  he  has a nam e.  Later  o n ,  the 
c ap t io n s  b e c o m e  m o r e  whimsical :  "I l . i rmonv w iih  characteristic 
doubl ing ,  spacing, o r  o m is s io n " ,  "Irregular  ha rm o n ic  r l m h m " ,  
"Passages  featuring repea ted  n o te s  o r  c h o rd s " ,  "l^assages w i th  
characterist ic cb 'namics and  rests" ,  " W o rk s  com.l in ing contras t ing  
techni t jues" .  "Passages  con ta in ing  var ious  kinds  o t  ha rm onic  
tex tures" ,  'Tn i ( . |ue  th em a t ic  ide.is", etc. It shou ld  be  s t ressed  that 
t h r o u g h o u t  the b o o k  these  cap t ions  are the  sum  total of .Mr. 
Pers ichet t i ' s  c o m m e n t s  u p o n  the lists o f  w o r k s  w h ich  they head. 
Fcjuallv s y m p to m a t i c  o f  the  educat iona l  value of these  lists is the 
absen ce  o f  D eb u ssv 's  n a m e  f ro m  the  lists headeil  "Real p:irallel 
h a r m o n y "  and  "Tona l  parallel h a rm o n y " ;  o f  L c  S d a r  d n  Pr/z/Zewps 
f ro m  the  lists h e a d e d  "H x am p les  o f  peda ls"  and  "L.xamples  o f  
o s t ina tos" ;  a n d  o f  any reference to  a tw e lv e io n e  w o rk  of
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Schoenberg, Berg, or Webern from the lists following the subchapter 
entitled "Serial Harmony". On the other hand, Schoenberg’s Violin 
Concerto is listed elsewhere under the heading "Chromatic harmony 
with chromatic melody": the reference is to p. 33 of the piano 
reduction. I submit that the advanced student might even sur\dve 
exposure to the first page and that the advanced student who reads 
music might risk a peek at the orchestral score. (Curiously, although 
Mr. Persichctti professes to regard harmony and its instrumental 
setting as inseparable, his lists repeatedly cite the piano reductions of 
works for which the orchestral scores have long been available.) The 
vcrv next work in the same list is Scriabine's 9th Sonata. The fact 
that the Schoenberg and Scriabine works are both based upon rather 
specific principles of pitch organization, and that these principles are 
radically different for the two works, does not interest Air. 
Pcrsichetti. The main thing is that both pieces splatter sharps and 
fiats all over the place.

A sampling of Mr. Persichetti's recipes cannot fully portray the 
dense musical and linguistic fog which seals off the world of the text 
from the world of the lists:

Pizzicato strings define uncertain passing tones in woodwind 
voices, and a harp mav underline obscure rhythms in lagging 
strings, (p.27)

(ihords by fourths are used as "dominants" in cadences of any 
harmonic idiom. (p.lOl)

Ornamental tones increase harmonic circulation in passages of 
clusters. (p.l32)

The harmonic ambiguity or sudden unison allows for the 
entrance of any texture, (p.273)

The versatile ornamental tone also provides textural means for 
entering any harmonic region, (p.273)

Mr. Persichctti courageously demonstrates his hundreds of recipes 
with the assistance of musical fragments concocted for the occasion, 
I can only assume, by Mr. Persichctti himself. In this attempt to 
compose-OLit a half-centmy, Mr. Persichctti has exceeded his 
capacity.

Although the few theoretical ideas which do seep through the 
prevailing shroud of obscurity are in large part alread\  ̂ familiar from 
Hindemith’s Craft of Musical Composition, Howard Hanson's 
Harmonic Materials of Modern Music, and from the most benighted

W .W . N orton 's editors were gratuitoush' tolerant in com mitting to the printer such 
expressions as "case o t rcadabilin'”. "played on a medium", "when color gradations o f  
die Hindi formations are made part o f  the composer's aural apparatus", etc.
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tra d itio n s  o t  c h o rd -p u sh in g  pcd ag o g \’, n o  cred it is g iven  to  any o f  
th ese  so u rces . In d e e d , n o  b o o k  a b o u t c o n te m p o ra ry  m usic , n o r  any 
artic le , n o r  anv  b o o k  o r  artic le  a b o u t any m usica l su b jec t w h a tev e r, is 
c ited  at anv  p o in t  in M r. P c rs ic h e tti 's  b o o k .

O f  th e  fo llow ing , h o w ev er, M r. P c rs ich c tti is u n d o u b te d ly  th e  sole 
p roprie to r:

D v n am ics  h av e  a rh v th m  th a t is p ro je c te d  bv m e a n s  o f  p iano, 
fo rte , c re sc e n d o , d im in u e n d o , s fo rz a n d o , and  su b ito  d ire c tio n s  o f  
a c c e n tu a tio n , (p.226)

In  sh o r t, d v n am ics  h av e  a rh v th m  th a t is p ro jec ted  bv m e a n s  o f  
dvnam ics. T h e  b o o k  a b o u n d s  in su ch  ta il-chasers. O n  p. 265  w e  
have th is  one: "W h en  a m elod ic  set inc ludes o n e  o r  m o re  identical 
n o te s , d o u b lin g  o f  ch o rtl m e m b e rs  p ro d u c e s  co lo rfu l serial 
d o u b lings" . M r. P c rs ich c tti g ives n o  ex am p le  o f  a se t w ith  one 
iden tica l n o te , a lth o u g h  p rc su m ab lv  even  in th is case d o u b lin g  w o u ld  
p ro d u c e  doub ling . Less original, b u r o f  so m e  sociological in te re s t, is 
M r. P c rs ic h e tti’s im p re ss io n , as o f  1961, th a t th e  rw e lv e-ttjn e  sy s tem  
is a " c o n tra p u n ta l p rincip le" b e s t d ea lt w ith  in a " trea tise  on  
c o u n te rp o in t" , (p. 262) In  a c c o rd  w ith  his co v er-a ll-ex its  a p p ro a c h  to  
c o n tn n  ersv , M r. P crsichc tti d o es  co n c e d e  in th e  n ex t parag raph  th a t 
"w h e n  h a rm o n v  is regu lated  b \’ a h o rizon ta l, un itv ing  idea 
(tw e lv e -to n e  o r  n o t) , th e  te x tu re  m av be serial; this k ind  o t  w ritin g  
c rea tes h a rm o n v  o f  ex trao rd in a rv  c o m p a c tn e ss  th ro u g h  th e  m anifo ld  
v a ria tio n s  o f  th e  m o tif  re la tio n sh ip s" , 'f h e  c lause p reced in g  the 
sem ico lo n  m ean s th a t serial p rin c ip les  p ro d u c e  a serial te x tu re — w ith  
the  te rm  " te x tu re "  enjoving syn tactical ra th e r th a n  sem an tica l s ta tu s . 
H ere  and  th ro u g h o u t the  b o o k  Mr. P crs ich c tti s ta n d s  unw avering ly  
o n  g u ard  against anv u n seem lv  e m p h as is  u p o n  th o se  tcch n ic |u es o f  
tw e n tie th -c e n tu rv  c o m p o s itio n  usuallv  asso c ia ted  w ith  th a t n u m b e r 
o f  n o te s  w h ich  is g re a te r  th a n  e leven  bu r less th a n  th ir te en , .\lrh o u g h  
M r. P crs ich c tti h a z a rd s  an  ex cu rs io n  in to  serial co o k e rv  o n  page 26 3 , 
he  serializes on lv  sev en  n o te s  and  th u s  em erg es  w ith  h is  virginiu ' 
in tact.

In  v iew  o f  M r. P c rs ich e tti 's  n o tio n  th a t w h a te v e r can  be  d o n e  at 
all can  be  c o m b in e d  w ith  eveiT th ing  else, he  naturallv  neg lects to  
p o in t o u t  th a t m u ch  o f  th e  b e s t-k n o w n  m u sic  o f  th e  u v e n tie th  
c c n u in '— specificallv, w o rk s  o f  Bart(')k, (Copland, D eb u ssv , 
1 lin d e m ith , Satie, S ch o en b e rg , S criab ine, S trav inskv , and  W eb ern ; no r 
to  m e n tio n  B oulez, (iage, Ckirrer and  S to ck h a u se n  (all c ited  in Mr. 
P c rs ic h e tti’s lists)— has b een  co n sc io u slv  and  o f te n  explicitlv 
p ro d u c e d  to  e lucidate  "n ew " o r  "e x te n d e d "  p rem ises  co n ce iv ed  as 
a n tid o te s  to  allegedlv o u tw o rn  trad itio n s  o r  in ad eq u a te  a lternatives. 
M r. P c rs ic h e tti 's  v e rsio n  o f  th e  h is to rv  o f  th e  p a s t six d ecad es 
a p p e a rs  o n  p. 11: "(C om posers have , in th e ir m usic , co o rd in a te d  the  
v a rio u s m usical re so u rces  o f  th e  earlv p arr o f  th e  cen tu rv". (T his is 
M r. P c rs ic h e tti 's  on lv  h in t th a t th e  tw en tie th  cen tu n - m av have
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"parts" .) N o w  surely  any  c o m p o s e r  w h o  h as  "c o o rd in a te d  the 
v a rio u s m usica l re so u rc e s"  ex h ib ited  in  th e  w o rk s  o f  Satie, Scriabine, 
an d  W e b e rn  deseiA 'es, a t th e  least, to  b e  m e n tio n e d  by  n am e. O r  o n  
se c o n d  th o u g h t, if  by "c o o rd in a te d "  M r. P e rs ich e tti m ean s  " jo ined  by 
a su d d e n  u n iso n "  o r  a "versa tile  o rn a m e n ta l to n e " ; an d  by  "m usical 
re so u rces" , scales an d  c h o rd s ; th e n  p e rh a p s  w e sh o u ld  a llo w  the 
id e n tin ’ o f  th a t c o m p o s e r  to  rem a in  an  o p e n  se c re t b e tw e e n  th e  
a u th o r  a n d  th e  a d v a n c e d  s tu d en t.

A u th o r’s N ote (2003 ):
Sure. Stupidities abound. (Par for the course, in 

those days.) Musical insensitivity, however, does not. 
And I do wonder: What’s so bad, after all, about 
presenting a bunch of weirdchords and advising us to do 
what we want with them?

So what was the problem?
Vincent Persichetti was an able composer, a 

gentleman, and a supportive teacher with reputedly 
spectacular skills. He, if not his book, deserves better 
than this uppity snotwad.

The problem was a pervasive culture: a plethora of 
musicians — composers, performers, teachers, 
unbudgeably indifferent or hostile to “modern music” 
(whose rapsheet featured the all-brain no-heart 
complaint) — among whom any attempt at cogent 
thought about music (especially, cogent thought toward 
urgently needed new foundations) was not merely 
unnecessary [ — as in: “brains is no substitute for talent,
my dear”: or: “well, she talks a good game, b u t ......... ”]
but outright disrespectful [ — as in:”“reai“music ( -  the
speaker’s own inviolable biases) is far beyond ......... ”].
If you don’t know already, thinking won’t get you there. 
And if you do know, what’s to think about? Just do it.
(In that environment [: think Cleveland OH, 1940; or 
Harvard Univ., 1955], the breathy brainlessness of a 
sentence became a guarantor of its musical uplift.)
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{Summertime, Tang/enmd U SA or: }
SIGHTREADING AS A WAY OF LIFE

1. Hoir It Cron'S on Yon

WITHIN the world of musical pt̂ r- 
fonnance there is a tradition which 
esteems correct playing as an indis
pensable part of reasonably projecting a 
musical structure. The typical believer in 
this tradition is on extreme occasions 
less put off by mere wrong notes, wrong 
rhythms, and wrong entrances than by 
correct playing which manages to project 
no discernible musical structure at all. 
(He even doubts that the term "correct" 
is appropriate in this connection.) At low 
ebb, he will characterize such correct 
playing as "professional sightreading" 
meaning, it 1 understand his phrase, not 
so much that the number of man-hours 
spent in rehearsal was nonpositive as 
that too many o f  the performers 
involved apparently had vet to catch their 
tirst glimpse ot anv musical structure 
which thev might be doing in.

Perhaps such teelings about the proper 
relation of the performer toward the 
piece he performs arc immune to 
correction. Or perhaps they are immune 
only to correction through rational 
persuasion; and perhaps no Katha is 
required to anticipate the profoundlv 
correctional intluence which might be 
transmitted (if the setting were nght) 
through a daily routine in whose clutches 
e\’en the most gibed and conscientious 
performer could develop good reason to 
settle for professional sightreadtng mjt 
merely as the only target within range, 
but as a target far enough awav to make 
any more distant target seem pro\ ision- 
ally nonexistent.

Imagine our typical believer —  at an 
age when he is more likelv to rrv in a 
euphoria of generous enthusiasm to live 
up to the demands made upon him bv

his profession than he is to worr\' too 
much about the implications for his 
profession (anti for himself) f>f the 
purposes and attitudes which -.uv 
reflected in these demands —  absorbed 
intf) a well-publicized, prestigious, ad
vanced eight-week educational enterprise 
run by the Musical Director of one of the 
most durable institutions in show- 
lousiness and staffed by professional 
musicians of national and international 
reputation: then imagine the crisis t)f pro
fessional conscience which his euphoria 
might enable him to bvpass under 
conditirons where the following schedule 
represents the educatifonal experiences he 
will enjoy, as an active participant, during 
a single average week;

.\!o/ut/y

‘̂ 30-12:00. Orchestra rehearsal.
(1:00-3:110. Attend a lecture.)
8:00 p.m. Chamber music concert of 

pieces rehearsed tluring the previous 
week.

!'/nsAy
8:00-1 1:00. hirst rehearsals of three cont

emporary works to be performed one 
week hence.

9:30-12:00. Orchestra rehearsal. 
l:3(t-3:30. Second rehearsal of a 20- 

minute concemporaiy chamber work 
to be performed 'hhursdav night. 

3;4.3-3;43.'Third rehearsal of a 30-minute 
contemporarv chamber concerto to be 
performed on Sundav.

II t’(lih‘S(l<iy
1 1:30-12:30. (Vchestra rehearsal.
1:30-3:30. Second and last scheduled 

rehearsal of one of the three works 
rehearsed vesterdav morning at 8:00.

4:00 p.m. Chamber music concert.
8:00 p.m. Orchestra concert.
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T h u r s d a y

10:00-12:30. Third and last scheduled 
rehearsal o f the work rehearsed at 1:30 
on Tuesday.

1:30-3:30. Second rehearsal o f  a con- 
tem poraiy cham ber work to be 
perform ed next W ednesday. (The first 
rehearsal took place several w eeks 
ago.)

3:45-5:45. Second rehearsal o f  a 15- 
minute contem porary work for large 
w ind ensemble to be perform ed next 
W^ednesdav.

8:00 p.m. Cham ber music concert.

T r id a y

10:45-12:30. Section rehearsal.
3:45-5:45. Second rehearsal o f  a 10- 

m inute contem porary w ork to be 
perform ed early next week.

S a tu r d a y

9:00-10:45. Section rehearsal.
3:45-5:45. Fourth  and last scheduled 

rehearsal o f  the work rehearsed at 3:45 
on Tuesday.

S u n d a y

10:30 a.m. Concert.
1:00-2:30. D ress rehearsal for tonight's 

concert.
4:30-6:00. D ress rehearsal continued.
8:00 p.m. First concert in a five-night 

Festival o f  Contem poran- American 
Music.

This posted schedule (sprinkled among 
the fourteen posted mimeographed 
multicolumned pages —  o f  which I 
retain copies —  comprising the total 
schedule for this single average week) 
accounts for only fory-five hours o f  our 
believer's time: in addition, he may w ish 
to smdy the scores and practice his parts 
for the dozen or so pieces in which he is 
currently involved (there will be other 
pieces other weeks); he may wish to 
participate in an unscheduled rehearsal o f

one o f  the w orks in trouble —  about a 
dozen o r so; and he may wish to review 
standard repertoire for his impending 
audition with the B oston Symphony 
Orchestra.

(That the concert performances o f 
music old and new thus prepared at 
Tanglew ood last A ugust were invariably 
better than the first rehearsals is no smaU 
tribute to  the quantity and quality’ o f  the 
talents which this kind o f  enterprise so 
frantically wastes.)

As our believer retreats to a noisv 
corner at 1:45 p.m. on Friday to spend 
an hour and a half practicing tlie four or 
so hours o f  music for which he is 
currendy responsible, the dulled sense o f 
panic which keeps him awake ma\' yet 
drive hom e loud and clear the sustaining 
m otto  for such seasons: You may no t be 
able to play it well, but you'll dam n well 
play it. (The show m ust go on, so to 
speak.) A nd w ith tliis revelation, the 
pst’chological foundation has been laid 
for a revised professional credo which he 
will feel uneasy about at first, bu t which 
he may —  as the years pass and his ow n 
artistic vision ripens —  come to embrace 
as impassively as any veteran o f  a major 
symphony orchestra: In  one o f  these 
contem porary pieces, if  you play right 
notes and w rong notes, right rht'thm s 
and w rong rht thm s, right entrances and 
w rong entrances, w ith  no  change o f  fa c ia l  

exp ress io n  o r  to n e -q u a lity , nobody will 
know  the difference; and after you've 
pulled it o ff  for ten or twenty years, yo// 
w o n 't  k n o w  th e  difference y o u r s e l f  (It goes 
w ithout saying that the difference will 
remain unnoticed by those apprentices in 
loose journalism w hose narcotic if 
inessential fictions are so randomly 
embalmed on the Public Entertainm ents 
page.)

.'Vlthough som e perform ers (not to 
m ention m ost composers) regard the 
practitioner o f  the revised credo w ith 
distaste, I m ust admit that their distaste
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seems sometimes to engulf too modest 
an object: the revised credo is but one of 
manv anaesthetics in short supplv at 
those outposts where music mas
querades as just another highcultural 
excrescence on the underbellv of 
show-business.

//. Hon' to C/irc /t

The suggestions tor a tnur-week 
summertime conterence wliich follow 
are based in part on an assumption that 
the objectives ot the ITomm-sponsored 
Festival of Ciontemporan' American 
Music are at odds with the tactic of 
infiltrating show-business; and hence that 
anv tailure to assimilate the forni'^ aiul 
conditions of show-business neeil not be 
taken as a flaw in either the objectives or 
the suggestions. '1 believe that mv 
suggestions are realistic: partlv l')ecause so 
manv ot them aren’t much more than 
adaptations of things 1 have seen happen 
at the ITomm Seminar-' in the late fiftie'-, 
at the Bennington (.omposers' 
Conterence last August, and e\en 
off-stage at 'I'anglewood.) Such a 
conference would be able to approximate 
the cfincemrations of talent and leisure 
which would be needed both to make 
intelligible to the participants some of the 
legitimate grounds tor ditterences of 
attitude toward problems of compositif)n 
and pertormance and to examine with 
care a few specific well worked out 
instances ot alternative attiuules toward 
both kinds of problem.

A conference might be firganixed as 
tollows:

Piirficipun/s

1. .A director (assisted bv a liaison 
person anti a secretarv).

2, Two or three "established" composers 
A conductor experienced in contl- 
uciing coniemporan' music, ami at 
least one \’oung "apprentice" 
conductor.

A. l-'our or fue articulate Fromm-com- 
missioneil notiestablished composers. 
((Commissions should be awardeti at 
least a \ear and a half in advance of 
the conterence.j

5, d'weive to twentv-four voung perfor
mers. plus .1 tew established \'eter.ins 
known to be untainted b\- the reviseil 
professional credo.

h. ,\ sniall corps ot interested and quali- 
hed resident observers. (Problems of 
housing, leeding, etc., could best be 
solved bv reproducing as faithfullv as 
possible the living cotHiiiions which 
j■*re\■ailed .it the Bennington (Com
posers' (Conterence last August.)

Sihidnh n! iDid

\ \  ednesdav ot each week w ould  be 
set aside as "l.illout" tkiv. devoteil to 
collecti\'e retrospection, rev ision, ftiling-in, 
.md carching-Lip.

h.venings woukl be used, at the 
discretion of the participants, in whatever 
wavs might best serve to further or to 
escape from the business in hand: there 
neetl be no rule against putting on 
whatever formal or impromptu concerts 
the current condition n{ the conference- 
might inspire.

.Saturdav morning of each of the first 
three weeks would be used tor a 
mandaton' griping session; on the final 
Satunlav morning, dissatisfied partic
ipants should he asked to submit then- 
written e\-aluations ot the conterence to 
i t s  director within a short time.

All Saturdav afternoons and Suntlavs 
\\-ouki be reser\-ed tor cumtilaiive
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nonmusical activities.
The first w'eek would be the w eek 

during which the senior composers, 
conductor, and performers w ould "set 
the rone" for the conference; seminars 
and rehearsals would be devoted to a 
work h \  each o f  the senior composers 
(which might be chosen, perhaps, by the 
com m issioned composers) and to at 
least one work by a nonresident 
com poser which the senior composers 
considered a contem porary classic.

The second week would be the week 
during which the performers w ould 
conduct all four o f the scheduled 
seminars (devoted, for example, to 
characteristics and problem s o f  various 
instrum ents and instrumental gi'oups); 
and during which all the participants 
would study scores, engage in 
im prom ptu seminars and tapepla\nng, 
and do w hatever else m ight seem 
desirable in prepanng for the third and 
fourth weeks and in improving the tone 
o f the conference.

The third and fourth weeks w ould be 
devoted to the com m issioned pieces and 
to one older piece by each o f the 
comm issioned com posers. Evervone —  
the comm issioned com posers in particu
lar —  would be expected to seiwe in a 
variety o f capacides. Tor example, a 
com poser might be asked to supeiwise 
one three-hour rehearsal o f  his new piece 
conducted bv the senior conductor; to 
conduct t)ne three-hour rehearsal o f  his 
old piece supeiwised by the senior 
conductor o r a senior perfomier; to 
supervise or conduct a rehearsal o f 
another com poser's old piece; to give a 
seminar about liis new piece; and to gi\’e 
another seminar about som ething else. 
O r a young perform er w hose sendees as 
a perform er would not be needed for 
several days in a row could be asked to 
conduct o r supendse a rehearsal.

D uring each o f  the four weeks, 
seminars would take place at 10:30 a.m.

on Mondays, Tuesdays, Thursdays, and 
Fridays, and would be attended by all the 
participants. I t might prove advisable to 
assign primaiT responsibility for discus
sion at any one seminar to about six of 
the participants w ho acknowledged a 
particular interest in the scheduled 
subject. (Well-advertised extracurricular 
seminars in the rudiments o f  logic, 
semantics, and literacy, designed to equip 
selected representatives o f  leading 
institutes o f  musical research —  such as 
the N e w  Y o r k  T im e s  —  with the tools o f 
their trade, could at the discretion o f  the 
participants be repeatedly postponed.)

D uring the first, third, and fourth 
weeks, rehearsals w ould take place even’ 
Monday, Tuesday, Thursday, and Friday 
from 2:00 p.m. to 5:00 p.m. Tw o three- 
hour rehearsals w ould always run

r

concurrently, and each would be taped in 
its entiren. D uring the third and fourth 
weeks, each com poser's new piece 
w ould be rehearsed on tw o consecutive 
afternoons; and his old piece might be 
rehearsed at the o th e r  rehearsals on the 
same two afternoons. This scheme 
w ould relieve each com poser o f  any 
obligation to sun'ive all rehearsals o f his 
own music and at the same time 
guarantee him the satisfaction o f  being 
able to attend at least one rehearsal o f 
each w ork bv each o f  his colleagues. 
(Each com poser would, o f  course, be 
gi\-en tapes o f any rehearsals he regretted 
having missed.)

This layout o f  rehearsal time w ould 
devote to each piece two three-hour 
rehearsals: perhaps the first and last o f 
the six hours could be used to gD 
through the piece, for better or for 
worse, from beginning to end; but the 
remaining four hours ought to be used to 
work up a few short passages to 
perfection: it is essential that performers 
and com posers alike be granted this 
much chance to do som ething right.

Since the conference w ould not be
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expected to provide the commissioned 
composers with complete performances 
of either their new or their old works, 
such performances —  scheduled h)r the 
academic \’car (olhnrifi  ̂the conference —  
should be arranged during the planning of 
the conference.

[ust selecting the participants for the 
conference would require consultation 
With the numerous performing groups 
now attached to various universities, 
colleges, and conser\‘atories all over the 
I'nited Stares; and these consultations 
should in part be directed toward 
secuiing performances on a number of 
representative campuses. given work 
might be taken on tour hv a single group, 
or performed on each of several 
campuses bv the locallv resident group. 1 
think that the attractions ot the 
pr()liferated premiere compare favorahlv 
with the attractions of a single summer
time premiere in the mountains; although 
both summertime and mountains are 
ideal tor professional conferences, neither 
seems unarguahlv relevant as the conven
ient wav to reach a representative 
segment ot the right public.

n should think that hv the sum m er o f 
it m ight becom e useful to have 

lour conferences running m ore oi less
I

concLirrentlv at otherwise alxuuloned 
small-college campuses in. sav. X’erm ont 
(>r M assachusetts. n< irthern .\Iichigan. 
(Colorado, and northern California or 
( )rcgon.)

I-'or the participating performer, the 
benefits ot such conferences would 
hardlv be confined to his performance of 
new music: if the musical callousness 
bred bv the revised professional credo 
has conferred upon standard repertoire 
(which highcultural show business still 
claims to preser\'e and disseminate) no 
nf)ticeable benefits, then we can 
reasonably hope that the attitudes 
reflected in such conferences would 
inflict upon it no noticeable damage.

Onlv reticence in the presence o f 
persistent claims prevents me from 
suggesting that in som e vear each conf
erence be extended hv one m onth to 
provide time enough for the participating 
com posers and perform ers to w ork 
together intelligentlv on a m ovem ent 
from a Beethoven ejuartet,

KR
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THE ACOUSTICAL FOUNDATIONS OF MUSIC. By John Backus 
New York: Norton, 1969. 312 pp.

THE STRENGTH of Mr. Backus’s 
book lies in its orderly an*angement 
of a wide-ranging selection from 
familiar materials considered by 
acousticians to be “foundational” 
with respect to music, and in its level 
and pace of exposition. Its major 
weakness lies in its conceptual and 
methodological inadequacies which 
vitiate the “foundational” claim that 
for Mr. Backus is central to his own 
motivations in writing the book. I will 
try to get at the trouble by examining 
a particular subchapter (pp. 138-140, 
“Theories of Consonance”) in which 
an embodiment of this claim most 
unmistakably emerges.

This subchapter reports that “the 
whole subject of consonance and 
dissonance, like so many in the field 
of musical acoustics, is quite 
unsettled.” It briefly surveys a few 
psychoacoustical (but no music- 
analytic) theories on the subject, as 
well as a few of the apparent 
discrepancies among test responses 
reported by different investigators. It 
even endorses the likelihood that “a 
good deal of our feeling as to what 
constitutes consonance is a matter of 
musical training.” Yet this very 
subchapter opens with the assurance 
that “it is agreed” that consonant 
intervals “exist.” (By what ontology 
a “feeling” about a thing, and 
moreover a feeling which is probably 
“a matter of training”, may be said 
to “exist” as a property of the thing, 
is not explained. Nor is it explained 
why the division of the entire gamut 
of tempered intervals into exactly

two mutually exclusive domains on 
the basis of “our feelings” should be 
allowed to evade the author’s 
elsewhere-applied censure as 
“arbitrary emotional classification.”) 
Whether or not this reported 
agreement (but about what?) obtains 
among psychoacousticians, among 
musicians the whole subject has of 
course taken a rather different turn. 
Thus, at least one well-known music- 
analytic viewpoint treats the terms 
“consonant” and “dissonant” as 
useful chiefly in analyzing certain 
pieces of music for which the major 
and minor triads, construed as 
referential intervallic structures, can 
serve as analytically useful 
constructs. Within the context of such 
analyses, an interval is (by definition) 
consonant wherever it is interpreted 
as representing a single major or 
minor triad, and dissonant wherever 
it is interpreted otherwise. (Within 
such analyses, although certain 
intervals will be dissonant in every 
occurrence, no interval need always 
be consonant.) In short, this 
viewpoint relativizes the concepts of 
consonance and dissonance to a 
particular music-analytic conceptual 
framework (useful for much pre- 
20th-centuiy music, useless for much 
20th-century music), and thereby 
renders their usefulness for any 
particular piece of music dependent 
upon our adjudging that framework 
applicable to that piece, rather than 
upon our “feelings” (if any) about 
intervals outside the context of works 
of music.
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The "Theories of Consonance" 
subchapter culminates in the 
following side-swipe at the old notion 
that different emotive qualities may 
be associated with different musical 
"keys": "In the tempered scale, any 
given interval is exactly the same as 
every other interval of the same kind. 
It follows that, except for their height 
in the pitch-scale, all intervals will 
sound alike. As a consequence, the 
practice of ascribing certain "key 
colors" or certain psychological 
moods to different music keys has no 
basis in fact." In these three 
sentences, confusion and non- 
sequitur run rampant. By the most 
charitable reading I can come up 
with, the drift of the first of these 
sentences could be construed cither 
as "In the tempered scale, any two 
pitch-pairs belonging to the same 
interval class exhibit the same 
frequency-ratio": or alternatively as 
"In the tempered scale, any two pitch- 
pairs belonging to the same interval 
class exhibit to perception exactly the 
same span". Unfortunatel)', the 
assertion in the second quoted 
sentence not onlv fails to "follow" 
from an inierval-to-frequency or an 
interval-to-span correlation (or from 
both in conjunction), it fails e\en to 
be the case —as the author himself 
suggests in an implicit retraction no 
later than the sentence immedialeh 
following the quoted three (in a 
reference to the timbral differences 
between open and stopped strings). 
The third sentence introduces still 
further surprises: precisely how it is 
that a sentence (namely, the second) 
whose onlv salvageable seizment is 
devoted to specifying a perceptible 
difference (namely, difference in

pitch-level) lays the groundwork 
from which absence of "basis in fact” 
follows "as a consequence." is not 
explained. Throughout the quoted 
passage, a tendency to offer 
equivalence from a clearly (or not so 
clearly) delimited point of view as a 
"demonstration" of equivalence from 
a different or more comprehensive 
point of view seems to be a central 
weakness.

I should emphasize that I have no 
quarrel w'ith the eventual punch-line 
which states that "Arbitrary emotion
al classifications of this kind are of 
no more help to music than arc as- 
troloav or numerology." Indeed, the 
w'ords "are of no more help to mu
sic" are more crucial than might at 
first appear: even those classifica
tions which do rest "on a factual ba
sis" need still pass the test of opera
tional relevance to each discourse 
employing them. Thus, even if we 
were to consider difference in 
pitchlevel (together with all the dif
ferences in relative overtone- 
strengths normally associated with 
difference in pitch-level) an accept
able "factual basis" for difference in 
emoti\e response, w e still might find 
the fickle metaphors in which such 
responses are usiialh preserved su- 
pertluoLis in discussing any particu
lar piece of music which had elicited 
them. But these are methodological 
considerations which are not vet 
commonlv faced bv musical acous- 
ticians.

Now ceitainly the information Mr. 
Backus has gathered concerning the 
physics of sound-propagation, the 
construction of musical instruments, 
auditorium and room acoustics, the
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electronic production of sound, and 
the physiology of hearing, is on the 
face of it potentially more musically 
relevant stuff than “arbitrary 
emotional classifications, astrology, 
or numerology.” But to suggest, as 
Mr. Backus does on the last page of 
his book, that these “various pieces 
of knowledge, miscellaneous facts, 
and scraps of theory” constitute—in 
however underdeveloped a present 
form—“the science of music,” is a 
little bit like suggesting, at remote 
remove from ail coherent ideas about 
disease and cure, that some handy 
anthology of infonnation about toe
nail parings, mattresses, and sunshine 
somehow constitutes —even in 
rudiment or in outline—“the science 
of medicine.” And Mr. Backus’s few 
explicit attempts to weld his “pieces” 
and “scraps” together into coherent 
ideas about music merely engulf the 
reader in that miasma of conceptual 
and methodological confusion where 
the alleged discipline of psycho
acoustics traditionally finds itself at 
home.

J. K. Randall 
Princeton University
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THE NATION:
January 24, 1966

MUSIC
B e n j a m i n  B o r e t z

The current New York concert 
season has been  rem arkable  
chiefly for the number o f  events 
that have sharply revealed the 
deep separation in our musical 
“ two cultures” , between the pub
lic musical life and the state of  the 
musical culture it supposedly rep
resents. At first glance, the obser
vation seems paradoxical: this has 
been the season in which the ac
tivity o f  music’s “inner” world, 
represented mainly by the many 
contemporary-music performance 
groups, has become an established 
“ presence” on the New York 
scene partly through its steady 
increase, but even more because 
o f  the secure base it has found 
within the educational communin’ 
(Columbia, Rutgers, New School, 
92nd Street Y, etc.). At the same 
rime, too, the T ig ’ musical world 
has made some conspicuous ges
tures toward 20th-century music; 
m ost  notably those connected 
with Leonard Bernstein’s return to 
the Philharmonic after a year’s 
absence. But it was, precisely, the 
contrast with the reality and sta- 
bility o f  a seriously functioning 
new-music world that most clearly 
exposes the shallowness and igno
rance underlying these gestures.

It was possible, for example, 
for William Steinberg and the 
Pittsburgh Symphony to play in 
C a r n e g ie  H a l l  th e  f i r s t  
aU-Schoenberg orchestral program 
given in N ew  York (regarding 
which the Nev^ York Times, whose 
music section perhaps represents 
still a third musical culture, ran the 
extraordinary’ headline, “Steinbere: 
Leads Modern Works”). But this 
kind o f  event seems almost a cli
che to anyone in the least ac- 
quainted with the other domain, 
or even with conventional E uro
pean orchestra and opera-house 
activity, and it conies long after 
both the publication and record
ing o f  complete Schoenberg edi
tions have been begun. Further
more, the quality o f  execution, 
which ŵ as in fact on a level usu
ally associated with first perform
ances o f  new’ works, could hardly 
have seemed tolerable to anyone 
familiar with the incomparably 
superior standard available no 
farther aw’av than the litde Recital 
Hall next door, or the nearest 
Columbia recording.

A considerably more spectacu
lar, or at least maudlin, gesture has 
been Leonard Bernstein’s publicly 
expressed anxietv over the state of  
the svmphony in the 20th century, 
and the pessimistic conclusions 
about the present and future o f  
orchestral composit ion (though 
not orchestral performance) to be 
inferred from it. The basis for his 
reflections is being presented in a 
comprehensive sury e)’, over a few 
Philharmonic seasons, entitled
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“Symphonic Forms In the Twen
tieth Gentur\'.” Out o f  this will 
undoubtedly come the judgment 
that the orchestra, far from being 
annihilated by the poyerty o f  
20th-century symphonic writing, 
is now relieyed o f  its unbecoming 
and painful responsibility to rep
resent the musical present, and 
can enter a glorious twilight as a 
museum ot comfortable sounds.

It is an obvious absurdity, ot 
course, to equate the condition ot 
20th-century orchestral composi
tion with that o f  “ the symphony”. 
For not only has the idea o f  the 
symphony lost any force as a cate- 
tjorical distinction in modern or- 
chestral music, but it appears onlv 
rareh' as a designate in the o r
chestral works o f  the most ad
vanced 20th-century composers. 
Those who have cultivated it have 
been, for the most part, relativch' 
retrospective, with nor much im
pact on the development o f  seri
ous 1\' con tem pora r \ ’ orchestral 
ideas or sound qualities. Bur hav
ing set up such an equation, .Mr. 
Bernstein in his programs appears 
to exclude such intrequent works 
as do in tact represent seric^us 
thought about the contemporar\'  
possibilities o f  sunphonic  form. 
Stravinsky is unmentioned in the 
Philharmonic program book 's  
note on the series, and primary 
figures like Schoenberg, Hin
demith, Sessions and Carter are 
mentioned only as future possi
bilities.

What does emerge in Mr. Bern
stein’s series is rather more .Mahler

than he usually performs on three 
consecutive weeks, and a festival 
o f  such antediluvian creampuffs 
as the complete works o f  Sibelius, 
and docile monsters by N^aughan 
Williams, Nielsen, Prokofiev and 
Shostakovich, along with a few 
prewar and recent  American 
works.

The programs I have heard so 
far included the tiny cham 
ber-music W ebern  Sym phony 
next to the Mahler Seventh (at the 
opposite extreme), and Ives’s least 
interesting but easiest symphony, 
his Third, along with the de
manding Mahler Ninth, which was 
in fact pla\ed with impressi\-e re
straint and control. But the naive 
attempt to smooth Webern’s care
fully isolated pitch events into 
Schuberrian phrases, and the pain- 
lul technical problems encoun
tered, especially b\’ the Philhar
monic's horn player, were in \ ivid 
contrast to the standards o f  inter
pretation and execution that have 
become routine for the perform
ance o f  this work in the cham
ber-music domain.

Yet one remembers when, with 
no publicity to speak ot, the Phil
harmonic was actualh’ the princi
pal source tor first hearings o f  
advanced musi c— had its 
first American performance here 
under .Mitropoulos, who also per
formed the major  orchestra l  
works o f  Schoenberg long before 
they were available on records. 
. \nd when one recalls that the 
P h i lha rm on ic ’s own C ham ber  
Hnsemble, which in many wavs
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anticipated the recent new-music 
groups, was still funcdoning in the 
early fifties, it appears that the 
present radical discontinuin' in the 
musical world is actually a product 
o f  the last ten years, a bizarre cor
ollary both o f  the phenomenal 
popular success o f  concert music 
in America and the vitality o f  our 
compositional activity.

In the new-music world itself 
this season, interest has focused 
on the work o f  the new Rockefel
ler-supported group in residence 
at Rutgers, under the direction of 
A rthur  Weisberg. Predictably, 
given the known superiority o f  
most o f  the players, and Weis- 
berg's customary conductorial  
approach, the performances have 
generally been reliable; but the 
problem o f  establishing their indi
viduality in an already crowded 
field can be seen in the ambiguity 
o f  the group’s programing. Thus, 
even the titles o f  its two New 
York series display uncertainty; 
the Hunter College concerts are 
being presented as “The Twenti
eth Century: The First Sixty-Five 
Years” , which surely represents 
the ultimate in non-commitment, 
while the idea o f  calling the Car
negie Recital Hall p rogram s 
“ F ro m  H indem ith  to S tock
hausen” (leaving out, I presume, 
Stravinsky, Schoenberg, Bartok et 
al, and anyone under 38) seems 
particularly obtuse for an Ameri
can ensemble.

But obtuseness, apparently, has 
been the order o f  the season: it 
was last fall that the death o f

Varese was considered newswor
thy enough only for the deepest 
inside pages o f  our newspapers, 
while the Ford Foundation’s or
chestral program (see The Nation, 
N ovem ber  15, 1965) was p ro 
claimed widely as the salvation of 
American musical culture. And in 
December, the New York Music 
Critics’ Circle finally disbanded on 
the grounds that the major critics 
could no t  spare time from “im
portant” concert activity to hear 
any new works, and that new mu- 
sic was in any case being played in 
such quantity as to make further 
encouragem ent by the Critics’ 
Circle Awards unnecessary. In 
short, this season has been a time 
when one wondered whether a 
serious musician could any longer 
pretend to recognize in the public 
world o f  music some significant 
aspect o f  his own concerns.
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V ir tua l  C o n v e rsa t io n  3:

[JKR, 2003]:  Noway Vghn 
Wms' 4̂ ", Sibelius’ 7"\ & 
Shostakovich’s 10̂ '' are 
creampulTs.

[BAB, 2003]:
S tandoff :  Right, no way 
Vaughan Williams’ 4th rates as 
a creamputT, but it’s still not 
very believable to me, still 
seems like a faiiiv crude 
slumming excursion into the 
"other”- genre of "barbaric” 
modern music.
Guilty  as ch a rg ed :  Back 
then I didn’t really get the 
deep subterranean energies of 
Sibelius, just as I couldn’t 
really bond with the more 
expansive temporalities of 
Bruckner.
Not Guilty:  At the time I had 
not \ct  heard Shostakovich’s 
lOth: what 1 was was a 
recovering Sh.-addict 
rebounding from m\- feckless 
teen obsessions, more aware of 
the maudlin extravagances I 
used to respond to than of the 
fierce far-out intensities I 
might have noticed had I been 
receptive.
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THE NATION:
August 18, 1966

MUSIC
Benjamin Boretz

In the four years since the inaugura
tion o f  Philharmonic Hall, public 
musical life in New York has come to 
be dominated, psychologically if not 
statistically, by the pattern o f  ey^ents 
at Lincoln Center. This is particularly 
evident in the prevalence o f  the ‘Fes
tival’ strategy, generated by the need 
to produce large audiences with which 
to fill expensive and oversized new au
ditoriums, o f  inflating the intrinsic 
appeal o f  an event by the creation of 
an associated ‘occasion’— an ‘inaugu
ration’, ‘commemoration’, or ‘series’. 
This tendency has done a great deal 
to exaggerate even further the dispar
ity betv-een large- and small-scaled 
performance activit}'; the sheer mass 
o f  these portmanteau-events has vir
tually obliterated public awareness of, 
for example, individual recitals by any 
but the most prestigious international 
celebrities, at the Horowntz-Rubinstein 
level o f  renown. At the same time, 
there has been  an accom panying  
change in the audience from a spe
cifically ‘musical’ orientation to one 
oriented to ‘entertainment’ genetically. 
As a result, the traditional area o f  
regular music making, which formerly- 
sustained the continuity o f  perfor
mance, is the really neglected aspect

o f  musical activit\^— far more so than 
events at the ‘specialist’ extreme, 
which seem to retain their audiences 
o f  musical colleagues and, recently, 
extra-musical aficionados as well. The 
attrition o f  the mainstream recital 
world increases as the performers who 
inhabit it persist in offering the same 
type o f  obligatory necrophilic p ro
gram, whose irrelevance is even more 
sharply exposed in this age o f  super
abundant recordings o f  the historic 
literature.

As the public relevance o f  recitals 
has thus diminished, their importance 
to the creative musical world has 
a lm o s t  d i s a p p e a re d ;  fo r  the  
conservatory education that prepares 
an instrumentalist for the nonexistent 
recital vocation is totally inimical not 
only  to  his d e v e lo p m e n t  o f  an 
ex p lo ra to ry  o r  serious r e p e r to ry  
whether traditional or contemporary, 
but also to serious (as distinct from 
sp e c tac u la r ,  d eco ra t iv e ,  or  
atmospheric) interpretive approaches. 
But whatever marginal professional 
ex is tence  such  a p e r f o r m e r  can 
achieve d e p e n d s  en t i re ly  o n  his 
manager’s ability to arrange concert 
tours  in the Am erican  provinces, 
w here  even the slightly ‘eso te r ic ’ 
p ro g ra m s  are rega rded  as naked 
threats to the management’s solvency 
and to the audience’s sanit^t As a 
result, the typical recital performer is 
n o t  e q u ip p e d ,  m o t iv a te d  or 
managetially permitted to revitalize his 
repertory or to collaborate— or even 
come into  relevant contact— with
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th o se  o th e r  voung  m usic ians ,  
perfo rm ers  as well as composers,  
w h o se  d i rec t  i n v o h c m c n r  in 
contemporarx’ phenomena has begun 
to generate a new tradition for musical 
activirv at all levels ot pertormance.

B u t  th o se  o t  us w h o  avoid 
egregious warhorscs at one extreme, 
and seek tronticr developments at the 
other, are Likelv to contribute to this 
malaise bv disregarding those tew 
prom ising  e t to r ts  to r e im e n t  the 
recital m ed iu m .  'There are 
performers— some ot whom arc also 
active in ‘specialist' projects— whose 
musical value is m ost  effectiveh 
pro jec ted  th rough  their personal 
im p le m e n ta t io n  o f  the recital 
f ram ew ork .  T h e  p ian is t  ( 'h a r le s  
Rosen, the violinist Paul Zukotskx; the 
soprano Bethanx' Beardslee and her 
pianist partner Robert Helps are, as 
IVe noted here before, |'>ertormers 
w h o se  in s t ru m e n ta l  (or  vocal) 
personalities and interpretix e ideas are 
indix*idual and wide-ranging enough to 
sustain interest over a program ot 
works drawn trom anxwhere in the 
existing literature, ihstorical as well â ' 
contemporarx. In this respect their 
concerts run counter to the ‘specialist' 
ex'ents with their increasineix' narroxx- 
focus on contemporarx' music, and 
ex'en contemporarx' music ot some 
par t icu la r ,  if loose ,  stxlistic 
orientation. But these perform ers  
seem to exist in a vacuum; the concert 
managers who make up the bulk o f  
New ^'ork recital audiences ignore 
them, and the nexv-music public stax s

axvare o u t  o t  an in d isc r im in a te  
dismissal ot anx thiri^‘traditional'.'The 
press, too, contributes to this miasma 
b\' maintaining a strictix' impartial 
inditterence to all recital actix'itx —  
although it would seem that from their 
point ot x iexx- the discoxerx' ot a new 
first-rate performer or piece would be 
‘news'.

During the season just past, at least 
two such opportunities tor tliscoxx'rx' 
were on the schedule ol (kirnegie 
Recital 1 kill, in the reciials (>f Paul 
lacolis as h a rp s ic h o rd is t  and o f  
Samuel Rhodes as solo x iolist. Apart 
t rom  the ex traord inarx '  work  o f  
Ternando \  aienii (harpsichord) and 
Walter Trampler (viola) these are 
instruments rareix' j'>la\ ed as media tor 
serious solo plaxing, so both these 
debuts were, trom a music-cultural 
standjsoint, newsworthx'. Paul |acobs 
is tamili.ir to new-music (and New 
\'ork PhilhariTionic) audiences as a 
pianist and musician ot substantial 
execLiiix e and interprerix'e (.jualities; the 
i r a n s te re n c e  ot his skills to the 
harpsichord (prex'iouslx' encountered 
in ensemble performances of Milton 
Babbitt's ((omposiiion f o r ’Tenorand 
Six Instruments and T.lliott Carter’s 
D o u b le  ( .o n c e r io )  p ro d u c e s  a 
rhx thmie precision, timbral ilelicacx, 
and mechanical lluencx that create a 
compieteh' new sense ot the range ot 
this in s t ru m e n t ' s  resources ,  i l is  
pertormance ot (barter’s Sonata tor 
flute, oboe, cello, and harpsichord 
(with Thomas Nx tenger, C leorge 1 laas 
and Robert Svlx'ester) was especiallx'
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reve la to ry  o f  the w o r k ’s special 
ensem ble  and rhythm ic qualities, 
de r iv ing  f rom  the e x te n s io n  o fO
h a rp s ic h o rd  sono r i ty  and at tack  
through the entire ensemble texture, 
eliciting from these perfo rm ers  a 
precision and specificin- o f  balance 
and articulation that I haven’t heard 
in an\' previous peii'ormance.

lacobs’s programming was in itseh 
a sophisticated— and exploratory—  
eyent. Opening with the Bach Four 
D ue ts ,  w hose  vir tual  absence  o f  
surface color, and its in te r io r  o f  
involuted relational ideas make it 
quintessentialK' ‘musician’s music’, was 
in s tan t ly  in tr igu ing ;  and  the 
subsequent pertormance o f  Ha^'dn’s 
A-flat Sonata-Dn'ertimento revealed 
a remarkable work that was unknow’n 
even to most o f  the professionals in 
the audience. Wdiile the other music 
on  the p ro g ra m  was m o re  
conventionally recitalistic, Jacobs’s 
spectacular riffing on the complex 
p \ ' ro techn ic s  o f  B a c h ’s F -m in o r  
Toccata, and the precisely judged 
sonorities, balances and phrasing of 
his p e r f o r m a n c e  o f  D e F a l la ’s 
H a rp s ic h o rd  C o n c e r to  fused  
transcendent instrumental authority 
with far-out musical savoir-faire such 
as to dispatch all previous standards 
for concert harpsichordism.

Samuel Rhodes’s recital introduced 
a violist in the superior tradition of 
T ra m p lc r  and  A bram  Loft .  His 
capacity  to draw a c o n t in u o u s  
amplitude o f  sound from the viola

under however ferocious technical and 
musical demands aligns him, more 
than Trampler, with a tradition o f  
s t r in g  p la \hng  th a t  has a lm o s t  
disappeared. But there is also a level 
o f  musical cultivation and awareness 
that is even more exceptional in a 
musician o f  this old-school virtuosit\t 
Throughout this recital one was aware 
o f  innumerable details o f  special 
perception  and care, along with a 
large-scale command o f  direction and 
succession: the precise matching o f  
viola and piano trills in the opening 
Bach G -m a jo r  S ona ta ,  the  
continuousness o f  the Stravinsky solo 
Filcgic, and especially the security o f  
the maximal complexities o f  pitch, 
rh y th m ,  and  reg is t ra l  im agery  
projected in the Brahms E-flat Sonata, 
Op. 120 (better known in its version 
for clarinet).

The vital center o f  this concert, 
howe\'cr, was the first performance of 
a stunning new work b}' Claudio Spies, 
his I iophicen/ for viola and ke^'board 
in s t ru m e n ts .  Like his Tempi fo r  
fourteen instruments (played on a 
Fromm Foundation concert last year), 
1 iopicicem is full o f  imaginati\^e ideas 
about sonority, registration, continuity, 
and— especially-— t̂he possibilities o f  
multiple articulations o f  the same 
segments o f  (musical) time and space, 
where the extension o f  the viola- 
keyboard  d ia logue  to  p iano  and 
harpsichord, first alternateh' and then 
simultaneoush, is a richly and deeply 
embedded musical image rather tlian 
just a presentational novelty: And the
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intelligence and refinement o f  the 
pertormance corresponded exactly to 
the m ost  conspicuous qualities o f  
Spics’s own compositional thought.

. \ p a r t  f rom  such  ex cep t io n a l  
even ts ,  the p e r f o r m a n c e  o f  
contcmporar\ '  music has depended 
primarih- on those composer- and 
university-oriented groups that ha\e 
been less the example they originally 
h o p e d  to p rov ide  and m o re  the 
permanent center lor their kind ot 
activin'. Accordingly, the Ciroup tor 
(a)ntemporar\ '  Music at Columbia 
undertook a major expansion o f  its 
work by presenting a tullv staged 
p e r t o r m a n c e  o f  Mr. enui Mrs. 
Discohhoios, Peter W'esterLiaard's new 
opera. Di.uribhoIos \'> what results when 
a compositional sophisticate, with 
equal awareness o f  the possibilities of  
\-erbal-musical playfulness, intrude^ 
on the supposedK' exclusixe domain 
o t  the  o p e ra  spec ia l is ts  —  
W estergaard s sense ot  what might 
constitute a li\ el\' and ettective music- 
theatric fusion seems s o  obviously 
right on that it s hard to understand 
the persis tence ot  hea\ \' dramas, 
flamboyant \'ocalisms, sx'mbolic jokes 
that are not dramatic, mel(.)dic, or 
tunny, in m uch  o t  w ha t  gets  
performed as 'new opera' within tlie 
Lincoln (ienter culture. Discohho/os is 
an opera in the Stravinskian mold, 
with that kind o f  verbal-rhythmic 
\()cal line contouring within stable, 
slowly changing macro-e\ ents; a work, 
that is, o f  counter-pointed ‘interyals’ 
o f  pitch, attack, and (dramatic) e\ eni-

Linfoldinu: th a t  c rea tes  a multi-  
d im e n s io n a l  r ichness  on  the 
fo u n d a t io n  o t  the pureK' yerbal 
triologue o f  lAlward Lear’s text.

A difterent sort o f  local operatic 
premiere was the |uilliard School 
C^pera W o rk sh o p  p ro d u c t io n  o f  
Roger Sessions’s 'I'he Trial of \ .ncuHns 
and I lugo Wcisgall’s Purgatory— a kind 
ot penance, realh', since \jicidlits was 
composetl twent\, and P//rga/o/-y tWwyy 
years ago. Typicalh, these first New 
^ ork pe r fo rm ances  were s tuden t  
productions, but the sets designed by 
Ming (.'ho Lee and the staging b\- Ian 
Strastoo;el rose to a hi^rh artistic le\el 
in their imaginarixe solutions in eyery 
dimension (excejat lighting) to the 
intractable problems posed by the 
raelio-script character o f  the scene 
su c ce ss io n  o t  Ijiiu ilns^  and its 
analogues in the musical scqiiilnr.

Purgatory 's p e r t o r m a n c e  was 
altogether less satistacu>ry; conipared 
with other o f  W eisgall’s man\ operas, 
it comes o t f  as ratl'ier tenuous, even 
tame, and its presentation was often 
unable to rise to an\' adetpiate level 
o f  cf)nx iction. Btit, again, a work ot 
such manifestly serious compositional 
and dramatic  th ink ine  should be 
available to us as a necessarx' piece of 
our musical selt-awareness. d’hat we 
are constanth' deprix'ed o f  knowing 
such works— even that the\' exist— is 
a discouraging consequence of our 
acquiescence in the work of the 
compulsiye mass-audience-builders 
who administer whatever is left o f  our 
musical culture.
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New Music, Old Words

by Benjamin Boretz

Stravinsky: The Composer and His Works, by Eric Walter 
White, University of California Press, $18.

1 Am a Composer, by Arthur Honegger. Translated from the 
French by Wilson 0. Clough in collaboration with Allan Arthur 
Willman. St. Martin's Press, $4.95.

For almost sixty years, the public image of the "modern" 
composer has been virtually localized in the name and figure of 
Stravinsky. The extent of his predominance is overwhelming; 
compare, for example, the almost total public nonconsciousness 
of such masters as Schoenberg and Webern, whose gigantic 
imprint on the music of the immediate past and present is 
equally unmistakable. Yet it has been Stravinsky's flair for 
self-presentation, his association with the ballet, his status as the 
promulgator of the world's champion music scandal, and not 
inconsiderably his incredibly lively and extended longevity rather 
than any attachment to, or even awareness of, his music that 
have accounted for his great reclame.

The biographer-exegete who wishes to convey the qualities of 
Stravinsky's career is therefore confronted by a complex 
situation. For, to begin with, the indifference and, frequently, 
antipathy with which almost every new Stravinsky composition 
since Firebird has been received and the absence from the 
"regular" concert repertory of any Stravinsky work composed 
after the Sacre du Printemps impose formidable burdens of 
conceptual insight and perceptual evocation on any attempt at 
verbal description. The problems inherent in a large-scale 
synthesis for nonspecialist readers are proportionately stag
gering.

And even the task of describing Stravinsky's work in terms of

Harper's, February 1967

- 198-



its position within the musical world presents a difficult problem. 
For the multiplicity of significances his work has assumed, and 
the variety of pretexts for sometimes violently antipathetic 
musical positions that it has successively—and often 
simultaneously—provided, are surely unparalleled elsewhere in 
contemporary creative thought.

There has been, for example, the Stravinsky of the neoclassic 
ideologues, whose flag is that "pandiatonic" surface of his music 
from the Octet to The Rake's Progress—the Stravinsky of Nadia 
Boulanger, and many of her American students. At the same 
time, there has been the far more essential Stravinsky of the pro
found reexamination of tradition, from the tradition of Russian 
music to that of tonality to that classicized in the works of 
Schoenberg and Webern—a Stravinsky who complements 
Schoenberg in creating a new, multidimensional musical syntax 
whose implications are wholly independent of any surface 
"manner.” And there is. too, the Stravinsky whose utterances 
and performances have revolutionized the composer's relation to 
public and performer, whose insistence on the self-sufficiency of 
a musical object has created an atmosphere in which music can 
be discussed and presented as a product of the same creative 
rationality that explores and expands the range of human 
capacity in all its dimensions.

Nor can one fully measure Stravinsky's presence in the 
musical scene without considering the ironies of his later years 
as a remarkable anachronism whose newest works still make 
"advanced” discoveries as provocative as any in our time. But 
Stravinsky is the sole survivor—by almost a quarter-century—of 
the last compositional generation for whom the avenues of 
public prominence were still available, and he has spent that 
quartercentury in bewildered isolation from his colleagues, 
unable to perceive the value and relevance or even, one fears, 
the existence of the new musical vitality emerging in the 
American university, where his work, in its entire range, is as 
powerful a generative force as ever.

I have mentioned these essential dimensions of Stravinsky's 
musical biography because none of them appears in Eric Walter 
White's book. Instead, we are yet again presented, in extenso, 
with the record jacket Stravinsky of our, and perhaps even Mr. 
White's, infancy. It is an account whose significant moments 
critiques find Stravinsky in the com pany of certain

- 199-



contemporaries just before composing certain works, and whose 
denouements are the degree of public and journalistic success 
achieved at first and subsequent performances—surely, of all 
historical documentation, the least relevant. Musical "ex
planations" consist of simple quotes of Stravinsky's own literary 
conceits, without any description of how they generate and are 
reflected in a unique context of articulation and continuity: these 
alternate with note-to-note detail (trivial to the musician, 
incomprehensible to the layman, especially since no score 
references are given for the examples) and outrageous 
simplicisms and flat-footed assertions of approbation or reserva
tion.

Virtually all the documentation in the book is from published, 
readily available sources, especially Stravinsky's own widely read 
books, without special com m entary or even apparent 
organization. And otherwise, it contains a quite complete list of 
Stravinsky's works with their performance specifications 
(immensely useful to librarians of performance organizations) 
and reprints of some interesting journalistic documents. But 
where the eternal presence of so many "false Stravinskys"— 
including some of his own progeneration—has created a 
desperate need for a truly "inside" view of the sense of his life 
and work. White's book, for all its impressive bulk and detail, 
leaves the inquiring reader as "outside" as ever.

Arthur Honegger presents a diametrically opposite biographical 
problem; on the evidence of I Am a Composer, a book of 
dialogues and monologues, as well as of his compositional 
work, he was a composer of frequently remarkable music 
whose musical concepts were, however, like the conventional 
one-dimensional formulations of journalism, hard to elucidate 
because of their persistent banality. Thus, given the opportunity 
to range over any musical idea, and given a medium through 
which to address a literate public, Honegger chose to be 
concerned with details of notation, complaints about the eco
nomic and social condition of composers, depressing forecasts 
of the concurrent collapse of society and music, and anecdotal 
descriptions of his collaborations with important French poets, 
notably Apollinaire, Gide, Claudel, and Valery. His description of 
his musical submission to Claudel's ideas ("Thus the whole mu
sical atmosphere was created and the score prescribed, so that 
the composer had only to submit to its guidance. ... It was
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sufficient to hear Claudel read ... his own text ... with such plastic 
force ... that the whole musical pattern emerged") is particularly 
revealing in contrast with Stravinsky's complete domination of 
every articulative situation into which his music enters. Here, as 
elsewhere, Honegger reveals a sad, fundamental uncertainty 
about his own work that perhaps explains its tendency to project 
the most available, secure gestures of musical grandeur. But per
haps the melancholy portrait that emerges will remain valuable 
as a genre-picture of the frustration of a whole generation of 
compositional petits-maitres who, in the first half of this century, 
found themselves stranded without a metier.
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THE NATION:
January 23, 1967

MU S I C
B enjam in  B oretz

The interest o f  our mass-circula
tion journals in the views and ac
tivities o f  composers is so spo
radic that the appearance of an ex
tensive intendew with the Italian 
composer, Luciano Berio, on the 
occasion ot the first performance 
o f  his opera Passagg/o at the ]uil- 
liard School fl'he A'V;r York Tw/es, 
januarv 8), was a notable and wel
come e^’ent. But its verv raritv 
heightened one’s concern for the 
content o f  Berio’s remarks, in the 
prevailing vacuum  o f  public 
awareness not onlv o f  what com
posers  actuallv do rep resen t  
nowadavs but o f  what music rep
resents altogether. I found par- 
ticularlv unfortunate the attribu
tion to Berio o f  the remarks that 
“in tonal music there were prede
termined forms; now we invent 
forms everv time. In tonal music 
there was a hierarchv, with melodv 
first, then harmonv, and finally 
rhvthm taking their places. Now 
there  are no such c o m p o 
nents— no melody as such.” The 
inapplicabilitv o f  these remarks 
should be self-evident: “Predeter
mined form” is surelv the least 
significant aspect o f  meaningful 
creative work in anv language, at 
anv time, tonal or otherwise, m u
sical or othenvise. The absence of

“such components” as “melody” 
which is simply an exposed sur
face o f  pitch relation; “ h a r 
mony”— the sonorities resulting 
from simultaneous conjunctions 
o f  pitches; and “ rh y th m ”— the 
quality o f  event-change over time, 
however asserted, is —  thus —  
definitionally impossible.

But what is reallv troubling 
about these statements bv an 
authentically distinguished com 
poser is their implications for 
public consciousness not only of 
traditional music but o f  non-tra- 
ditional contemporary composi
tion as well. And this is especially 
unfortunate at a time when such 
serious work tends to be widely 
associated with all “modernism” , 
however primitive, in the general 
category o f  ''avant-garde”. So much 
simplistic musical “extremism” , 
whether o f  the “right” (in the 
manner of, say, Samuel Barber’s 
Antony and Cleopatra) or  o f  the 
“ le f t” (the k n o w -n o th in g  or 
-as-little-as-possible avant-gardd) is 
in realitv traceable to a lack o f  
awareness o f  the enormous range 
o f  qualities and ideas that music 
has already engendered . Here,  
perhaps, a failure o f  education 
may be crucial; and those who 
regard the increasing orientation 
o f  composers to the university as 
an anti-creative “narrowing” o f  
outlook might consider how un
likely it would be for a historically 
informed composer to remark, as 
Berio was quoted, that “tonality 
can still work [sic]...for moments 
of  escapism, like with jazz. But for
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serious art, absolutely NO!”

Yet I wonder how many read
ers o f  the I'/m s  felt cjuire sure that 
some similar s ta tement would
readily be made by, let us say, any ¥ «  ̂ ^
average ‘‘committed” twelve-tone 
composer; even though, in fact, 
any real unders tanding  o f  the 
bases o f  twelve-tone coherence —  
or o f  any coherent musical syntax, 
actual or potential —  would be 
the surest possible  g u a r a n t e e  
against the currency ot such be
liefs. And Luciano Berio is, actu
ally, among the most perceptive 
and intellectually responsib le  
com posers  within the current 
European who also
makes such “ ideoloo-ically” rea- 
sonable statements as that “con
trol is the s//h‘ qua non o f  composi
tion", and that “ there is a . . . 
global type o f  thinking today, a 
concern with musical processes 
that has nothing to do with geog
raphy”, although the latter remark 
is illustrated only b\- the mention 
o f  three Enropcan composers from 
the local Darmstadt “ inner circle” 
(Stockhausen, Boulez, Pousseuri 
who are ‘‘not compatriots", being 
German, French, and Belgian; 
but there’s no hint ot even the 
existence ot  any American or 
Asian or even Eastern European 
com pos i t iona l  activity which 
might actualh' internationalize this 
"global” pheiiomenon. This kind 
o f  paroehialism, whether naiye or 
“political” , is another symptom ot 
the co n cep tu a l  crudity  that 
plagues an\- effort to represent 
music, past, present and potential,

with any reasonable sense o f  its 
true range o f  subtlety, complexity, 
profundity, or diversity.

One o f  the contributory aspects 
to an env ironm en t  in which 
attitudes such as those expressed 
by Berio can Nourish has been the 
deep general unawareness ot the 
ex is tence  and n a tu re  o t  a 
s u b s t a n t i a l  and  a b u n d a n t  
lOth-century musical tradition. So 
it was particularly gratifying to 
hear, on the same weekend as the 
publication ot the Berio interyiew, 
the Philharmonic’s performance 
o f  the S c h o e n b e r g  X'iolin 
C(>ncert(), a music that seems to 
me one o f  the m ost  deeply 
engaging, complex and original 
compositional inyentions o f  any 
time. O n  this occasion , Zvi 
Zeitlin's playing the solo part, still 
prodigioLish’ d iff icu lt  in its 
demands on the outer limits o f  
contemporar\‘ violinistic capacity, 
was especially impressive, in both 
its technical and musical adequacy. 
'The articulation o f  pitch, duration 
and phrase, in the solo part, was 
invariably clear and precise, 
desp i te  the som ew ha t  small 
sonorous and dynamic range o f  
.Mr. Z e i t l in 's  p laying. And 
whereyer the soloist was respon
sible tor generating the entire co
herence o f  a passage (as in the two 
solo cadenzas in the outer move
ments), the results were remark
able —  the multiple-stopped trills 
and chords o f  the last-movement 
cadenza, the multiply ardculated 
arpeggios o f  the first movement 
cadenza, and the simultaneous.
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bowed-plucked attacks were real 
feats o f  violinism and musician- 
ship, far beyond any performances 
I had heard before.

Moreover, after hearing these 
qualities in the performance, it 
was revealing to read in Zeitlin’s 
program note that “ thinking peo
ple, who fully accept the need for 
some preparatory study o f  Shake
speare, Joyce, Thomas Mann, or 
the Talmud, reject, on first hear
ing, music that needs equal condi
tioning. They are reluctant to ap
ply the principles o f  one area of 
human endeavor to another.” I 
wonder what the implications o f  
such a remark are for the atdtudes 
professed by Luciano Berio in his 
public discourse.

I should not, however, mini
mize the orchestra’s contribution 
to this performance; its playing, 
under Leonard Bernstein, seemed 
the product o f  careful and consci
entious preparation. The crucial 
requirements o f  ensemble accu
racy in reproducing the pitches 
and durations indicated in the 
score were in large part realized, 
far beyond their performances 
earlier this ^-ear o f  Schoenberg’s 
Survivor from Warsaw and Second 
Chamber Symphony. T hus  tha t  
there remained such problems as 
the misrepresentation or even 
near-absence o f  dynamic differ- 
entiation, and a general uncer
tainty o f  the shaping o f  events and 
successions, seems less notewor
thy at this point than that the to
tality constituted probably the 
most competent performance o f  a

Schoenberg orchestral work  in 
New York since Hans Rosbaud’s 
visit to the Philharmonic in 1961.

A sdll more remarkable event, 
under the present musical condi
tions, was the performance by the 
O pera  Company o f  Boston o f  
Schoenberg ’s opera Moses and 
Aron, another m onum ent o f  the 
20th-century tradition which, in
credibly, was receiving its first 
A m erican  p e r fo rm an ce .  This 
alone would have guaranteed to 
the Opera  Company o f  Boston 
the distinction o f  presenting the 
most significant American oper
atic event since Woi^j^eck at the 
City Center and The Rake’s Progress 
at the Metropolitan in 1952 (un
less inaugurations o f  buildings are 
seen as more significant musical 
events than  pe rfo rm ances  o f  
works).

For Aloses and Aron  represents 
the ultimate development o f  the 
concep ts  o f  dramatic-y^erbal- 
musical structure that were crucial 
for Schoenberg th roughout  his 
compositional life from his earliest 
songs to the first works in which 
his real originality was manifest 
(the Book of the Hanging Gardens 
and Pierrot Lunaire) to the furthest 
extended explorations o f  struc
tural ideas (Enrartung Der Jakob- 
sleiter, Die Gluckliche Hand, A  Survi
vor from Warsaw, etc.). And this 
ultimacy obviously precludes any 
attempt at even minimal exegesis 
here— except to point out that, as 
one might expect, the work is 
“ opera t ic” in the deepest  o f  
senses— is in fact generated out of
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a deep reconsideration ot what
ever -is constitutive o f  operatic 
continuitv. This becomes espe- 
cialh' evident, in the manner in 
which the extraordinarv diversitv 
o f  resources and media-—and the 
sense-perceptual contexts associ
ated with each— all contribute to a 
unitar\' “dramatic” unt-oldinu;, not 
in tri\ial s\‘nchronism but in a 
fantasticalK' complex counterpoint 
o f  rates and qualities o f  untolding 
in its multiple projective domains.

Jn a direct sense, Moses iwd . Iron 
is also an ultimixed realixation ol 
the potential o f  Cierman l .xpres- 
sionist theatre, a musical and dra
matic purification of its resources 
that reconceives characteristic 
“devices” as the i:eneraiors and 
projectors of a unitarv structural 
continuitw Thus the constant in- 
tcrpla\' ot two “dramatic” lev
els— the verbal, intimate and “ab
stract” dialoitucs ot Moses anti 
Aaron, on the one hand, and the 
externalixed pure action ot the 
massed crowds on the other— is 
realixed through an extraortlinar\- 
dexelopment ot  a single set ol 
presentational qualities —  o r 
chestral, \‘ocal and visual —  for 
each scene.

'fhe “expressionist” idea ot the 
unseen murmuring chorus whose 
location (the spatial sense ot the 
source ot sound} constanth' shifts 
to represent the “burning bush” 
idea— a great stroke ot musical 
theatre in itself— is immediateh' 
jux taposed  with the cham 
ber-music, recitati\ e qualit\’ ot the 
Moses-Aaron dialoirue. 'I'he con

tinuitv o f  ideas thus createtl, each 
sharph’ charactcrixed bv “pro
files”, relates Moses to the heart ot 
the operatic tradition from the 
upper-lower world juxtaposition 
ot Monteverdi’s Or/eo to the ou t
door-indoor, natural-supernatural 
musical correlates in Moxart’s Do// 
Ci/oruuu/, to the merging and in- 
terdex'elopment o f  a multitude of 
such identifies in Wagner.

Bui bevond the virtue ol the ¥
mere tact ot the presentation, the 
Boston companv’s performance 
was extraordinar\' in the ingenuit\' 
and discipline ot maiw aspects ot 
the production. Throughout,  the 
accurac\' ot the chorus, which is 
\imiallv an ensemble soloist, and 
trequenth’ an ensemble o f  ditter- 
entiated ensemble soloists, was 
phenomenal,  and perhaps c()n- 
tributed more than anv other 
factor to fhe projection ot the 
special sonic-articulative qualities 
ot the work. A bo\e  all, however, 
the settings and the stage direc
tion b\- Sarah Cktldwell— under 
the most inadequate concei\’able 
ot phvsical conditions in an old 
mo\ie  theatre— were the unic)uelv 
imaginative and original aspects of  
the production, brilliantlv “et- 
tecti\ e”, vet at almost e\'cr\’ point 
derix ing evidentlv from an aware
ness ol what was going on, iriusi- 
call\- arid dramaticalK', in the 
work.

T he  t ranslormation o f  a ri- 
diculousK' shallow stage b\' x’erti- 
cal, lateral and even circular ex
tensions (the orchestral ensemble 
was entireh' surrounded b\' stage
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aprons), and the sense o f  rela
tions o f  space, volume and (vis
ual) speed and shape o f  events 
were strokes o f  authentic genius 
that make most o f  the presenta
tions by the financially affluent 
but conceptually indigent New 
York com panies  seem quite 
shameful. Miss Caldwell m ust  
immediately be given an adequate 
orchestra, an authoritative con
ductor, and all the funds, stage 
resources, electronic equipment 
and mechanical devices she re
quires. At the very least, the old 
Metropolitan ought to be rebuilt 
to her specifications and turned 
over to her. For her work (begin
ning more than ten years ago with 
the first, and thus far only, 
American performance o f  H in
dem ith ’s Mathis der Maler, and 
continuing  with Berg’s L a /a , 
which has not yet appeared at the 
Metropolitan or the New York 
City Opera, and N o n o ’s Intoller- 
ant^a o f  last year) has been the 
only vital sign exhibited by 
American operatic activity (ex- 
cepdng individual producdons in 
Santa Fe and Washington). Even 
if all the compositional acdvity in 
America is w orth  only 50,000 
matching-grant dollars to the N a
tional Endowment for the Arts, it 
still seems possible that our na
tional reputadon for operadc in
com petence  might appear de
serv ing  o f  the rec ti f ica t ion  
uniquely available through acdvi- 
des such as Miss Caldwell’s.
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ifroin the Music Educators Journal. Novemher 1968, Volume 55. Number 3. 
The assigned, and welcomed, topic is iny title: the subtitle and intro were 
created, with my acquiescence, by the editor. I

ELECTRONIC MUSIC AND MUSICAL TRADITION
[editor's  s u b f i f / e j  A DIALECTICAL FANTASIA

lediiors intro:jThe r e a d e r  faces th is  one  a r t ic le  as he w ould  face 
t h e  m o s t  i n s c r u t a b l e  p i e c e  o f  e l e c t r o n i c  m u s ic .  He m ay  
c o m p re h e n d  on m an y  levels by ana lyz ing  its in t r ic a te  a rgum en ts ,  
by  a b s o r b in g  th e  i l lu s io n  of i ts r h e to r i c ,  or ,  p e r h a p s  m ost  
p ro f i t a b ly ,  by le t t in g  it l a u n c h  his m in d  in to  new co n sc io u sn ess .

Suppose that we fell in some way puzzled, or even put off, by piano 
music. We might ask an avowed composer thereof to help us out by discussing 
its relation (or lack of relation) to other, more anciently accepted kinds of 
music —that is, to musical tradition. Our composer would face at the outset 
a serious strategical difficulty, upon whose resolution the drift and cogency 
of his subsequent remarks would depend. He would have to decide whether 
his purposes would better be served by repudiating the \ ery term "piano music" 
as a classification that, while undcniablv reflective of gross and evident 
resemblances (namely, identity of instrumentation), implicitly butchers a host 
of more profound, more subtle, and more interesting resemblances and 
differences (namely, of musical substance) among compositions however 
similar or dissimilar in their instrumentation: or. alternatively, by accepting 
the term as at least provisionally useful in circumscribing some interesting 
idiosyncracies of musical substance. In short, we would have to decide at the 
outset whether to approach piaiu) music as music that just happens to be for 
the piano, or alternatively as a world in itself— much as /  will have to decide 
whether to approach electronic music as music that just happens to be 
electronic. In developing his strategy, our composer might be tempted to 
espouse any one (though hopefulU not all) of the following rather incompatible 
opinions:

I. The term "piano music" should be scrapped 
as insufficiently reHective of the changes the piano itself 
has historically undergone: that is. the term, rather than 
reflecting gross and evident resemblances, reflects gross 
and evident ignorance of existing dilTerences. Nor does 

the trend of the evolution of the piano mesh with the 
evolution of musical ideas. Bach's Well-Tempered 

Clavier was not composed for the modern piano. Yet
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we may argue that the fugues in particular receive their 
most adequate projection precisely on the modern piano, 

which resonates all “parts” together (as did older keyboard 
instruments, insofar as they resonated anything at all) and 

at the same time offers the subtlest dynamic shadings 
within any general dynamic level (as older keyboard 

instruments assuredly did not) —shadings upon which 
the continuity of “inner” paits intimately depends. And 

although the piano works of Chopin and Liszt seem to 
require the modem piano even more than do the 

Well-Tempered fugues, the piano works of 
Satie and Webern seem to require it even less.

Someone in my position might wax even more understandably 
cantankerous about the way the term “electronic music” can on occasion 
reflect gross and evident ignorance of gross and evident existing differences 
at every level of the phenomenon thus classified: at the level of the composer’s 
degree of involvement, where electronic weaponry is being used in some 
quarters (I think of the well-known experiments of Lejaren Hiller) to make 
all specific compositional decisions (whose rendition as sound is in several 
instances given over to conventional nonelectronic instruments), but in other 
quarters to caiTy out compositional decisions made down to the most minute 
detail by the composer himself: at the level of sound-production, where the 
particular electronic mode may involve the equipment of the classical tape 
studio, or a special sound-synthesizing machine, or a digital computer, or 
some refinement of one or combination of several of these; and at the level 
of social consumption, where electronically generated sound may be 
exclusively stored on tape for delivery through playback, or may be delivered 
in the flesh by machines used as instruments played by visible performers 
(and in either case may be combined with “live” or taped conventional 
instrumental sound electronically transformed or in the raw). Nor do these 
manifold differences in electronic mode themselves offer a useful guide to 
differences in musical substance. Something actually done in a tape studio 
might well be done next time on a computer.

II. The term “piano music” should be scrapped 
as pointing toward resemblances and differences that are 

too often trivial by comparison with structural musical, or 
even compositional procedural, resemblances and differences 

more clearly elicited in disregard of the boundary the term 
defines. In treating a late Beethoven piano sonata, or the 
Schoenberg Suite. Op. 25, for example, more interesting 

resemblances are often to be found with works of the same 
composer from roughly the same period for whatever 

instrumentation than with works, even works by the same
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composer, that happen to be for the same instrument: and 
more interesting differences, differences independent of 

purely sonic contrasts among instrumental media, are often 
to be found with works that happen to be for a variety of 

instrumentations. In short, sheer sonic resemblance or 
difference of media, while indeed a resemblance or a 

difference, is a poor guide to the more interesting 
resemblances and differences of musical substance.

To anyone who suspects that at least part of what he is puzzled or 
put off by in electronic music is its sheer sonic novelty, I would suggest the 
following instructive aural exercise:

Listen a number of times to the first of Mario Davidovsky’s 
Synchronisms for conventional instruments and electronically generated 
sound. {The CRI recording (CRI S204) offers a typically matchless 
performance by Harvey Sollbergcr. for whom the piece was written.) 
Concentrate at first on the flute part, hearing the electronic sounds in a 
supportive role. (During predominantly or solely electronic passages, try to 
hear structural analogies with flute passages.)

After getting a general sense of the piece from this particular point 
of view, try hearing the following kinds of monophonic connection for which 
exclusively flute figures will serve provisionally as our model structures in 
hearing the unfolding of the piece:

(1) Predominantly flute figures. Notice the many cases in which 
several electronic sounds enter into the figure as plausible sonic extensions 
of contrasts within the flute part itself: particularly contrasts of mode of 
attack (untongued versus hole-popped) and of mode of sustaining (“normar 
versus flutter-tongued).

(2) Exclusively flute phrases and figures whose immediate 
continuations are, or which are themselves immediate continuations of, 
exclusively electronic phrases and figures. Notice in particular the clear 
analosies of recistral contour and rhythm and. in a few cases, the actual sonic 
match. And notice the more frequent cases in which the sonic relation between 
flute and electronic sound is simply a more elaborate development of the 
kind of relation just mentioned under " \"  above.

(3) Predominantly electronic figures. Notice how several flute 
sounds may be dropped in on exactly the same basis as electronic sounds are 
dropped into predominantly flute figures.

(4) Exclusively electronic phrases and figures. Notice that these 
now offer no difficulty at all. and hardly even require more than an appropriate 
reapplication of the concepts that guided us through the previous steps of our 
exercise.

Having developed an ear for these kinds of monophonic connection, 
we may approach the polyphony with some confidence. Most significantly 
we are prepared to grasp one of the central means by which polyphony is
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generated throughout the piece—a means forecast by the appearance of its 
first electronic sound as the culmination of a flute figure, which is then 
continued in different ways by flute and tape at the same time: polyphony 
recurrently branches off from monophonic interactions between flute and 
tape (and recurrently converges into monophonic connections that branch 
off again).

A principal virtue of this exercise, ostensibly designed to reduce the 
obstacle of sonic novelty, is its concentration on matters of structural continuity 
within the piece. Success in integrating individual sonic events, however 
novel initially, into a coherent and interesting continuity is equivalent to 
success in hearing as in composing; just as failure in integrating individual 
sonic events, however familiar, is equivalent to failure.

Perhaps surprisingly, considering the size of its instrumental 
ensemble, we might even more easily impose such an exercise upon Henri 
Pousseur’s Rimes pour dijferentes sources sonores (RCA Victrola VIC S 1239), 
long stretches of which overtly maintain a surface monophony. Nor will 
such exercises in monophonic hearing leave us totally unprepared to follow 
the surface continuity in numerous purely electronic pieces.

Quite otherwise is the situation with the electronic works of Milton 
Babbitt, whose dense polyphony comprises not merely a counterpoint among 
concurrent individual strands of sound events, but also counterpoints within 
each strand of different aspects of the sound events of that strand. 
Unfortunately, 1 can think of no exercise useful in approaching these works 
{Composition fo r  Synthesizer, Ensembles fo r  Synthesizer, Vision and Prayer, 
and P/n7fjmc/—the last two as yet unreleased by the recording companies), 
which constitute the most impressive body of electronic music to date, short 
of a thorough musical education in the works principally of the best-known 
18”’-, 19‘̂ -, and 20‘̂ -century composers —an education against which the 
current market in 18'”-, 19'”-. and 20'”-century harmony and form-and-analysis 
manuals erects a formidable barrier.

III. The term “piano music” is all right so long as 
it stands more or less on a par with a very large number of 

other terms (such as “clarinet music”, “string quartet music”, 
“electronic music”, and “band music”) but inadmissible as 
one (however small) half of a world whose other (however 

large) half is called “nonpiano music”. (This attitude seems most 
consistent with a feeling that such terms, however handy across 

the counter or by mail, are neither notably useful nor notably 
noxious in discussing matters of musical substance.)

While a hypothetical dichotomy between piano and nonpiano music 
may seem recherche even as an idea worth rejecting, the analogous dichotomy 
between electronic and nonelectronic music seems to cut something of a figure 
both explicitly in common parlance and implicitly in the title of this article.
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Fortunately, our successfully consummated aural exercise seems to have 
sprung us from this trap.

IV. Piano music raises an interesting set of problems 
inseparable from the idiosyncrasies of the piano: these problems, 

however, associate only loosely or superficially with problems 
of musical substance and therefore tend to arise mostly 

for composers and for them mostly as obstacles or 
stimulants to musical ideas in themselves not peculiarly 

bound to the piano. The Chopin nocturnes come 
immediately to mind. Think of the many cases of 

ornate right-hand cantabUe whose contour and rhythm 
seem so inseparable from an instrument each of 

whose sounds is but the reverberation of an almost 
instantaneous attack and release. Yet we would probably 

be overdoing it if we were to insist that such passages 
represent a "uniquely piano-kind of melody"; 

it seems more judicious to speak of a new wrinkle 
on a more general musical idea, with the new wrinkle being 
unquestionably a response to the idiosyncrasies of the piano 

—just as the new wrinkles in the Paganini caprices
are to those of the violin.

We have already encountered many a new electronic wrinkle during 
our aural exercise, in which we followed extensions of Hute-structures into 
another sonic domain; and we might now inquire to what extent the chosen 
specifics of that new sonic domain constitute a response to the idiosyncrasies 
of the classical tape studio.

At this point we must recognize some basic likelihoods in the 
composer’s response to a particular electronic apparatus. Notwithstanding 
the bromide that all sounds arc in principle available electronically, the 
practical day-to-day fact has been that some sounds are more available than 
others— because of the design of this or that set of electronic components, 
because of the computer programs currently at hand, because of limitations 
in current knowledge or current budget, and so on. And since the tape studio, 
for example, has made eminently available a whole range of sounds not 
normally associated with any conventional instruments, we should not be 
surprised to discover within the repertoire of tape-studio music a number of 
pieces that seem in at least this negative sense "idiomatic" to the tape studio. 
Notable among these are all those pieces in which the organization of discrete 
pitches plays only a minor role, and w'hose musical struclure is in the 
exceptional case commensurately novel. Nor is it suiprising that exploitation 
of the readily and widely available has been the frequent precursor of (or 
surrogate for) the slow and painstaking conquest of the unavailable; or that 
such exploitation may have nurtured the impression that electronic sound is
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“inherently” one kind of thing rather than another—or at least that the 
computer has a “computer sound”, the tape studio a “tape-studio sound”, the 
RCA synthesizer a “synthesizer sound”, and so on. But these are impressions 
that undoubtedly will be dispelled every year or two for many years to come 
as the repertoire of electronic music grows and as the traffic across alleged 
boundaries becomes sufficiently heavy and notorious to obliterate them 
without a trace. It is no longer easy, after all, to suppose that piano music is 
“inherently” Chopinesque.

V. Piano music may profitably be viewed as a 
musical world distinct from the world of nonpiano 
music. The special combination of capacities and 

incapacities exhibited by the piano suggests, or in any 
case has historically elicited, concepts of musical 

structure whose most significant exploration is 
embodied entirely in compositions for piano. Think 

of the V  and 24̂  ̂Chopin etudes. True, these are pieces 
in the tonal system, and pieces that exploit the tonal 

system elegantly and ingeniously. But might we not insist 
that this surface continuity of resonating cascades 

of arpeggiation is, in its redefinition of what 
constitutes sufficiently developed and interesting 

detail, at least as profoundly different from any nonpiano 
tonal piece as, say, an aria by Verdi is from an aria by Bach? 

But for the existence of electronic music, we might make a 
similarly strong case for profundity of piano-orientation in 

some recent “inside-the-piano” pieces. (I think immediately 
of the middle movement of a work written by Frederick 

Rzewski about ten years ago.) Yet the very pieces I would 
be most tempted to invoke in this connection are among those 

I would most confidently invoke in showing some obvious 
profound connections between instrumental and electronic 
music; specifically, between instrumental music and those 

exceptional cases of nonpitch-oriented, tape-studio music 
whose novel music structure we have already injudiciously 

described as a response to the “idiosyncrasies” of the tape 
studio. Indeed, in our concern with the composer’s response 

to an instrument or apparatus, we have neglected to 
mention the response of instruments and apparatus to the 
demands of composers: after all, pianos, like electronic 

media and Wagner tubas, are themselves in part responses.

Our aural exercise may have been useful in leading us from the purely 
instrumental to the purely electronic in a case where the relation of the two
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could hardly be ignored. We may even concede that such an exercise provides 
a sort of prenatal conditioning for the inevitable moment at which the umbilical 
cord must be cut. But isn't Vladimir Ussachevsky's O f Wood and Brass (or 
for that matter Davidovsky's own Electronic Study No. 2) at least as different 
from Synchronism No. I as the 1'’ Chopin elude is from the I" Chopin 
nocturne? Do not the kinds of musical structure adumbrated by such 
profoundly “nonpitch" pieces stand in sharp contrast to all musical structures 
in which pitch organization plays the central, or at least a central, role? Or 
are such structures more profitably viewed as new wrinkles on the phraseology 
and textures of older 2()"'-century instrumental music — specifically. upon (he 
varieties of phraseology and texture to be found in the works of Schoenberg. 
Webern, and Varese?

Perhaps such questions lead us away from what seems to many 
composers a more important matter: namely, the interaction in their continuing 
work of their own images of desirable musical structures and the continually 
expanding availability of hitherto peripheral aspects of sound for elaborate 
structurins. This interaction on the one hand continuallv modifies andm
transforms these images; and on the other hand continually stimulates and 
redirects the expansion, and in the process stimulates and redirects the 
development of the electronic media themselves.

It is this interaction that most forcel'ully suggests that we may 
eventually wish to make a stronger case for the uniqueness of electronic music 
than for the uniqueness of piano music. Indeed, in dedicated anticipation of 
such a judgment, many composers of electronic music (both in their capacities 
as composers and in their capacities as publicists) regard radical novelty in 
their own work and in the work of others as a moral imperative. Leaving 
aside the question whether such radical novelty is on occasion more evident 
in the packaging than in the product, we should at least point out the inverted 
form of slavery to the nonelectronic past the pursuit of radical electronic 
novelty entails; such pursuit is explicitly conditioned and circumscribed by 
the past, but takes place exclusively beyond rather than exclusively within 
the boundary.

Yet the genuinely unlimited horizon the digital computer in particular 
has opened for electronic sound-generation suggests that our eventual case 
for the uniqueness of electronic music may turn out weaker, not stronger, 
than our case for the uniqueness of piano music. The conquest of the 
unavailable is yielding not just new sounds and new ideas about new sounds 
but also new' ideas about old sounds, new ideas about old ideas, and the means 
for implementing all kinds of ideas. In the upshot, the term '“electronic music" 
may convey not a special kind of music, but rather the most general set of 
musical conditions, under which the musical imagination is liberated from 
all those mechanical and physiological impediments that in the past have 
contributed both positi\ely and negatively to the development of musical 
ideas. By this view, the term "electronic music" might insensibly wither 
aw'ay to be replaced simply by the term "music". And such a view’ would
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undoubtedly bring with it new insights into the virtues and limitations of the 
more specialized musics for conventional instruments.

We have thus far developed some reasons to suppose that the utility 
of the widely acceptable and traditional classification “piano music" depends 
not only upon what we believe about existing music for the piano, but more 
generally upon what kind of thing we think important, wish to understand or 
demonstrate or sell, or just happen to be interested in. Furthermore, we have 
managed to suggest quite a variety of notions about its utility that become 
attractive the more we focus on this rather than that set of pieces, on this 
rather than that composer, on this rather than that historical era, or on this 
rather than that kind of problem. And our discussion thus far has been chiefly 
about piano music, which we are as a matter of fact probably neither puzzled 
nor put off by, and whose distinguished membership in our musical tradition 
probably very few of us doubt. We must now notice that all this preliminary 
ado about piano music indicates among other things that our musical tradition 
(of which piano music is presumably only one small part) must at the very 
least be a rather knotty tangle, which could comfortably accommodate a few 
more or a few less strands without perceptibly loiffling its texture.

Since we are having so much trouble with terms like “piano music" 
and "electronic music", let's try working from the other end of our title by 
getting a better grip on the term “musical tradition".

I. Musical tradition is the sum of all things musical.

[This one has the disadvantage of rendering superfluous all articles 
whose titles or subject matter take the form "X-Music and Musical Tradition". 
Attention shifts to the question whether x-niusic is a thing musical, a question 
that this one provides no means to discuss apart from an auxiliary 
discriminative definition of "things musical", a definition that would be 
indistinguishable from a narrower definition of "musical tradition" and hence 
a replacement for this one. This one is. in short, vacuous. 1

II. Musical tradition is the sum of those thinss musical that have 
stood the test of time.

[This one is disingenuous, since it seems to imply that some 
transpersonal, transtemporal agency called "time" designs, administers, and 
keeps score for a test that can, in fact, only be designed, administered, and 
scored by us individually or collectively in the service of our own individual 
and collective present purposes.

Rebuttal: Wronc. The "test of time” is the continuins accretion of 
such individual and collective judgments, an accretion to which we may of
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course contribute but over whose general drift any "present purpose" can 
exert only a limited and fleeting control.

Counter-rebuttal: Evasion. The sole repositories of that accretion 
are individual present heads who can only see it as they choose to see it. The 
fact that each head may see it differently signifies not "limited and fleeting 
control" but rather the absence of any "it”.

Re-rebuttal; But what if they see it the same? A high degree of 
uniformity among judgments from different heads is the assumed precondition 
for identifying tradition Just as for identifying fact.

Answer: If it seems to you or to me that they do indeed see it the 
same, then you or I would have reason to conclude that either they share 
present purposes, or else seeing it that way suits a variety of purposes. And 
in either case, your or my purposes might on occasion be well-served by 
speaking to them as if it were simply that way, rather than by constant 
grammatically tortured reference to whatever set of purposes is suited by 
seeing it that way. The explicit spelling out of purposes becomes a 
convenience —indeed a prerequisite for communication —precisely when 
those other circumstances arise in which wc see it differently. And not seldom 
we discover for the first time our own purposes in seeing it as we do when 
some new purposes —our own or someone else’s —impel us, however 
provisionally, to see it otherwise.

III. The past, like the present, is an agglomerate of small and large, 
individual and collective endorsements, conformities, indifferences, 
disconnections, and confrontations. Tradition, far from being a known existent 
thing, is a concept that wc continuously invent, and whose application we 
continuously augment and revamp, in order to organize this agglomerate in 
our own minds for our own individual and collective purposes, depending 
upon what we wish to understand or advocate. Four examples follow below:

Musical tradition is whichever way of slicing the past makes what's 
happening now look

(T) grisly.
(2) good.
(3) like a continuation.
(4) like a revolution.

[These are familiar enough, with "1" being the model stance for 
clobbering the present and "4" for clobbering the past. To the extent that we 
tend to dismiss such views as mere ax-grinders, we may be making a serious 
mistake; these views have the virtue of dramatizing in full detail the purposes 
that inform them and hence make their internal relevancies and irrelevancies 
easier to assess. They also may induce in us a more thorough analysis of our 
own puiposes in slicing the past and thereby dissolve any latent assumption 
that one may slice the past "impartially". The upshot of thus clarifying our
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own purposes will hopefully be the propounding of new points of view 
productive of more interesting and more satisfying ways of slicing the past.]

A final example similar to the immediately preceding four is provided by 
those definitions of “musical tradition” that familiarly arise unbidden from 
advocacy of future direction. (Lest a misunderstanding arise at this point, 
allow me to emphasize that I am not trying to suggest that “illicit” advocacy 
can “distort” our view of what our musical tradition “really” is. Indeed, I 
disclaim all knowledge of what anything “really” is. On the contrary: since 
“tradition" is a concept with which someone tries to sort out the past in a 
particular way and for some particular purpose, and since concern with future 
direction seems to me a legitimate purpose, I see no reason why the particular 
purpose at issue should not from time to time be the purpose of advocating 
some future direction.) Confronted by such advocacy, I would not say, “Your 
particular concept of musical tradition is vitiated by intentional orientation 
toward your vision of a desirable future.” Rather, I would try to assess the 
scope and quality of the vision both in its capacity as a proposed future and in 
its capacity as an interpreted past. If the future proposed looked good; and if 
the past as interpreted looked coherent, elegantly detailed, agreeably 
documented, and interesting; and if the two were of one piece; then I should 
be hard pressed to find any fault in the advocate.

Still. I should take care to recognize the presence of advocacy. And particularly 
inasmuch as the electronic musical past comprises as yet hardly more than 
two decades, I would tend to suppose that most statements about what 
electronic music “is” are largely informed by advocacy of future direction, 
and therefore impose upon us a duty to assess the advocated future. Although 
1 myself am not usually eager to advocate a future direction for someone 
else’s music, I should nevertheless probably have offered at least two more 
versions of musical tradition:

Musical tradition is whichever way of slicing the future makes the 
past look like

(5) prelude.
(6) a waste of time.

Not only the future, but even one's own composing, can provide 
insights into the past.

With apologies to anyone who may already have achieved these 
same insights by another route, I would like to describe a particular problem 
1 faced during the three years I devoted to composing Lyric Variations for  
Violin and Computer (scheduled for release on the Vanguard “Cardinal” label).

The piece is twenty minutes long and consists of five minutes of 
pre-recorded several-track violin, followed by five minutes of computer, 
followed by ten minutes of violin and computer together. Such a layout sets
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up a very special and obvious problem at the beginning of that sixth minute: 
not only must the computer enter persuasively at that moment even though 
the violin has managed well enough without it for a rather long time: but it 
must then proceed to behave itself in a way that will make plausible a five- 
minute dereliction of the violin. {Getting the violin back in at the beginning 
of the eleventh minute was no soft touch either.) These problems were 
exacerbated by my determination to restrict the opening five minutes for 
violin largely to the more familiar kinds of violin-playing, and the next five 
minutes for computer largely to sound-events quite unreminiscent of any 
kinds of violin-playing.

In contemplating the dispiriting insertions and joints I had tried and 
discarded at that sixth minute, it grew upon me that this kind of thing had all 
been faced and solved before: specifically, in the Classical piano concerto.

Consider the magnitude of the sonic irrelevancies that might seem 
almost guaranteed to disrupt any attempt to weave the orchestra together 
with a mechanical contraption that may have its own special charms but that 
unfortunately can't do that rather pervasive and elementary musical thing 
ever}' string and wind will be doing all the time: namely, keep a tone alive.

Now think of the last Mo/art piano concerto. K. 595 in Bk The 
same imiredients of disaster are all there:

(1) An initial decision to use both the piano and the 
orchestra for long stretches alone.

(2) An initial decision to give free rein to their grossly 
disparate idiosyncrasies, and the consequent reduction of sonic matching to 
a minor role.

(3) An initial decision to begin the piece with a long passage 
for orchestra alone and then to bring the piano in alone, and the consequent 
impossibility of cushioning the shock by separating the piano-sonority out 
from an initial tutli-sonority gradually over a period of time.

1
i';
l.i

V

Then consider how we might construe the actual design of this 
orchestral opening as a cushion against that very shock a purely orchestral 
opening might seem to guarantee. First of all. the orchestral opening seems 
to make a virtue of necessity: gross sonic disparity within the passage is not 
merely cultivated, but is even reinforced at the outset by gross disparity of 
musical substance in the antiphony of strings and winds. Yet already within 
the first sixteen measures a path toward reconciliation of strings and winds 
is traced out. First, the rcgistral course of the string melody responds to the 
registral layout of the triad arpeggiated by the winds: and then the dotted 
rhythm initially special to the wind interpolations is generated within the 
string melody at two successive registral peaks. This dotted rhythm now' 
becomes the explicit common denominator in an antiphony that is therefore
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now sonic only, and that even occurs within the strings as well as between 
strings and winds. Furthermore, the previously stark antiphony is itself 
reduced to the milder antiphony of entrances only, with everybody sustaining 
and continuing thereafter. And all of these features of the dotted-rhythm 
“antiphony” are relevant as intermediate stages between the stark antiphony 
of the beginning and the tutti cadence—winds and strings doing the same 
kinds of thing (and even the same things) simultaneously —that now 
immediately follows.

The dovetailing of violin and flute figures to form a single melodic 
line, which next follows against an accompaniment in which the other winds 
join with the strings, may easily be construed as the next ramification in the 
continuity of antiphonal processes we have been describing—a ramification 
that initiates a new path along which sonic and other disparities are again 
gradually reconciled and reconstituted as the piece unfolds. And if the ultimate 
antiphony of the solo piano entrance will first of all embellish each of the 
opening half-notes of the originally orchestral tune with rhythmically 
compressed inversions of the melodic figure, which follows there as before; 
and if the strings then replace the winds for the antiphonal interpolations just 
as the piano has replaced the strings for the “theme”; we may surely recognize 
the symptoms of continuation of the process of development initiated within 
the purely orchestral opening itself. (The tone of this achievement is somehow 
inadequately captured by the usual observation that the piano enters with a 
reexposition of the first theme.)

I have offered the above personal anecdote partly to plug my 
composition and partly to illuminate my closing remark:

To contend that the past is dead is to advocate that we kill some part 
of our own imagination.

Ukr]
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NELSON GOODMAN'S LANGUAGES OF ART, 
FROM A MUSICAL POINT OF VIEW

Benjamin Boretz

(I'or f/jt‘ \/x/)'-.S/x//.’ . \inuial Mevting oj /he . \»icrjuni Philosofil.Uuii Issocidlion. I Oii'isitni.
on DfCt/i/her 29, 19()9, dt d sy/dluisiuw ikro/al /o \eh'un Ci'miln/dn'< L.-,uu:u;i^cs i >t \n  j

To man\' ot ns in music, the \irtues ot a continence ot rational 
inqnirv and art have lon^ been ex idem, it rareh' exhibited. So the 
existence ot  a book ex]'>licitl\' devoted to the epistemologx ol art 1)\' 
the author ot llx' Stnutun- of . \ppf(miua‘ seems to us not onl\' an 
imposing benetice, bur an eniireh' appropriate one as well. W c ilo 
not, moreover, share the surprise ol some ot Protessor Cioodman's 
philosophical colleagues that he, in particular, should ha\'e becom e 
engaged in such an enterprise; tor, from our vantage point, 
(roodman's  contribution to the metalanguages ot art had alreadx’ 
seemed a considerable one, long betore the publication ot his most 
recent book. And that it was an imlirect contribution, a use to 
which his work was pur rather than one it speciftcalK’ proposed, in 
no wax' diminished tor us the scope and exj-jlicitness ot that
contribution's significance to our art-theoretical concerns. Thus, 
betore turning to the matter ot I 0/ . \rt directlx', it might be 
useful to elaborate brieflx on the nature ot this antecedent
contribution, so that the Cioodmanian inlluence on the music-
conceptual scheme out ot xvhich m\' remarks about I of \r/
emerge will be apparent.

Quine has pointeel out that "the less a science has advanced, the 
more its terminologv tends to rest on an uneritical assumption o f  
mutual understanding". Given this obserxation, it is hardlx' 
surprising that the cust()mar\ inaeieejuacx ot meta-artistic 
communication has resulted in the usual, though erroneous,
attributions ot cognitix'e indeterminateness to the manitestations olI ?

the object-domains ot art themselxes, an attribution which is 
evident in the prex'alent practice, in the philosophx' and theorx' o f  
art, o f  idendtying as the salient aspects o f  art almost anx'thing other 
than the contextuallx' obserxable pro]')enies ot those manifestations.
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Here another remark o f  Quine comes to mind: that "what counts as 
observation sentences for a community o f  specialists would not 
always so count for a larger community". The converse o f  this 
sentence is, o f  course, frequenth' also true, for many other domains 
as well as for art; but the particular failure o f  nonartists to 
recognize, and o f  artists to explicate, the intersubjectivity o f  the 
entities the observadon o f  which constitutes the contemplation o f  
something £?s a work o f  art o f  a particular kind, has made this fact a 
particular burden to the theory o f  art, as it is not in science, 
linguistics, or mathcmadcs, in all o f  which the authority o f  
competence is assertible in a metalanguage that is culture-wide 
recognizable.

But it is the explicative theory o f  art— not the theory o f  structure 
which may be understood as what is unfolded bv a set o f  
perceptual data selected and contemplated in a certain way w hich  
we may call "making a musical (or visual-artistic, or literary) 
structure o f  that data"— that has been in the primitive state 
characterized in Quine's remark. And therefore, those o f  us w ho  
have obseiwed the cognitivity o f  music as a highly developed 
medium o f  thought within its empirical object-language have 
attended with increasing urgency to contemporar^' epistemology, 
philosophy o f  science, philosophical linguistics, and the study o f  
formal and interpreted s\'stems, to derive an explicative theory o f  
music that might do justice to what may be called the "empirical 
theory o f  music" o f  which it would be a model.

N ow  the special character o f  art entities as entities has lent a 
particular art-explicative relevance to the literatures o f  nominalistic 
epistemolog}' and rational reconstruction, quite apart from the 
positions in speciticalh" intraphilosophical controversy they
represent. Such relevance resides in particular in what Q u ine
concedes to rational reconstruction: that "imaginative construction 
can afford hints o f  actual ps^xhological processes". And since 
"actual psychological processes" are all there are in the entification 
o f  things as works o f  art, such reconstructions have obvious 
epistemic value in these cases. The nonimperativeness o f  the
construal o f  any slice o f  sensory experience as determining an art 
entity and the determinaev o f  the entities derived from such a 
construal, as well as the variabilin* o f  that determinaev with respect 
to the supposedly "same" entities within the range delimited bv the 
"field"-term involved, are all aspects o f  artistic cognition that
correlate with the methodological attitude toward entification 
adopted in Goodman's  epistemological investigations.
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Thus the replacement ot  the Given b)’ the Chosen, or at least by 
the choosable-in-principle, is an indispensable practical concept in 
the perception and composition ot art entities. What this concep t  
enables, principally, is the awareness that the structure, or the 
identity, o t  a work o f  art is in the mind's e\ e or ear o f  the percciver. 
And this consequence ot  Cioodman's earlier epistemology is 
significant in that o f  I o f  . \rf as well; for example, in the 
explication o f  the dependence o f  representation on what G oodm an  
calls the "non-innocent eve". But a turther consequence o f  this 
dependence, namely the nccessar\' presence, in the cognition o f  
something as an art entity, o f  a theon\ however internalized, o f  that 
entity's structure, is not explicith' engaged in the book; and this is a 
matter to which much ot the sequel will be addressed.

The kind o f  analvsis undertaken in connection with such 
constructional s\’stems as those ot (iarnap's l////;r///and Ihe Strnc/nre 
of Apfecmmce :\ho represents an intenseh' practical matter for art, 
since the verv identity ot  an art enrit\' is a theoretical construct quite 
remote trom the pragmatics ot  object-identification in the phvsical 
world. . \ r t  entities, in tact, mav be said to hari' identity as entities of their 
types just by \‘irtue ot being identitlablc as interpretations o f  a 
general notion o f  entityhood within that type. 'I 'herctore, the extent to 
which they can be determinateh' recognized a s e n t i t i e s  o f  
their types depends first ot all on the esenerality o f  the concept o t  
entitvhood the\’ are regarded as interpreting. And secondly, the 
degree ot their particularity depends on the number o f  intervening 
concepts that can be, or that are, invoked between the atomic and 
the global levels, concepts which distinguish and order subentities 
as the ultimate determinants ot the global structure. Thus the salient 
characteristic ot an art entit\‘ mav, most generally, be considered to 
be its "coherence"; and the i-xtent ot its coherence, and hence o f  its 
particularity as a work ot art, may be considered to reside in the 
degree and nature o f  determinate complexity exhibited in the 
ordered structure o f  subentities o f  which it is a resultant.

Moreover, in speaking ot  artworks as such we denote entities 
which, though they are injenvd fro/n obser\able  characteristics o f  
particular slices o f  the physical-entir\ world, art not themselves, as 
art entities, composed 6-/ those slices. Rather, these art entities are, so to 
speak, purely phenomenal things, intcrsubjective in the sense o f  
thoughts rather than in that ot sounds and sights. Now here I may 
appear, contrary tf> my assurances, to be raising strictly 
philosophical issues ot the nature o f  reality; but I d o n ’t believe so. 
T'or I mean to suggest that art entities are purely phenomenal not in 
the pre-objective sense that has \ exed constructional s\'stems with the 
problems o f  abstraction from particulars or o f  concretion from
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qualities, but rather in a post-objective sense, as constructions placed o n  
intersubjective aspects o f  entities that have been previously identif ied 
as concrete, however that prior identification is understood. T he  
com ponent  elements o f  such constructions are indeed qualia, 
which are indeed with one another in concreta, in Goodman's  
senses. But as qualia they are retreads o f  previously identif ied 
qualides, and the entides they determine are not concreta at all, bu t  
structures o f  selected, discriminated, and quandzed reladons o f  
qualia in ordered successions o f  distinct concreta. In this sense, o u r  
phenomenalistic constructions o f  works o f  art would begin w here  
Carnap's and Goodman's constructions o f  the world w o u ld  
terminate, had they been completed.

Sounds, then, are not part o f  music, however essendal they are to 
its transmission. And neither are paint, pigment, or canvas parts o f  
paintings, nor  masses o f  bronze parts o f  sculptures, nor pages and 
letters parts o f  poems. Sounds, in fact, are not even what musical 
notadon specifies, a matter which G oodm an seemingly overlooks in 
his discussion o f  such notation in Languages of A t t  What scores do  
specify is information about music-structural components,  such as 
pitches, reladve attack-dmes, reladve duradons, and whatever o ther  
quale-categorical information is functionally relevant. Thus it may 
be said that the notadons o f  scores determine their interpreting 
musical works, and the performances thereof, to varying degrees 
and in varying respects, depending on the identity o f  the 
funcdoning quale-categories and on quandzadon thresholds that are 
functional within each category'.

So the vaqdng determinacies o f  score-notations with respect to 
various quale-categories at different music-historical junctures, 
which G oodm an engages in his chapter on music in Languages of 
A}% simply correspond to the degrees o f  structural functionality 
that are at maximum assignable to those categories in those 
compositions, at least on the evidence o f  their scores. "Precision" 
o f  notadon is, o f  course, relative to inferred "thresholds"; and a 
piece whose pitch no tadon  specifies only "reladve height" may be 
one where pitch-reladonal characterisdcs function only to within  
"higher-than" determinadons. Thus such a notadon would constrain 
the appropriate interpretations just to within the "higher-than" 
boundary criterion without any lack o f  music-structural "precision". 
For any interpretadon conforming to such a criterion contains 
precisely "the" correct pitch-structural informadon for that piece.

N ow  this means that our present pitch notadon is not necessarily 
more precise relative to the piece it notates than, say, that o f  pre- 
Gregorian chant, but only that what counts as compliance to it o f  
interpredng sounds may be inferred as being more highly
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constrained with respect to their pitch components,  and thus that 
our • music way be interpreted as invoking discriwiiKibk pitch 
differences more deterwhiately than just in terms o f  ’’higher than”.

But even so, what will count as compliance to even a supposedly 
"preciselv" notated score is relative to a theory o f  the structure o f  
the work with reference to which the score-performance relation is 
evaluated. It is in the nonrecognition o f  this music-structural 
theorv-dependence o f  compliance that I think Cioodman goes 
wrong in his explication of musical notation. I'or whate \er  the 
notation involved, a listener to earh' church music conditioned to 
more preciselv quantized pitch-functional music such as our ow n 
might infer that he was hearing tivo diflcrait f)inrs in successi\'e 
performances that, under the pitch-quantizational concepts being 
used bv the performers, were also noticeable as being
performances of the sawt piece. One reason lor this perplexity is, of 
course, that it is sonnd-.<mressions rather than notations that are the real 
symbolic languages o f  music; and notes require pr ior
music-structural interpretation to be regarded as wnsic-deterwinately 
s\mbolic o f  sounds.

Thus a listener from an I-astern culture, learning that a given 
notation represented two arracks of the same pitch, might hear a 
\ \  estern-culturalh' "correct” realization of that notation as an 
"incorrect” succession of two different pitches, because his background 
pitch-structural vocabular\- was more finely quantized than ours, 
l o r  pitch-function assignments are contextual, and take place within 
thresholds that in practice enable such apparent anomalies as the 
assignment o f  discriminabh' different pitches to identical pitch 
functions, and o f  indiscriminable pitches to different pitch 
functions, depending on the structural context.

Similarly, the difference of a Cij|-\'ersus-Al? notational problem as 
it arises with respect to a piano score and as it arises in connection  
with a violin score is not, as Cioodman seems to believe, a question 
ab(;ut pitch-function difference, but onh' an observation o f  the 
inflectional room left b\‘ our traditional quantizations of pitch- 
functional thresholds. Similar differences within a piano-score 
realization are assigned the status of ”out-of-tuneness”, which can be 
determinateh' distinguished from "wrong-pitchness” onh' by the 
operation of a background pitch-function reference.

Thus the notational question raised by G oodm an of the relation 
of "wrong pitches" to "genuine instances of a musical work" is tied 
to the structural question of what constitutes a "wrong note” with 
respect to a given work. For the theory of the structure of that 
w’ork, which is, first o f  all, requisite to deterniine what that work's 
identit]' is, will interpret some wrong notes as wronger than others.

-223



disenabling any correlation o f  "degree o f  nongenuineness as an 
instance o f  a work" with "number o f  noncompliant sounds 
presented". To give a crude example, say that one's theory o f  some 
work's pitch structure constructs it by means o f  just three pitch 
funcdons, which we may call "high", "middle", and "low". Then  the 
structural limits within which notation-determinably wrong notes 
may still be part o f  a "wholly correct" performance o f  that piece 
might be considerably wider than the notationally de te rm ined  
limits; but such structural limits would still be non-indifferent to the 
question o f  "wrong-note" determination, even after that question 
had passed out o f  the range o f  the notational limits.

Moreover, the compliances determined by a figured-bass notation 
and a free-cadenza notation are similarlv theoretical. By Goodman's  
purely notational criterion, only a failure to observe actually notated 
"facts" counts as a "mistake"; but a music-structural theory will 
extend from what is notated to what is interpolated, and, for any 
given performance, will determine how what is not specified is 
constrained by what is specified such that literal compliance to the 
specified entities is no more or less determinate o f  "correctness o f  
realization" than is the appropriateness o f  what is chosen to intervene 
between them.

Thus I would argue that G oodm an’s avoidance o f
music-structural questions in talking o f  musical notation is not so
much frivolous as impracticable; and in fact his own discussion
does not fail to be, however inadvertently, music-theoretical. For
what he tells us about the limits o f  determinabiliU' o f*

compliance-classes for John  Cage's notations is pure music 
criticism, since it really tells us what he thinks the ranges o f  
music-structural determinacv in Cage's compositions are likely to 
be, with determinate consequences for the specific kind and degree 
o f  particularity those compositions are likely to exihibit as musical 
structures.

O n  the other hand, Goodman's  allographic-autographic distinc
tion is obviously useful; indeed, the problem o f  pure "autographi
calness" has already arisen in connection with some forms o f  elec- 
tronically performed music, although computer-synthesized elec
tronic performances use a numerical, musically interpretable, al- 
lographic notation.

N o w  if my account o f  musical structure can be taken as¥

art-typical, it implies that the "actual psychological processes" w hich  
Quine allows that rational reconstructions may "hint at" are, in the 
case o f  art entities, in fact crucially determined by those reconstructions.
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The path and content of a hierarchical construction of- an art entit\', 
through progressive subentitv articulation, determine the content of  
that entity in the only sense in which it may be said to have a 
content as a work of art. And the more such a construction 
proceeds through relational concepts defined in a maximalh' op(‘U 
wav, consistent with the retention of the intuitix’e concepts 
invohed, the more different-appearing things ma\' be subsumed as 
interpretations of the same concepts, and, hence, ihe more works 
mav be commensurable at the more le\els of their construction. 
F o r a  perceiver, this engenders the capacit\ both to "understand" a 
greater number of more unlike-appearing things as instances of a 
single art-entitv domain, and to reganl each such thing as a m ore  
individuated thinit within its domain.

This consideration engages the most general art-theoretical aspects 
o f  \ of. \r/. I'or it is crucial to ihe argument of I of
A ti, as to the above remarks, that what the obserxer brings to his 
perception of a work in the wa\' ol predisposition is a crucial 
determinant of what he perceives therein. Bui m\ remarks raise the 
additional cjuestion whether some aspects of what a gixeii perceiv er 
might bring to such a perception might not count toward the 
r̂ ://';//)r/<7/r<M)f that perception, as a perception of a, or in particular of 
that, work of art, and whether some other aspects of what such a 
perceiver might bring might not count as inrlcvcwt thereto. A rough 
analogy may be the relevance of I .nglish-understandiitg to the 
perception of an utterance as an Fmglish sentence, as against the 
relevance to that perception of a disposition to regard b.nglish 
utterances as "sad-sounding".

This suggests that some kinds of "non-innocence" mav be m ore  
sophisticated than others, where art-perceptual competence is 
concerned; and although Cioodman and 1 seem to agree that relevant 
non-innocence invf)lves previous experience of artwork 
perception, 1 woukl insist additionally that it also recjuires that such 
experience ol artworks be 7/ them art works.

Thus, in analyzing ascriptions matle to artworks, we might 
distinguish between those which are relevant to them as artworks 
and those which are not. The issue is rei.ited to that o f  the 
interpretabilitv and applicabiliiv of theoretical terms. Sometimes, 
for example, it might seem from the form of an ascriptive 
discourse that evidence of a certain tvpe— for example,
observations on the j')erceptual data of a work of art— couki 
influence the determination of a truth-value assignment of a given 
use of a predicating term, when in fact it could not. In other words, 
we might distinguish terms whose uses ///tike a (l}(]creiiiv to ou r
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perception o f  a thing from a cafain point o f  view, from those 
whose uses matter only in the context ot some other point o f  view.

To take a simple example, compare the ascriptions to, say, 
something identified as "Beethoven's Eighth S)'mphonv" o f  'This is 
sad' and 'This is in F major'. N ow  it would be as absurd to decide 
the question "This is in F major" bv an audience poll as it would be 
to decide "This is sad" bv surveving the musical data’. In which  
case, then, are we making a statement "about" Beethoven's Eighth 
Svmphon\‘? A popular wav to resolve the issue has been to say that

G oodm an describes me (in his Replv co Benjamin Boretz, P ro h /e w s  (wd Projects, pp. 
125-129) as an "ardent tormalist" to whom "the actual structure o f  the work is all 
that matters". But since what 1 call "musical structure" Is just the co h eren t  
juxtaposition ot evet'yth'mg relevant to the identity o f  a musical work, 1 can't see w hat 
an "exclusive concern with musical structure" excludes. And I cannot imagine, as a 
practidoner ot music, what significance might be attributed to a property o f  which 
it could be said that "works diftering widelv in detail mav ha\'e the sa fu c  property o f  
sadness" (emphasis mine); the notion o f  "details that don't matter" in the ascription 
o f  properties to a work would seem co have a legitimate place only in an aesthetics 
o f  the immediate, such as is disclaimed by G oodm an in the first paragraph o f  his 
reply, or in a stud\' o f  art as inattentively or casually observed. In any case, I w ould  
not know how to distinguish "romantic poppycock" (G oodm an, ibid.) from just 
plain opacity ot reference, and the phrase is certainly nor mine. I f  the matter is one  
o f  emphasis, it is no less crucial. I-'or interchangeability under some descriptive guise 
is not necessarily synonymy, and the distinction is critical, for it has to do with w hat 
"makes a difterence" to the perception o f  something as a (particular) work o f  art. 
For "differences in derail", which 1 take to signify specifiable differences in sets o f  
data in any dimension, arc determinable, whereas it is precisely the absence o f  any 
possibility ot musically specific evidential support, pro or con, for the attribution o f  
"sadness" that seems, to me. to place it well (.uit o f  the domain o f  matters o f  musical 
interest.

Moreover, whatever the temperature o f  mv "formalism", the notion that there is 
"the" structure o f  a work to be invoked is manifestly counter-entailed bv the kind o f  
Goodmanian theory-dependence that is explicated in my paragraph on Beethoven- 
vs.-Schoenberg experiences, whose consequence is a virtually limitless relativism 
constrained only by intersubjccuvity and traditions o f  what is plausibly regarded as
M  ̂\tart .

This obviously engages, too, the points made in the second and third paragraphs 
o f  G oodm an 's  reply. In addition, I do nor an\Avhere advocate the "direct app roach"  
suggested by his first paragraph, but suggest rather that art-perception, like 'aesthetic 
perception', is 'post-objective', using qualities perceived 'quasi-analvticallv' in 
something identihed in a sense as a physical entity— sound, bronze, inkmark, 
etc.

Finally. 1 do not make the error o f  confusing (perceptual) 'pitch' with (physical) 
frequenc)', however intercorrclatable they may be, but rather intend to show the  
vacuity o f  {/f/v notion ol 'notation' independent o f  a theory o f  its 'linguistic co n tex t’, 
a point which G oodm an ignores in his reply as in his book.
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the referents in the two eases are different, as those o f  'book' might 
be in two possible uses o f  "'This is a weighty book".

But here the problem is deeper; tor how is the "this" being 
in the first place in the case o f  "This is sad"? The "book" 

model breaks down here, for no observation comparable to that 
which could confirm a porter's report that something was a weighty 
book could be brought to bear. And to bring the point closer to 
Goodman's  investigations, how does an ascription like "high note" 
differ from one like "sad piece"? ( joodm an  methodologicallv 
equates the "is a red book"— "is a iKnel" type o f  disjunction o f  o u r  
earlier example with this latter case: he suggests that "Calling a 
picture sad and calling it grav are simph different wavs o f  
classifving it". But what observational specificitv is invoked in 
declaring a picture "sad"? Not "ps\chological", since that w ould  
have to do with making assignments bv obserx ing correlations with 
other people's assignments, nor bv observing as thev do. I Find a 
clue to this perplexitx' in our musical example: a "high note" is 
understandable as a hvpostatization o f  observable relations o f  
"higher than"; whereas "sadder than" is just as inscrutable as "sad". 
Another clue max- be that such predications as "sad", o f  pieces, are 
invariable restricted to familiar musical domains, such as tonal 
pieces, whereas the pieces in unfamiliar domains like, for example, 
twelve-tone pieces, are more otten described as "nois\-" or in some 
other wav that simph reports failure to ascribe identitx'.

The latter case seems to provide the better clue; for 1 think that 
the "this"-identification underIving the "This is sad" ascription is 
just a hidden music-theoretical one ol the "This is in f  major" tvpe, 
just as the "picture" referred to in the activitv of "calling a picture 
sad" is in a f)rior sense the picture that was called grax’.

Now this means that the n’hoit act of identification that underlies a 
"this-is-sad"-t\pe ascription to works of art is, in fact, located in the 
data-discriminative domain relex ant to the particularization of things 
as entities of certain tvpes. .\s predications in those dofnains, the status 
of such ascriptions is thus as mere "proper names". For thex" are 
intelligible only as ascriptions to things to which prior, if hidden, 
recognition has been given as entities o f  the structural kind; but as 
ascriptions with regard to those structures, rhev are empty, in that 
thev make no discernible difference.

Whether these ascriptions are metaphorical or not is, moreover, 
immaterial in the same sense; as defined predicates, thev are 
svstematicallx' indifferent under explication: "higher than" could be 
called "lower than", as it was bv the ancient Greeks, or "greener 
than", or "greater than", or "left o f ,  without affecting the music-
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identifying question. The etymologies o f  metaphors, their "schema
transferring" attributes investigated by Goodman, are heunstically 
useful just to the degree that the transferred term-names can be 
determinately correlated with observables. Thus Goodman's  
explication seems essentially to enable the elimination o f  metaphors 
as special "types" o f  ascriptions to works o f  art. And in this light, the 
only problem with "sad" is that we simply have noth ing  
observadonal to tie it to in either music or painting, and so it makes 
no difference to the music- or painting-identity o f  anything. In use, 
however, such "proper names" have negative value, since they serve 
to perpetuate the internalization o f  a perceiver's theoretical scheme 
and, hence, to minimize his competence. The world o f  the average 
listener contains very little music and a great deal o f  noise, a gap 
which he tends to cover by the invocation o f  picturesque 
placeholding slogans.

But to a more sophisticated obser\^er, the space thus straddled is 
filled with so many determinate particulars producing such 
particular identities that the sloganizing terms actually do seem 
abjectly inapplicable. Like prescientific attributions, to natural 
phenomena, o f  an thropom orphic  and volitional characteristics, 
predications like "sad" o f  art simply symptomatize an 
underprivileged stage o f  cognition, not a categotj thereof. H o w  
cogent, I wonder, would philosophers find the assertion about The 
Structure of Appearance that it was "colorful"?

But to call such predicates "supervenient terms" or "slogans" is 
only to characterize their inapplicabilitt^ to art, not to explicate their 
cognitivity in any respect. To understand their cognitive status, 
however, I believe it is necessart' to look to those domains w here  
metaphorical schema transfer is part o f  the determinate identity o f  
structures, namely, to the arts o f  language, as exemplified in literary 
structures. For paintings are represented by predicates like "sad" in 
literary works as objects are represented by color-patch structures 
in paintings, not as paintings are objects.

This last observation invites a confrontation with Goodman's  
notion o f  representation. Here again, I think that the epistemological 
interest o f  the explication is quite independent o f  its relevance to 
art-theoretical concerns. For the problem in ascribing 
representation to works o f  art as a primary attribute thereof is not 
uninterpretability or inapplicability, but grossness. Most o f  the 
attributes that distinguish a painting as a particular painting lie be low  
the level at which representation is predicable o f  it; the situation is 
rather like that o f  predicating "a gas" o f  something where wdiat was 
important was how it was a gas, whether it was helium or oxygen, for 
example. Hence I suspect that Goodman's  principal interest was to
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explicate representation, rather than paintings. Otherwise 1 cannot 
understand whv he would take such a complex "iact" about a 
painting as that it "represents something thus" as virtually "atomic" 
for it, without investigating what particularizes, determinately, that 
representation with respect to any other. I-'or to say just that 
"awavness up" and "awa\ness forward" arc "differently represented" 
from each other in a given liimitun’ ot paintings is not to 
characterize what constitute the palpable determinants ot even the 
observation that in a given painting "things receding upward
are represented as parallel and things receding forward are 
represented as convergent". That is, is not the level at which co lo r  
areas articulate the visual space itself a distinctive determ inant— for 
each single case— o f  the particular identit\- which is onlv looselv 
classified as "parallelism" or "convergence"?

Music's failure to represent, of course, has happiiv alwa\’s been an 
embarrassment to the arr-as-representational thesis. O n  the o ther  
hand, traditional music does reveal, at a comparable level of 
grossness, an observational characteristic that corresponds to 
representation in painting; namelv, "thematicism". In both cases, it 
seems to me, such entities as "themes" and "represented things" are 
best understood as subglobal structural frameworks that enclose 
complex sets o f  e]uale-relations in mnemonicalh’ convenient form, 
as advantageous strategies in the optimal communication of the 
often highlv complex structural identities of the global structures 
thev articulate.

As to the predicate "picture o f  x", this, like the "theme" of a 
s \mphonv or the fact that it is in "Sonata Form", can be eliminated 
altogether as a special stage in the subentit\- ascension. .Vs part ot 
such an ascension, it is mereh a "proper name" for a defined  
predicate, with more or less heuristic value; as such, it ma\' also 
function as a conceit, constraining the limits of what would count  
as an appropriate resultant, much as the "Micke\-.\Iousing" of 
literarv texts in songs provides such external constraints. Hut as a 
significant individuating term for paintings, "picture o f  x" seems to 
me onlv slightlv be\'ond the le\el of "c)il painting", "landscape", 
"portrait", or "abstraction". Thus, again, 1 find that Goodman's  
explication enables rather the c!i///iiiti(ioii ot a notion than its 
invocation as a significant factor in the construction c)f art entities.

What then, do art entities express '̂ Ideas of relation, 1 think, particular 
coherences, in analog form; and what thev exc/iiplify are their 
structures. That is, works o f  an mav be regarded as analog models 
o f  closed formal-svstematic structures whose interpreting entities 
express the relations o f  the formal-svstematic entities thrtjugh 
patterns of relati\-e c]uaniitv of perceptual <.|ualities, such t]ualities
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being quantitatively articulated by scales o f  measurement chosen by 
a perceiver. A "scientist" constructs an experiment to test "his" 
structure o f  the world against the measurable facts o f  observation, 
on the scales o f  magnitude relevant to the properties being tested 
for. The experimental complex is strategically designed to extrude 
optimally those properdes regarded as cridcal. The com posidon o f  
works o f  art may be described as the definition and creation o f  
relational "universes" o f  elements in whose interrelations are 
embedded hypothetical properdes o f  reladonal behavior; 
h}^otheses, that is, o f  "what can be learned to be obser\^ed" on the 
basis o f  what has already, by appropriate receptors, been learned to 
be obser\"ed. And, uldmately, it is the reasonable possibility that, 
from the data he specifies, the relational properdes he has 
embedded will be the "most favorably inferable" things, that 
jusdfies the ardst's "experiment". In  art, o f  course, all the "measuring 
instruments" are perceptual, not physical; but their measurements, 
on the quandzational scales needed to infer all the significadvely 
embedded properties, are as precise and unambiguous as those o f  
the sciendst— which is no t  surprising, since the data reladons were  
designed in the first place to be measured by perceptual 
instruments.

Moreover, the reladon o f  the "analog" state o f  non-art-theoredcal 
quality perception to a syntacdcally and semantically in terpreted 
perception o f  those qualities as components o f  art entities seems to 
me to explicate the relation between what may be termed "aesthedc 
experience", on the one hand, and "art", on the other. I would liken 
an "aesthedc experience" to an informal act o f  "quasianalysis", in 
which the component qualides o f  concrete entities rather than their 
gross entityhood are what is being taken note o f  Nodcing the 
sunset as a certain confluence o f  a certain red over a certain spadal 
extension, etc., is an activity o f  the "aesthedc" t^pe.

Art, on the other hand, uses these quasi-analydcally derived 
qualides as materials with which to build structures, w hose  
syntacdcally differentiated and discontinuous elements are
semantically interpreted by qualia that are degree-ordered into 
differentiated and discontinuous vocalmlanes. Here, o f  course, I am 
engaging Goodman's  explication o f  the digital-analog relation 
(157-173), which is for me not only the most enlightening passage 
o f  Languages of A f i ,  but that which seems most directly to enable the 
connecdon o f  art-endn^ construction with the construcdons o f  The 
Structure of Appearance, But G oodm an  does not specify how  the 
connection is to be made, nor does he otherwise take note o f  it.
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The hnal question that 1 want to engage with respect to Languages 
of A i i  is the analogy between verbal and art-symbolic languages 
proposed bv Goodman. Again, we seem to invoke quite disparate 
desiderata and, accordingh’, to arrive at quite different conclusions. 
G oodm an locates the analog}’ in the problematic area o f  nference, the 
abontness o f  language. This assignment seems entire!}' consistent with 
his concern, throughout Languages of Art, with representation, 
expression, and the "comprehension ot  our worlds" to which he 
refers. He replaces Oscar Wilde's epigram about art and life with a 
stronger one ot his own: "Nature is the product ot art and 
discourse". And throughout the book, the discussion centers on 
what is ///works o f  art, while never once addressing the question o t  
what works ot art are.

Although he never sa\'s so explicitK', I wonder whether, as a 
nonspecialist, G oodm an  telt constrained to attempt a cognitive 
explication o f  what is commonh' said about art rather than r>ne o f  art 
itself, limiting himselt to a rational analvsis ot popular notions 
about art, as reflected in traditional aesthetics and the critical and 
journalistic literature, rather than attempting to explicate the 
identities ot artworks from a rational anahsis ot their perceptual 
attributes directlw

In anv case, the trouble with regarding works ot  art as primarih' 
abonf the world is that the\' are in the first place of the world. And in 
the sense that the world is what communicates through 
language-dependent perception, an works surelv add tbeniseives to the 
world and use the nays that the world comnuinicates to 
communicate themseh'es.

The issue o f  the languageness ot  the languages ot art clears, 
moreover, it we turn trom the aboutness ot language to the special 
entitvness o f  verbal-linguistic things, which, like art things, are 
entities just bv \ ir tue  ot being interred as such trom aspects o t  
concreta filtered through a s\ntax and a semantics. As such, thev 
mav be mentallv experienced as thought: the same, I believe, is true 
o f  art entities. And the absence ot  "aboutness" in the languages o t  
the musical and visual arts, at least, trees them from the constraints 
o f  conventional norms ot svntactical and lexical formation and 
association. As a result, the\' are tree to create their own norm s 
contextuallv from much simpler perccptual-assumpti\e bases. 
Hence, for example, works o f  music are constructable with 
experiential realism from a general notion o f  "music" without the 
essential inter\'ention o f  stages itlentified as, sav, "tonal" or  
"twelve-tone", which w’ould be analogous to the construction o f  a
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particular English utterance wholly from a system that defines 
"language" in general, without the essential intervention o f  an 
English dictionan^ or grammar.

Thus the structures o f  the "contextual" arts are like man-made 
possible "mini-worlds", perceivable and palpable, and yet not 
constrained bv the exigencies and recalcitrances o f  the physical, 
constrained only bv the bounds o f  human perceptual and 
intellectual capacides, which are thereby both  demonstrated and 
expanded. This, it seems to me, is essentially the awareness that the 
epistemology o f  TJn̂  Structure of Appearance has contributed to the 
theory o f  art, locating the relevant focus o f  such theory in the 
activity o f  entification and particularization by means o f  
conceptually guided systematic construction.

Therefore, that art has fed back into the epistemology o f  
Languages of A ) i  mainly in the form o f  a referential theor}^ is something 
I find deeply perplexing, and which I earnestly hope that Professor 
G oodm an’s remarks will help to explain. For even linguistic entities 
refer onh' h \  virtue o f  linguistic interpretation, so that, like art 
entities, they are something before they do anything. And I thought it 
was from G oodm an himself that we had learned most lucidly that 
just being something is doing plenty already.

C o l u m b ia  U n iv e r s it y , 1969
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BENJAMIN BORETZ

(for a meeting of the American Society of University Composers, Dartmoutii 
College, 1970)

Composing with Electronics:
Sensitive Mirrors for Subtle Echoes

The traditional clectronic-musical lore treasures at least two distinct 
genetic myths. One Is a rather deterministic story that begins from the 
development of electronic technology, whose very existence confronts 
composers with an inexorable compositional imperative: to compose 
that music, and only that music, which is expressive of and appropriate 
to the Age of Electronics; in particLilar. to compose that "kind" of music 
which, as the myth admonishes us. is uniquely latent in the medium, 
and so to conjure, as it were, the ghost from the machine.

The second, complementary, myth relates that the electronic musical 
media themselves developed as a direct consequence of the necessities 
of compositional progress; such necessities having been already 
manifest, and clamoring increasingly for recognition, in pre-electronic 
music of "advanced" persuasion. In this story, the shadows of music’s 
requisite future are unmistakably cast in its past, either through sounds 
and surfaces a lready conceived, however su b lim in a lly , in 
proto-electronic terms, or through intricacies of ensemble virtually 
presuming the mechanics of electronic resources for their adequate 
effectuation. In such ways, pieces composed for traditional resources 
were already "straining" the ultimate capacities of their antiquated media 
to the inevitable disintegrating point. In particular, the music of "total 
serialism" and that of "total surrealism" were allegedly born yearning 
for electronic voices.

And so. according to the currently cherished dogmas, either the 
existence of electronic media conjured into being a certain sort of piece, 
ora certain kind of piece engendered the invention of electronic media. 
Now simplemindedness is, 1 suppose, among the principal qualities
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required to give myths their mythological power; but whatever their 
appeal in what is often referred to as the real world, neither of these 
stories seems especially plausible, in the light of either evidence or 
experience, though both appear to cover what are undoubtedly true 
facts of the case. We, in our awarenesses and interests as composers, 
however, might prefer to espouse some such story as the following: 
composers have ideas about possible musical images, and seek to ramify 
and project such ideas along lines that appeal to them, using any 
resources of ramification and projection, known or inventable, that seem 
favorably disposed to resonate those ideas. And so electronic media, 
having become available, suggest the availab ility  of resonating 
possibilities already latent— to an alertly self-serving hindsight— in 
previous music.

Now a resource of musical realization, a mode of capturing and 
reflecting musical imaginings, is of course, in any instance of particular 
use, ipso facto a “ musical idea” , and an instrument or medium of 
pro jection is s im ila rly  a “ resource of com position ” . But since 
instrumental technology is not, strictly speaking, musical technology, 
however musically guided any of its origins or applications may be, the 
instrumental resources envisaged by composers normally lie within the 
realm of contemporary Instrument-technological possibility: thus their 
particular compositional application is what counts as the “musical 
technology” in question. It seems reasonable to say, for example, that 
the violin of Schoenberg, and by extension the orchestra of Schoenberg, 
are different instrumental media from the violin and orchestra of Mozart: 
and by the same token the question of how (or whether) Mozart would 
have used electronic means of sound production had they been available 
to him is a pretty empty one.

To us, then, the relation of electronic media and the music composed 
with them might be regarded not as a simple matter of determinism 
versus accident, but rather as still another facet of that complex 
inextricability of “ ideas" from their “modes of representation” that is 
the most familiar and embracing fact of our musical lives.

Thus the question what specifically compositional issues are raised by 
the existence of electronic media might first be answered by the question 
what bwf compositional issues are raised thereby; further reflection might 
principally proceed from two observational perches overlooking the total 
musical landscape: the first providing a broad view of the directions in 
which compositional ideas have been lately modulating, and of a picture 
of the “compositional resources”— understood as 1 have described them 
above— emergent in recent music; and the second affording a view of 
which of the features and how much of the scope of recent musical 
developments may be significantly associated with the existence of 
electronic media.
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w hat follows, then, is a very bare sketch of some of the configurations 
that m ight appear at the horizons of such a reflectively induced 
music-conceptual vista:

1. The process of com positional d e ve lo p m e n t-in d iv id u a l or 
collective— if it is conceived in accord with real and realistic musical 
practice rather than historistically— can be seen to result from, or at 
least to be powerfully assisted by, the practice of conceptually guided 
abstraction, addressed both to the “ logic" of musical coherence and to 
whatever may be inferred as the "structural functions" that determine 
the identities of existing musical works. What such abstraction consists 
of essentially is the identification of individual "things" obsei-ved in a 
piece with members of a vocabulary of invented functional concepts, 
so that those concepts arc considered the essential, or underlying, 
“ things" of which the actual sound things are particular nonunique 
interpretations, or concretions, just so, “ triad" is a “ functional concept", 
and "pitch-class C". “pitch-class E". “pitch-class C" arc others, of which 
a particular three-pitch sound in a particular place in a particular piece 
is a particular interpretation. In such an abstracted state, the same 
principles are available to underlie new interpreting concretions, that 
is. events in original compositions, so that functions tied to a given set 
of particulars in one composition may be tied to a dissimilar, even a 
radically dissimilar, set of particulars in another composition.

2. In default of some acts of abstraction of this sort, even in just hearing 
music, there would be no structure, or character, for any pieces that 
was distinguishable from the simple self-identities of the single sounds, 
however observ'cd, through which that piece unfolded. There would, in 
effect, be no identity attaching to “ the piece" as such, that is. as a 
particular thing among things of a certain kind. The piece would itself be 
just a kind of thing, siii generis, and thus have no speciality beyond a 
categorical "difference" from everything else in the world. If we heard 
pieces that way in fact, we would have no worthwhile use for the word 
“music" as one with which to identify more than one thing in our world.

So it can be seen that abstraction is the stuff that ideas, musical or 
otherwise, are made of. The crucial matter for musical abstraction is to 
preser\/e with imaginative insight the intuitive essence of the properties 
being abstracted: and also to so characterize those properties as to 
suggest a maximum range of possible interpretations, marked by 
maximal divergence in appearance to any conceivable extremity.

3. Now without being too metaphorical, we could observe that the 
composers who have in fact penetrated to a particularly deep level of 
abstraction with respect to existing music have often produced music 
of especially radical appearance. The obsewed presence of such radical
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divergences from familiar surfaces is the content of what are sometimes 
called “musical revolutions” , orthe emergence of whatare in effect new 
musical languages. Notice that the result of viewing the process of 
compositional development this way is that a new musical language 
can be asserted to be a determinate^ intelligible new musical language, 
and thus to be revolutionary in a determinate and coherent way. Indeed, 
it is surely the case that to observe how something is revolutionary is 
equally to observe the substantive content of the fact that it is 
revolutionary.

4. In our century, the most conspicuous' result of such revolutionary 
abstraction has been the development of the twelve-tone system. In the 
course of this development, basic traditional notions, such as pitch 
identity, interval identity, and octave equivalence, have been transferred 
literally into the new context, while other, more complicated notions—  
such as concepts and modes of reference which relate the foreground 
pitch events of a piece to some inferred background pitch collection, 
and the sign ificance of modes of generation of harm ony and 
counterpoint— have been radically reconstructed in their transference 
to the twelve-tone context. To take a brief example, consider the notion 
of interval in twelve-tone music: here the traditional tonal notion of 
scale-degree relations, were it transferred w ithout reinterpretation, 
would either seem unintelligible or make the music seem so. We could 
not, without disaster, use the same notion of interval for twelve-tone 
music as for tonal. But we can use a commensurable, and commonly 
grounded, notion, if we are able to conceive the scale-degree intei'vals 
of tonality as special interpretations of more general interval types, 
namely the so-called “chromatic” ones (indexed as numbers of semitones 
distant, rather than numbers of scale degrees). In fact, those who do try 
to describe twelve-tone intervals as though they were scale-degree 
relations of the un-reinterpreted tonal type generally find the task pretty 
awkward, and are often led into analytic, if not also compositional, 
anomalies.

5. A further stage in our reconstructed process of compositional 
development, proceeding by suggestive analyses of the structures of 
traditional musical functions, is the exploration of ways to give a high 
degree of correlation to structures in the distinct domains of musical 
articulation, while at the same time giving to such structures a high 
degree of functional independence, such that both the degree of 
correlation and the degree of independence are noticeably higher than 
in the existing musical literature. For example, suppose the notion of 
“ counterpoint” abstracted as the projection of a total pitch complex as 
the apparent resultant of the conjunction of several distinctly unfolded

■ though not necessarily the only, or the most worthy
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pitch paths. Such an abstraction makes conceivable the extension of 
contrapuntal resources by varying, or multiplying simultaneously, the 
dim ensions through which such p itch-path  complexes may be 
delineated. In addition to the traditional registral one. Such a “composed" 
mode of projection is what )im Randall was just now calling a “delivery 
system". So we find in some recent music distinct pitch counterpoints 
projected simultaneously by the interdependent operation of register, 
timbre, dynamics, durational sequences (or time intervals), and 
attack-style characteristics.

Moreover, if we define the notion of counterpoint at a still deeper 
level of abstraction, we might describe it as the projection of a complex 
of elements of a given dimensional type as the conjunction of distinct 
paths traced among elements of that t\^pe by means of identifiable 
associations and distinctions among elements of other dimensional 
types. At this stage, we might be able to conceive that a mosaic of paths 
traced through, for example, a complex of timbres by means of pitch or 
interval associations, or paths traced through a complex of durations 
by timbral associations, and so forth, might coherently extend the notion 
of counterpoint in an intersubjectively meaningful way.

6. Even at so simple a level of abstraction, the character of electronic 
resources suggests a rich field of potential new dimensions in which to 
resonate musical structures conceived contrapuntally: for example, 
spatial location, as front to back, left to right, or any diagonals within; 
rates and types of reverberation: pitch or amplitude oscillation; spectrum 
variation— the possibilities are constrained only by the composer’s 
orchestrational technique and projective imagination. Encouraged by 
the availability' of highly flexible resources of electronic realization, 
however, we can conceive of musical realizations of abstractions of 
considerably more radical natures, extending presently available notions 
of musical coherence over things of even more unlikely aspect. To take 
a simple notion again, what Interprets “a pitch" in a given musical 
structure might range over any band of pitch, any mode of referencing 
fundamental-partial complexes once it is evident how the essentials of 
what count as "pitch-relational properties" (beginning with identity, of 
course) can be preserved; how, that is. the given interpretation— or 
structured variation of interpretation— is experientially consistent.

Thus if we “know what we mean" by the "pitch" function, the “ interval" 
function, and the “octave" function, we need no longer be restricted to 
pitches, intervals, and octaves— or. rather, to the sounds that have 
traditionally interpreted those terms— as the invariable interpretants of 
those functions. For not only can we quantize the interpretations 
differently within the traditional domains (as in band of pitch-band of 
noise association, or non-sem itona l octave-subd iv is ions, or 
non-standard octaves), we can cross domains entirely, by assigning a
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set of musical functions and their characterizing relations “ normally" 
associated with a given domain, to elements of a distinct domain. In 
such a case. I think, vve would really be creating essentially new 
auditory-conceptual domains to which the old names— pitch, timbre, 
and so forth— would no longer be adequate, or even applicable in any 
intuitively effective sense. But one can grasp something of the scope for 
imagining strategies and objectives of unfolding unleashed by such a 
notion by supposing how, say. the kinds of functions assigned to 
something we normally call “ pitch" might, through an appropriately 
determinate definition and an adequately sophisticated sonic strategy, 
be assigned to something like what we normally call “ timbre." We can, 
that is. not only imagine how such a conceptual redistribution might be 
im plem ented, but how it m igh t be observable as a coherent 
compositional development despite the most radical departure from 
what musical "subject matter" might be conceived to be. Such a radical 
reorientation is. I believe, at the heart of )im Randall’s notions of the 
compositional suggestiveness of the phonic structure of natural language 
systems, just as 1 think many of the steps described above are already 
taken in music he has recently composed in which “ pitches” and 
“ timbres" in variable senses function as differential elements of an 
unfolding contrapuntal continuity.

7. Now from mv characterization of abstraction and its formulation/
in conceptually guided definition and interpretation as an essential 
matter for both ear training and compositional revolution-making, I trust 
it has become obvious in what senses electronic media seem to me 
especially capable of fulfilling a crucial role in the future of composition 
and audition; in the first place, electronic media are to an unprecedented 
extent sonic mirrors in which the most w ildly speculative notions of 
how a musical function might be interpreted and expressed can be given 
voices— and tested for veracity. And in the second place, the rich 
conceptual and experiential feedback that makes it possible to hear the 
echoes of such ideas through controllable electronic experimentation 
seems capable of provid ing a new impetus of im m ediacy and 
suggestiveness to creative speculation and imaginative formulation. For 
electronics raises the creative potential latent in devisingalternative paths 
of abstraction, and in developing new music-relational types on the 
skeleta of traditional types, to the level of compositional reality, as the 
possible content of the possible musical worlds of our own immediate 
future.

1970
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A note on “elide”, “elision":

For many years, and especially while writing Depth of Surface, I 
misconstrued the bite of this concept. I recall being taught, in highschool 
Latin class, to pronounce a terminal vowel followed by an initial vowel as 
a single syllable. The practice was called “elision". So far, so good: in 
my usage in Depth of Surface, elision will be said to have occurred when 
the last note of one musical unit serves as the first note of the next. The 
trouble starts when I speak of what was elided. My dictionary 
unambiguously identifies the casualty -  i.e., the space between -  as the 
what that was omitted, abridged, passed over, deleted, i.e., elided; 
whereas my usage identifies (incorrectly) the culprits ^  i.e., the two 
musical units fastened together tail-to-head -  as the whats that were 
elided. Depth of Surface abides firmly by this (incorrect, but) clear 
usage. At Ben's suggestion, we tried “fuse” and “fusion" for a while; but 
I hate the rhythm; so we reverted.

Jkr 07/02
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( 1971)

depth of suface 
in ‘Bcctfwvcn op.22, III

- 241 -



— (^raceffesfij

(‘Mereiitj the e?(pression '[..Ls.... 

may he prof i tab[y construed as

may, from the point of viezv herein emerging, 

he proftahhy construed as....

ISl. 'The second fgure is prefigured in thefrst.)

j
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FB. From an opening dotted figure zvfiich ascends scafarfy 

tfirougfi tfie 3rd from (D to B  

is derived a turning figure, 

zvfiose rfiythmic and melodic con tour 

fleshes a dotted figure zvhich ascends scalarly 

through the 3rd from Lj to B l,

1C. 'To this derivative turning figure 

is appended an %

zvhose accompaniment

restores the configuration

in zvhich the 'J  of the opening figure ended.

TD. Such a peeling off of ‘J  

from the opening figure 

is prefigured in the configuration 

in zvhich the tune s turning figure's fleshing 

concurred zvith the accompaniment s B)-Eh-T) neighhornote unit;
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Tuhicfi xoas -prefiguredin tfie succession̂

xoitfiin tfie opening fgure,

fom dy-Eb unaccompanied to accompanied.

(Eefore bFfleshed, El graces.)

HE. (— Within the accompaniment, 

three figures {: a ‘Bb-C-E) passingnote unit;

the E)-E6-E) neighSornote unit; 

a ‘D-C#-T> neighbor note unit) 

xaere simuftaneousby efided.

I IB. dUhife the accompaniment repeats this simuftaneous 
three fgiire ebision,

the tune starts to cbimb a /th-spanning (adder of conjunct 3rds 

udtose bottom 3rd is the derivative fgures Q-Bb 

and zvhiose top 3rd is the opening figure s (D-(F 

up one octave,

and zvdfsuccessivefy ebide three fgures.—)
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lie . 'To a repetition of the turninpjfyure 

is elided a proliferation^

through turning contour; 

of dotted rhythm, 

is elided a turninpjdottedfipjure.

is elided

an elidedtzoofoldpresentation 

of the opening rhythm 

unthin a sinyjle presentation 

of the derivative contour.

III. ‘That a scalar ascent from ‘Bb to T) should here span 

a tzvofoldpresentation

1.

1. is prefyured in the accompaniment s tzvofold presentation

of a scalar ascent from Bh to T)

— at the moment of zvhose completion;
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the turningdottedfigure, 

picking up and re-attacking (BS over (D 

(—ascending to d) over(BS; 

sending its ffesfting part dozvn one octave 

into the accompaniment 

to Become elidedBackionto the (f-BB 3rd

zvhence it came— ),

2.&3.

2. fastens to the accompanying B)-C#-B)̂

By tivice-attack^dconcurrence 

from registrady aBove,

3. what has tzvice Been fastened to it,

By elided succession,

from registrally Belozv.

4.5.6.

4a. 'The attackzpoints of the opening fgure 

and of each (unappended) turning fgure

spanned the 3rd to the 1st crotchets of their measures.
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46. 'The turningdottedfigure, 

matching the duration of the appended turning fgurc,

spans the 1st to the 3rd.

5a. 51 repetition fodoiuedbp an efision

spanned the succession of turning-contour fgures, 

fom appended turning figure

to unappended turning figure 

to tiirningdottedfigure.

5b. 'The tiirningdottedfgure, 

the fast of the turning-contour fgures, 

itseff spans an efidedrepetition.

6a. In the turning fgure,

the (fleshed) dottedattacf^rhpthm 

spanned the turning contour.

6b. In the iurningdoitedfgure,

the turning contour 

spans (an efidedtxvofofdpresentation of)

the dottedattackcrhipthm.
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T ^ l l S :

('Tfius:

just zvfiere rê istraC distributions andmetricaC boundaries 

are reversed;

the spanning/is-spanned~by rebations

of successionab mode to indixnduabfigure 

and of opening rhythm to derivative contour

are reversed as zvebb,}

In the end is the beginning.

lb  the ebided top of the badder 

is transferred

the scabe-degree functionabity of the bottom,

(The bottom is transferred into the accompaniment.)

) d̂ besh fastened: 9{pgrace. (

Loofjng bachzvardfrom the top of the badder,
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disjoining

the opening figure's (D-to-  ̂pitchdass ascent 

from its dotted rhythm

(— repeating ‘E-nat: competing the dotted rhythm 

zoithout yet compfeting the scafar ascent— ),

matching

the unffeshedrhythm andmetricaf distrihution 

of the appended turning figure

(— zohose Ist-crotchct comphetion of a ffeshed) dotted rhythm 

zoos also foffozocdby a 2nd-crotchet J :

: an E  pt̂ t̂ lcd off from the opening figure, 

from the fozver tzoo-note first part 

of the opening E-to-E ascent— ),

transferring

the unappended turning figure's 6-7-S scale-degree ascent 

to the opening figure's E -E  3rd

(— reflecting the bottom of the ladder in the top— ),
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matefling

tfie duration oftfe turning dotted figure

(—zvfiicfi afso completed a dotted rhythm

before completing its scalar ascent through a 3rd—),

completing

its ID-to-lF scalar ascent on a 2nd-crotchet %

the cadentialfgure 

refers bacif

through all intervening derivatives 

to the opening fgure

and restores to it

zvhat had been peeled off.

The Cadential digure: -Just here

zvhere the opening fgure s ascending T>~lf 3rd

has ascended one octave,

the turning fgure s ascending (J-^b 3rd
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descends one octave

(— untfi y  stdf appended—)

(—untfi fF's in Both octaves appended—) 

and Becomes descending.

drom the Bottom of the Ladder

: ^Vfiife the tune's tiirninpfigure's openin^-denveddottedscafar 
3rd-ascent

(—-pra c effesfie d— )
repeated;

puts the tune s second, upper, derived, 3rd onto the Bottom of the 
[adder;

I—so put, the tunes [adders repeated 
[ozver tzvo-note first 3rd-part— )(;)

: the tunes opening fpures scahir 3rd-ascent's unaccompanied 
[ozver tzvo-note frs t  part,

(— the accompanied other upper one-note [ast part
pee[ed off;
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appended unrepeated to tfie tune 5 [adders repeated 
[ozver tzvo-note first 3rd-part—)[)

put out of the tune into tfie accompaniment,

repeats

In TJu MiddU of the Ladder

: WfiUe the tune's turningdottedfigure's opening-derivative derived 
dotted-repeating scalar 3rd-ascent,

(— fleshed—I

puts the accompaniment's zvhoCe repeated scalar 3rd-ascent 

out of the accompaniment 

up one octave 

into the tune;

puts the accompaniment's first, tozoest, only, 3rd 

onto the middle of the ladder;

: the figure's zvhole fleshing part

(— the tune's turning figure's scalar 3rd-ascent's peeled off 
upper tzvo-note lost part—)
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is put out of the tune

dozvn one octave

into the accompaniment.

J4t the *Top of the Ladde

: Whife the tunes cadentiaffgures opening-derived dot ted- 
disjoinin£ scafar 3rd-ascent,

(— iinpraced; unffeshed—),

puts the tunes opening fgu res scafar 3rd-ascents unaccompanied 
fozver tzuo-note first part

out of the accompaniment

badyinto the tune,

{— the peefed off accompanied other 
upper one-note fast part

{— appended unrepeated 
to the tune's [adder's repeated 
lozver tiuo-note first 3rd-part— )

fastenedbaef onto it— )(,)

& puts the zvhofe 3rd-ascent up one octave;

puts the tune's frst, fozver, opening, 3rd onto the top of the 
[adder;
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; the tune's ladders repeatedCotoer tzvo-notefirst 3rd-part,

(put out of the tune

doum one octave

into the accompaniment),

(— the tune's turningfyure's scalar3rd-ascent's 
peeled off upper tivo-note last part fastened 
haclionto it

(—zohence it came—)—)(,)

(— the tunes opening fyure's peeled off accompanied 
other upper one-note last part appended

(— repeated; put up one octave— }—  )(,)

descends.

lust here: )  C A d y E 9 fI IS U .(

: zvhere the tune s ascending d)-lf

has ascended

zvithin the tune

and remained ascending; 

zvhere the tune 5 ascending Q-BB
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fias descended

into tfie accompaniment 

and become descending;

tfie tunes ascending

{— its lOandeiing ffesh^)

having descended

into the accompaniment 

and jemained ascending; 

ascending Sacl^again

into the tune ‘s ociaz>e,

Becomes descending.

)— unfastened;

becomes a third voice.{
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(Qraceflesfi.)

^T llU tE

(Ladders ascend.)

descend.)

(Limes ascend ascending [adders.)

descending [adders.) 

descend ascending [adders.)

descending [adders.

LO « £  QUIZZED

E ^ D  E ^ F  G  C
C  C  D Et> A  
A  G  A

r r r
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P  - “ *  •  m m

l.ffipswitcfi

2. retro
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2. retro

2+1
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k

up tfie down 
up the up

K
L r ^

7 fl ^- i m .

doxvn the down 
down the up

L.

upside fro n tside 
downside Sachside

1 r

E 5
X 3
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A graces 'Jffcsfies fksfics.

9\[piu !f graces.

graces Before ffesftes. n:lffeshes before Jgraces. 

D‘Before >l fleshes graces. DBefore y  j/rac'c’.s* B ffeslies

‘first graces tcoice. USecomfjl fleshes once 

first ‘f  ffesfies tzoice. DSeconif ‘f  ijraces once.

f  graces
‘D fleshes ‘D qraces

‘B{nat] ffeshes ‘B(B)graces
l(Ĵ

ffere, at the loioer registral bounf 

[ozo Lj; fkshing,

fies uhthin thegracing-fleshing time-span 

and terminates thd gracing-fleshing pattern.
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T ) f [  ‘D ^ r
<Bf[

( Q f i)

ffipszvitcfi + retro

B g r

B) gr ^Df[
B f [

iHere, at the upper registralBound, 

high Q, neither ffeshing nor gracing,

[ies Beyond

and terminates thisgracing-ffeshing time-span.

B‘Lgi9^iodg ro b9\£d

(—  g  raceffesh. —)
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In the 1st phrase, 

the tunc 5 appended J  

lies registradijjust hefozu 

the ascending (adder

udiich it immediatefy precedes.

In the 2nd phrase, 

the Bass If

lies repjistralfyjust befoza

the set of ascending and descending (adders

zihth zvhich it concurs.

(— 'The only part of the tunes descending (adde 

zvhich precedes this '/ 

is its initia(3rd‘Lb<j.— }

r

TIJ. Tozvard the end of the 2nd phrase, 

the appended midd(evoice J

(ies repjistrattyjust Bedozv
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the descending (adder

which it immediateCy succeeds.

(—‘The on(y part of the tune's ascending (adder 

which does not precede this (F 

is its termina(3rdTb-(j.—)

‘B l. In the Istphirase,

the initia((yju?ctaposed3rds (: B)~B cmd(j-Bb),

by succeeding themse(ves in adjacent octaves,

created the (adder and

,between tune and accompaniment,

concurred.

B2. In the 2nd phrase.

who(e such (adders

,in adjacent octaves betiveen tune and accompaniment.

wi(( concur.
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S J . Tfie time s first ascending ladder 

of three successively elidedfgures

began

over the accompaniment s repeated simultaneous elision

of three fgures.

(Of these latter three, 

one succeeded (by elision) the other two,

zvhich concurred.)

£̂4. The tune s second ascending ladder 

of three successively elided fgures 

zvill begin

,at the end of the accompaniment s ascending ladder. 

By elision

to the tunes descending ladder.

{Thus, of these three ladders.

one zvill succeed (By elision) the other tzvo.

zvhich zvill concur.)
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^ g ^ s s ' E s

Cl. The tunes 1st phrasê

afterju?(taposinp the openingfyure

and its most remote derivative

(: the appended turning fgurejj

fodozued

An its second half 

a three-stage path

jalong a 7th-spanning ladder of conjunct 3rdŝ  

from a less remote derivative

(: the unappended turning fgure) 

hacljtozvards the opening figure.

C2. The tune s 2nd phrase 

zvillfollozv
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,But from tfie outset, 

an anaBogous tfiree-stage path, 

apjain creating a Tth-spanninjj ladder of conjunct 3rds

But with the three stages shifted in the hriore remote 
direction

»

: so that the path toiff hepjin at the most remote derivative 

and end (bac(\tou>ards, But) 

not so far bacdtou>ards(,) 

the opening figure.

iKlECjLRT-SS

C3. The tunes two 2nd-phrase ladders 

laid themselves fodow a path from hnost" to dess'' remote: 

: from most remote 

(Baclftowanis, But not afl the way)

Bactf towards(,) 

the Ist-phrase [adder:
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; the first of them deriving from the Ist-phrase ladder 

hij transposition and temporal re-ordering.

the second

by transposition alone.

Ldl̂ D^DEdfLrKE gdf^CEELESdlEfEEOLRTEE
LRfEELRpLdJdESSI^g ^ E g ^ s s i o ^ c

{Enmeshed in the tunes 2nd-phtrase ladders, 

the ladderlifegracing-fleshing sequence 

'Will reverse their note-bij-note temporal order

at the qntchlcvel of the tunes Ist-phrase ladder.)

C4. In the tunes Ist-phrase ladder,

the first 3rd carried the (rhythm and) contour of the turning fgure;

the middle 3rd retained the contour of the turning fgure,
and proliferated through it the rhythm of the opening figure;

the last 3rd retained the rhythm of the opening figure

(and carried its disjoined contour).

)— 'T hus— (

the first and second 3rds together
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; so that:

profiferated a con tour, 

the second and third a rhythm:

in the [adders temporaf middU, 

contents of its temporaf e?{trema

etided.

C5. In the 2nd phrase,

the tune s descendinp [adder of individuady ascending 3rds

zoid carry the profiferated appended turninp figure 
from top to bottom;

and the tune's ascending fadder

zoiff carry the profferated unappended turning figure 
from bottom to top.

I— dhius— (

,in the temporaf middle,

,(: the dl-C3rd, zidiere the [adders themsefves raidefide), 

the contents of the temporaf ê yrema 

(in the form of their common unappended turning figure)

zinff efide.
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(n^fiius:
riHUS:

: zvfiereas

in the tune's Ist-pfirase [adder, 

proCiferation is partial (: of rhythm or contour),

focal (: through just part of a ladder), 

and occurs zoithin the temporal middle 

as the enabling agent of elision;

in the tune 5 2nd-phrase ladders, 

proliferation is total (: of figure) 

and itself globally generates the contents zuhich

,in the temporal middle, 

elide.)

The conjunct 3rds of the tune’s second ascending ladder
zinll be elided

(by the threefold proliferation of the unappended turning figure)

in the same sense 
as zvere those of the first.
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^LLlS109i^R3.lLT/D O m
(Dl. B̂iit the indhhdiia[[ij ascending 3rds of the tune's descending 

[adder

(created By threefofdproUferation of the appended turning fipjure)

are not susceptihk to efision—since the note of conjunction 
(for each pair of conjunct 3rds) lohich

,in the ascending first and third (adders (: at the temporaC e?(trema), 
occupied, andzidff occupy, the temporaf middfe,

noiv occupies, at the temporaf middle, the temporaf extrema.

*D2. Conjunction of 3rds and elision thus divorced, a nezv (find of 
common tone linfqtg arises.

Appended crotchets, no fonger referring baclfjo ends of preinotis 
figures, refer forzvard to beginnings of ne\t.

And it is to this nezv (find of commontone linfing that efision zviff be 
applied

zvfien the appended ‘J  of the ftjst appended turning figure joins the 
middfevoice return to the originalpitchfez^ef oj the opening 
3rd:

: zvhen the last appended!/ thus rcjoirjs zvhat the first zvas peefed 
off from:

: zvhen the descending [adder of individiiafly ascending 3rds, thus 
picked up by the descending middfe voice,

thus cufminates in a descending individuaf 3rd.
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(P lC ^ ^ Z tP  TUOsiE EIC%^ UE
E l . In each phrase

,about halfzvay through,

the tune pid^ up something unfolded in tzvo paraCbetphases 

in its frst-haCf accompaniment.

E2. Ehe moment of pickup;

sirmdtaneous unth the completion of the second such phase;

initiates a concurrence

;ZOithin the tune;

of its oum early-presented contents

■a concurrence zvhich culminates in a concurrence

;betzueen tune and accompaniment; 

of the pitchdass Jrdsofthe opening and turning figures

(zuith the accompaniment s 3rd for the first time descending).

E3. Ehe first half of the Ist-phrase accompaniment unfobds;

as tzvo pitch-identical units (: Eb-C-E>; Eb-C-E>); 

an ascending 3rd zvhich the tune picks up
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jUt the moment of cornpUtion, 

as its oiun [adder-component 3rd

zvfierein elision of contents is to oecur.

I 3 f T l l 9 d E  E O U lfD

E4. *Tfe first fiaff of the 2nd-pfirase acconipaniment unfoCds, 

as tzoo intermf-identicaf units (::4-C-Eb; C-Eb~Cjb), 

an ascending [adder lohicfi the tune picfs up 

,at the moment of comp[etion, 

as its oivn content-ehded[adder.

E5. (Concurrenilp,

the tunes three appended tuniin^ figures unfold

jin temiporallp reversed order,

a[l three {VJ-EI-C; El-C-Eb; C-Eb-Q{flat/nat)) of the 
accompaniment s triads.̂

E6. B̂ut zuhereas the tune

,at the moment of picfiip,

[infs its tzvopitch-identical [adders
(— throupjh their tcmporadij inmost common 3rd (:J4-C)— )
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by efisioih

the accompaniment fias linf{edits tzao intervah-identicaf units
(— through their common, temporady imnost, 3rd (:C-T,6)—)

by douhfe-commontone re-attacd

SClH ^E9id< !PJi,S^9"S W -

(dhus: just as — andjust zvfide— the appended crotchets of the 
tune proceed from commontone re-attacd to commontone 
ehision ivith the middfevoice ‘J-dh -d ,

the accompaniment proceeds from doubhe-commontone re-attaedto 
douhfe-commontone (:fF and Eh) efision zoith that same 

middfe voice,

zvhere the top 3rd (in the form of the passingnote unit Qh-ff-Eh) 
of the accompaniment s [adder zviff overfappingfy resolve (in 
the form of the overlapping passingnote unit IF-Eh-E>) to the 
opening pitddevel of the E)~E 3rd.)—
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g-T,S TO T-T !FOUCh{p OO^TBT.S¥T

Vl. In the first half of the 1st phrase, 

tonic and non tonic harmony aCternate 

in the rhythm minim, crotchet, minim, crotchet.

'The first of the non tonic crotchets 

initiates the appended turning figure 

xuith a 3rd-crotchet attacifof Q over Tb. whose resolution.

already implicit 

in the subsequent 1st crotchet,

becomes e?q)licit 

in the tonic 2nd-crotchet attacifof IT over T) 

ivhich terminates the appended turning fgure

and restores the configuration 

in which the opening figure ended.

'These tzvo attacl^d3rds, Q-Tb andJ-T), 

zvhich bound the appended turning figure.
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syncopate

tfie minirn/crotchet unit of tonic/nontonic alternation

ayjainst itself

In the 2nd phrase, 

terminating the tzvo parallel phases 

of the accompaniment s ladder, 

'Eb and Cjb occur in the old register ofEb and Cj,

and in 3rd-crotchiet syncopation

but on successive 3rd crotchet :

: and resolve to 2nd-crotchet E  and2nd-crotchet 2)

but on successiz->e 2nd crotcheL̂ .

Ehie rhythm of pitch change

(; minim/crotchiet/minim/crotchei I

by zvhich Cjb-Eb thus resolves to 

is the old rhythm of tonic/nontonic alternation 

shifted to the ‘3rd-crotchiet'' metrical position
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at zofiicfi tfie otd resoCution

syncopated

the minim/crotcfiet unit

against itseCf.

J^nd the middfevoice re-attack^of "Lb
in the cadence

: not onCy: 

refers bacfi

to the re-attacf^of "E-nat

during the ascent through the E)-J 3rd

in the Ist-phrase cadence; : but also:

confers the minim/crotchet rhythm 

identicatly (and overbappingby)

as an attacbcrhythm 

upon each of the overbapping units

Qb-bF-Eb andE-Fb-E.
[:crotchet/quaver=minim/crotchet?]
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(9^I(D(DLI9\ig)

(The pairing of D -J zmth "Lh-Q 

vjhich thus occupies the midcCCe register 

at the beginning of the 1st phrase 

and the end of the 2nd

occupies the highest register across the phrasebreaf^

zohere the 1st cadentiaffgures (D-(F

is succeeded by the T.b~g of thefrst of the proliferated
turning figures:

: so that:

the pairing

zvhich occupies the registral middle 

at the temporale?(trema 

occupies a registral e?ctreme 

at the temporal middle.)

m
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Cadentiat: 1 .2 .3 .

1. T̂ hc figure nozv elided to tfiefnalT.B-Q of tfie tune's ladders

(: over Bass % appended to ^B-Q in the 1st cadenees 
accompaniment)

restores Ĵ -(BB to Q-(BB.

2. 'The reg is tra tio n  ofTL-C 

refers to  the T l-C  3 r d  (over Bass IF)

in zvhich the tune's ladders

zvere elided — in  zvh ich  th e  tzvo  fo r m s  

in zvh ich  th e  tu r n in g  f g u r e  zvas p r o l i fe r a te d

zvere elided.

3. ^The reso lu tio n  o f  T t-o ver-B a ss-lF in  reg ister to  'BB

refers to  th e  1 s t cadence s  m id d levo ice  re so lu tio n  

o f  th a t  B B  o ver  th a t  B

to  th a t  Tl.
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0-[aving descended into tfie accompaniment 

and Become descending,

4.&5,

Q~̂ Bb has noto ascended back^again into the tune

4. and, as pitchcfass, 

again ascends

5.— but, as pitch, 

descending then ascending.

then descends

(: so that.

Just as dotted rhythm

is compfetedunthin the figure before CJ-Bb scabarpitchcfass
ascent,

the registraf path for succession of (J-Bb figures

is compfeted zoithin thiefgure before the figure);

and matches the metricaffij-positioned 6-7-8 of the 1st cadentiaf
figure,

but on (J-A-Bb;
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zvlunce it came.
}The C is overflesh. [Cf. Minore.]

(Others being underflesh like F ( ,Dmaking references).)
The scafar pitch-contour^racenote-induced 6y figure-succession

6 ,

[Cf. ladder-elision’s A-C 3rd.] 
jCf. opening-turning succession.]

6. has become the scafarpitchcfass-contour (:Q-i^-C-^6) 
zi/ithin thefgure.
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Adagio con molta espressione
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written tor the R.P. Dutton Encyclopedia of Twentieth-Centujy Musk, 1971

Babbitt, Milton (b. Philadelphia, 10 May 1916)

[. . .]The significance o f  Babbitt's work in the theoretical reconstruction 
and compositional extension o f  the 12-tone syntax o f  Schoenberg and 
Webern, in the reformulation o f  the conceptual and empirical basis of 
musical tradition, and in his articulation o f  the explicit relation o f  the 
study and invention o f  musical structure to the whole spectrum o f  
contemporary intellectual development, amounts virtually to a second 
20th-century musical revolution. Schoenberg, Stravinsky, and Schenker, 
the principal architects  o f  the first such revolu tion , reaffirm ed, 
reconstructed, or replaced those musical “universals” on which musical 
thought had long rested, but which no longer accounted for compositional 
developm ents  within the same tradition. Babbitt, with all o f  the 
developments o f  20th-century scientific, philosophical, and linguistic study 
at Ills disposal, was the first to recognize the relativistic nature o f  such 
constructs as tonal functions and 12-tone relations. From this followed 
the further recognition that a musical composition might be understood 
as representing a set o f  interdependent empirical-rational choices out o f  
a vast domain o f  possibility (and hence as representing a potential for 
uniqueness in musical identity far greater than had ever before been 
envisioned). In being so understood, moreover, a composition could come 
to be perceived, in a more than metaphorical or honorific way, as a unique 
and complex instance o f  rational thought within an empirical domain. 
Thus for Babbitt the force o f  anv ‘'musical systems” was not as universal 
constraints for all music, but as alternative theoretical constructs, rooted 
in a communality o f  shared empirical principles and assumptions validated 
by tradition, experience, and experiment.

U nder such an in terpretation, the invention o f  musical systems 
themselves becomes an act o f  composition rather than its invariant 
context. Even more significant for the music-conceptual scheme o f  the 
newer musical “revolution” is that the absence o f  universals virtually 
necessitates the notion o f  a composition as a “total structure”— that is, 
as a multiply integrated set o f  determinate, particular relations among aU 
its discernible components. For since no principles external to the contents 
o f  a work can provide it with musical identity, no less comprehensive a 
notion o f  musical structure could suffice to account for the unique
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experiences and qualities associated with particular musical works, ev^en 
in a superticial sense. Thus some o f  the most tar-reaching and powerful 
contemporarx’ notions o f  ' ‘musical smiciure” originated with l^al')birt, 
quite apart trom the particular sx'siemaiic and structural inxentions 
originated in his compositional and theoretical works.

These inventions themselves, o f  course, arc the principal substance of 
Babbitt’s creative accomplishment. But their indix idual ingenuitx', which 
is their most otten acknowledged and most trequenrh emulated aspect, is 
perhaps less accountable for the unique character ol Babbitt’s works 
than is the depth o f  creative discoverv, examination, and reconstruction 
of resources of musical coherence, and of unprecedented numbers o f  
levels o f  musical structure, all of which max be obserx ed in practice to 
make a significant difference for the special experienced identities o f  
musical xx'orks that the rotalitx' of his inventions represent. Thus, one- 
max' sav that not onlx' has Babbitt found unie]ue xx’ax s u > think about musical 
things, he has uniejuelv found musical things to think about, and uniejue 
xxax's to represent his thoughts in both x erbal and musical formulations. 
,\nd perhaps most significant, he has unie]Lielx’ conceix'ed each aspect o f  
that thought in a context of significant .ind continuous interconnection 
with ex'erv other aspect of it.

d'o gix'c even a minimal account of the nature of Babbitt’s xx'ork, one 
has to go bex'ond the mere citation of individual attributes to the 
demonstration, hoxx'ex'cr sketchx, of the significant interlinking o f  such 
attributes into a consequential chain xx-hose totalitx' consiitutes a particular 
musical conception, fo r  conx enience in facilitating such a demonstration 
ii.e., rather than to create or resolx'c anx' substantix'e music-theoretical 
Issues), it seems useful to distinguish three hierarchicallx- connected 
music-conceptual Icwcls on xx hich Babbitt's inx'entions can be rangetl: the 
s/r//r///rc o t a gix’en musical sx stem, the cowjyisi/ioiialresonnrsthat sx’stem, 
and the of such resources as indix idual "compositional ideas"
ot individual xx-orks. In the first instance one is concerned xxirh that 
collection (;f functions fe.g., scale-degree, fifth, mail, etc., in the tonal 
sx'stem; set, trichord in the 12-tone sx'stem), their relations (e.g., tonic, 
dominant, dissonance-consonance, etc., in the tonal sx stem; transposition, 
retrograde inversion, order adjacencx' in the 12-tone sxstem), and the 
properties of these relations. These functions constitu te  a set of 
dispositions to perceive acoustical ex-ents in certain waxs as one would 
use a notion of "b.nglish” to hear speech sounds in a particular wax' and 
"I rench” to hear such sounds in a different wax. d'he contents of one
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such set, then, niav be considered to provide a syz/fax in terms o f  which 
musical ideas mav be articulated; and hence, one may designate this level 
as the level o f  musical structure.

'Hie compositional resources o f  such a svntax may be considered to 
consist in p<jssibilities o f  association, connection, differentiation, and 
dimensionality ayailable through the selecdve, ordered juxtaposition o f  
particular functions and relations contained in the syntax. Such possibilities, 
o f  course, result from the relational properties embedded in the system 
itself; but they are no t them seh’es part o f  the system nor is their 
exploitation in a given composition prescribed or entailed by the system, 
which is mercK' a reference for anything which might in fact be present. 
Familiar examples o f  such compositional resources are prolongations or 
triads by arpeggiation or l'w('an::̂ atlou, as well as modulations, cadences, or 

in tonal music. Finally the utilization o f  such resources in a 
particular ordering and by means o f  particular acoustical events in 
individual musical works constitutes the level o f  musical realization, the 
level at which specific composition and analysis may be said to take place.

For Babbitt, the study o f  the music o f  Schoenberg and Webern may 
well have pro\'ided the point ot departure for his own original musical 
constructions. C )ne can imagine how, in the early 1940s, he observed that 
the c o m p o s i t io n a l  c o n n e c t io n s — h a rm o n ic ,  c o n t ra p u n ta l ,  and 
phraseological— in works o f  Schoenberg and Webern could be regarded 
as projections o f  original musical continuities in a traditional sense (lienee, 
as 12-tone coiupositions) through the ingenious exploitation o f  properties 
inherent in the structures o f  the particular 12-tone sets on which those 
works were based, as they related to the transformational array o f  sets 
generated by the structure ol the 12-tone s\stem  (hence, as 1 2 -tone 
compositions).

To take a single example: the oliservation that the phraseology o f  the 
second mo\^ement o f  Webern’s ( )p. 2~l is defined by an obvious two-part 
counterpoint, immediate repetitions o f  single pitches, and large-scale 
repetitions o f  simultaneously attacked pitches is connected with the 
observation that this pattern is generated b\’ a two-part counterpoint o f  
set forms, such that the particular choice o f  intervals within the set, 
transpositional relations o f  simultaneous sets, and relations o f  successive 
transpositions o f  set pairs all ha\’e crucial and interrelated significance in 
prtntiding the resources f(U‘ the projected associations. A further 
observation on the music o f  Schoenberg reveals the congruence o f  
phraseological and textural articulation with a harmonic association in 
which completions o f  12-pitch-class aggregates in the total texture
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articulate simultaneous contrapuntal unfoldings o f  distinct set forms. This 
procedure, too, is discovered to be possible because o f  properties intrinsic 
to the structure of the particular set within the range o t relations 
“prescribed” by the system. Forgiven particular sets, particular intervals 
o f  transposition , inversion, and re trogression  v\'ill make possible 
counterpoints where presentations ot two or more sets simultaneouslv 
will result in nonduplications ot pitch classes over segments o f  the sets.

Now both the duplication within a segmented counterpoint in Webern 
and the nonduplication in Schoenberg are seen to derive from a similar 
property, that o f  the content invariance ot certain segments o f  sets given 
the existence o f  certain interval properties. 'Fhus for example, if the first 
and second members ot a certain set are related b\' a given interval (sa\’ a 
semitone, as C and D[>), and it there are two other adjacent elements in 
the set related by the same interval (say, D and FL[?), then a transposition 
o f  the set by the interval between the first and second semitone-pairs 
(liere two semitones) will result in the appearance o\ the pitch classes o f  
the second semitone-pair (D and lil?) in the order position o f  the first 
semitone pair (i.e., as the first and second elements). M oreover a 
transposition by the inversion ot the same interval (i.e., b\' 10 semitones) 
will result in the appearance o f  the first semitone pair (C and D\>) in the 
order position o f  the second pair. This property can be extended to 
segments o t any size, such that the structure o f  the set can insure that 
various transpositions will have various degrees o f  pitch-class duplication 
or nonduplica tion , which then becom e an available resource for 
compositional articulation. The generalization o f  this property is greatly 
assisted by the discover\' that the intuitive notion o f  interval identit\‘ is 
representable, with satisfactory results, as ec]ual differences (i.e., pitches 
that lie equal numlwrs o f  semitones apart are heard as determining 
equivalent intervals), so that transposition can be represented b\' the 
arithmetic operation ot addition, applied to numbers representing 
semitone (-class) relations o f  pitch (-classes).^ Thus the powerful resources 
ot mathematics in the investigation o f  relational properties can be invoked 
to discover musically intuitive resources ot association. Such, and stricth' 
such, is the role ot mathematics in Babbitt’s musical thought.

O ur example proceeds: Just as transposition can be represented as 
ad d i t io n  o f  a “ c o n s ta n t ,” so in v ers io n  can be r e p re s e n te d  as 
complementation or subtraction trom a “constant” (i.e., the octave as a

Habbitr clc\'isctl die rerms p i n / j  I '/a s s  ami i u n r r t i /  c t i s s  m  represent the tratliiional notions ot tlic 
functional ctiui\ alcnce o f  octave-related pitches anti inter\-als.
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“quantity” o f  12 semitones). And so too can retrogression be represented 
as order-position complementation (so that a first pitch class o f  a set 
appears in the last order position o f  the retrograde o f  the set, etc.) and 
retrograde-inversion as both pitch-class position and order-position 
complementation (so that the complement o f  the first pitch class o f  a set 
appears in the last order position). And properties o f  interval invariance 
under these transformations are also discovered and generalized to reveal 
the particular relation o f  set structure to compositional possibility.

Thus emerges a notion o f  segmental invariance as a compositional 
resource  o f  12-tone-system atic  music. A nd the special case o f  
nonduplication  o f  pitches over stretches o f  set coun te rpo in ts  is 
generalized as a notion o f  combinatorialitv. And the prevalence o f  
combinatorial construction as a structural principle o f  Schoenberg’s music 
is formulated, as is the prevalence o f  controlled segmental duplication in 
\X ebern, giving special musical meaning to the set-shapes and choices of 
transpositions in the small and the large in their music— thus articulating 
both significant individuating characteristics for each o f  the pieces involved 
and for the “styles” o f  the two composers and rooting these differences 
in a common resource o f  musical relation.

These notions, moreover, are highly suggestive to further development 
in composition. For example, Schoenberg’s simultaneous counterpoints 
o f  half-set segments containing no duplications suggests the possibility 
o f  connecting successive sets such that the two adjacent halves do not 
contain any duplications either. Thus is created a new articulative resource, 
known as secondar)' set formation (see the first o f  the 3 Cortipositions for 
Piano for instances o f  secondary sets). And W ebern’s no tions o f  
duplications, such that his sets tend to be constructed out o f  internal 
segments related to each other by the same relations (transposition, 
inversion, retrograde-inversion, retrogression) as those by which whole 
sets are related suggests the development o f  sections o f  pieces by the 
extension o f  parts o f  sets into localh’ “whole” sets by means similar to 
“derived sets” (examples o f  derived sets may be observed at the openings 
o f  the Sfrin^Onartef No. 2 and Composition for 4 Instruments). And noticing 
that what is true o f  elements o f  sets adjacent in order may be extended 
to re la tions o f  e lem en ts  n o t  ad jacen t in o rd e r  suggests  tha t  a 
“coun te rpo in t” made up from  the presentation o f  a single set by 
stratification o f  its elements through different registers can be related to 
other such “counterpoints” in sigiaificant ways through the understanding 
and control o f  set structure. Thus are conceived various partitionings of 
a set in presentation (as for example in the presentation o f  a set succession
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C, D k  D, E k  “correspondence" can be ser up b\ presenring ( ’ and D in 
a low register, d I? and \ '\? in a high one so that the temporal successions 
C, o k  D, f I> is partitioned into two rcgistral successions C D and D\> 
e I?, thus giving two significant motivic levels). ( )ne wa\- ot realizing such 
a resource ot partitioning is that through suggcstix'c presentations ot 
background sets, signiticant instrumental and rcgistral lines mav be 
generated so as also to present 12-tone sets: thus the notion o t set 
completion, derived initiallv trom Schoenberg's counterpoint, can tunction 
on vet another time and iunction level ot musical structure. (See, for 
example, the set partitionings in the opening bars ot l . f

The resources ot pitch association in music are, ot course, realized 
through time. All musical structure is thus in a lundamental sense rh\ thmic 
structure. So the ditterenria among tinte interxals mav also be structured 
through a svntax, that is, in a globallv consistent wa\’ rather than in a 
localh’ determined, articulaiive manner. Anti similarh the other traditional 
musical differentia (d\ namics, timbres) are also subjectible to structuring 
in this sense, such that a single succession ma\' represent simulianeousK' 
a multiplicit\’ ot interrelated functions, a counterpoint ot counterpoints 
in different dimensions, in which a single pitch attack ma\ represent part 
o f  a pitch line delineated b\- time adjaceiicw as well as parts of different 
pitch lines delineated h\ rcgistral adjacenc\, limbral identin', d\ namic 
identirx', etc.

But since durational structure is j^rimarih' defined b\' pitch functions, 
and since its properties are not inherent in the settse that pitch properties 
are, ones e^z/mZ/o/in/sy///a\ more wtriable trom ]')icce to piece than one's

Thus S t'/s  defined b\' successions of different-sized bundles 
o f  e\enl\' spacetl attacks (articulated b\ phrasing, accenttiatioii, etc.: ? 
C.o///posifio}is lor P/(WO, 1), or defined bv successions of “ time intervals" 
between attacks iC.owposifiou lor 4 h/sln/wvf//.\). or defined b\- variable 
articulations of the time contents of a fixed “measure" ((.o/z/posifion for 
'W'uor (Old 6 ius/ruf/jcnts, . \H Svt. l\ir///ioiis, ojsening of Rchitii I. anil most 
subsequent compositions; might function to generate the duratioual 
(onnti'rpoiut a j')lece.

The complexit\' and subilet\- with which chains of musical reasoning 
are realized in Babbitt’s actual compositions virtuallv preclude their explicit 
exemplification to anv revealing extent in a limited context such as this.

■ Tlu- notion and utiii/.ition ot sets that rL-prc'-cnt each iniciA.i! class a'' well as each pitcli class 
unic|ucl\' IS another ot Bahbin's im'entions {see, tor example. ’ i j i ' r
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The notions already mentioned are only a tiny subset o f  those he has 
originated and realized musically in a varien^ o f  ways so great as to 
necessitate deep study o f  many scores for the acquisition o f  even a 
superficial sense o f  their musical scope. Nevertheless a schematic registral 
representation o f  the first four “harmonic” (pitch) aggregates o f  Partitions 

for Piano may prove suggestive (Ex. 1); notice in particular pitch and interval 
contents o f  registral lines, dimensions o f  registral lines in each partition 
and in each pair o f  partitions (tlrey all sum to 6 in pairs), contents of 
total-successional lines, harmonic content o f  local groups, and registral 
successions across set-counterpoint boundaries, which by virtue o f  the 
contents  and dimensions o f  the individual partitions result in the 
presentation o f  a linear aggregate (set) in each registral voice.

AGGREGATES REGISTERS NUMBER OF ELEMENTS

I

1 E (EXE) I

2 B (B) (B) j \  p ----- Bb 3
' \  ^

3 1 F#-F(F)fc# 5

4 C ' '  'G - - k  (A) 3

n

1 Cjf F  (F)F#G#D#(D#) 5

2 A G  (G) C (C) 3

3 E I

4 Bb D B 3

m

1 A (A) D  C 3

2 F# (F#)C#(C#) Eb E 4

3 Bb G B 3

4 F  Ab 2

IV

1 B G (G)Bb(Bb) 3

2 Ab F(FXF)(F) 2

3 C D (D D) (D)A(A)(A) 3

4 E Eb Db Gb 4

Ex. 1.



The. compression and ramification in this partial representation o t a 
fragment and the narrow conceptual slice ottered in the narrative ac
count preceding mav be taken as indicators ot the protean scope ot 
Babbitt’s work. Even at this earh' dare that work appears to have ex
tended the musical universe in a multitude o f  directions and respects and 
has taken it near to the bounds o f  human conceptual and perceptual 
capacin; while taking it near as well to the heights o f  conremporarx intel
lectual accomplishment.

Benjamin Boretz, I9“ l
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PREFACE
(for Perspectives on Contemporary Music Theory, co-edited by

Benjamin Boretz and Edward T. Cone)

ri IIS BOOK, the first of several devoted to aspects of contemporary music 
theor>', celebrates in particu lar  the  engagem ent by com posers  in 
fundamental music-theoretical explication, although not only composers 
are represented am ong  its contributors. The recognition o f  music- 
iheorelica! questions as critical compositional ones is not, of course, 
unique to the twentieth century, nor to composers. But the uniquely 
explicit, uniquely consequential, and uniquely exposed contemporary 
involvement of composers in theory as writers and system builders has 
given the theoretical-compositional connection unprecedentedly wide, 
if not always benign or even accurate, publicity: we live, as every reader 
of the public musical print knows, in an age o f  "theoretical composition". 
Yet this characterization seems oddly skew to the actual singularities of 
the con tem pora ry  theo ry -com posit ion  relation: it is scarcely that 
compositions have become in any observable way more "theoretical", 
but rather that theory^ has become radically more "compositional". Surely 
the unique "theoreticalness" o f  the musical present is not to be found in 
any of those anciently familiar phenom ena of conformity in composition 
to the  supposed ly  t ran scen d en t  au th o r i ty  o f  externally  im posed  
theoretical principles, be they those of a Zariino, a Fux, a Rameau, a 
Sechter, a Gedalge, a Hindemith, or a Schillinger. On the contrary, the 
dem and of contemporaiy composers has been for the formulation of 
(idequate theoretical principles, principles in conformity with what they 
know and need empirically, and capable of accounting for and supporting 
all the complexity, depth, and scope of what is musically actual, potential, 
and problematic.

That such a dem and should be the particular child of our century is 
plausible, in view of the musical crisis precipitated by the appearance of 
extraordinary compositional events following a long habituation to a 
stable and powerful tradition. For the very inexplicability of these events 
at the m om ent of their appearance exposed brutally the inadequate
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conceptual and empirical scope of existing traditional lheor>', even in its 
function as the theory of the existing musical tradition, by revealing its 
povverlessness to render them  explicable, to account for them  as 
departures by extension rather than discontinuity from that tradition. 
To the com posers thus left s tranded  by what was supposed ly  the 
in te llectual fo u n d a t io n  o f  the verv trad it ion  in w hich their own 
compositional thought had matured, and to which it was still committed, 
the issue must have hardly seemed one of ideological or pedagogical 
nicety, but of sheer musical sur\dval. Ihe virtually "metaphysical" problem 
tliat the failure of their own theor)^ must have represented to them is 
probably inconceivable to composers of the pluralistic, relativistic 1970s. 
But surely there has never been a more heartfelt need in the history of 
music than that o f  composers like Schoenberg for an adequate theoiv' of 
musical structure.

Schoenberg in particular, and by his own account, felt himself utterly 
abandoned to conceptual isolation and empirical self-reliance by the 
failure of any available account of traditional music to provide a coherent 
reference for the developments taking place within his own work. And 
since Schoenberg, like Schenker, had grown up in a world where the 
precepts of tonality were the only musical "universals", it is natural that 
his theoretical preoccupation should, like Schenker's, have been the 
elucidation of still deeper universals which, in being derived from a 
searching re-examination oi the traditionally unimpeachable literature, 
would seive to "justify" a given compositional context. 1 hat this context 
was tonality, for Schenker, may suggest that, say, Brahms's enthusiasm 
for his work had a deeper com positional relevance than the mere 
com m uning of shared traditionalist prejudices. And that for Schoenberg 
it was the supposed "motivicism" of all music sensed his obviously 
profound need to have the hisioty of music come out "inevitably" his 
way.

In this, Schoenberg, despite the deterministic surface of his prose, 
behaved theoretically, as he continued to behave composilionally, in a 
truly  em pir ic is t  sp irit .  To be sure, the  effort was m etaphys ica l  
"justification"; but it was justification sought for the affirmation of what 
was, rather than its denial, or the legislation of what was to be. I lindernith, 
by contrast, for all his vaunted practicality, was as a theorist, and ultimately 
as a composer, a radical idealist rather than an empiricist. For the 
principles Hindemith derived from his own scrutiny of musical tradition 
were offered as ideological prescriptives o f  transcendent authority,
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im m une from empirical correction; and their effect was not explicative 
or suggestive but imperative, for both composition and evaluation.

In Schoenberg's theoretical quest, moreover, one can discern the spirit 
of what might be termed the Bauhaus mentality, which in turn reflected, 
however hazily, the philosophical Vienna Circle's ideal o f  "unified 
science". For the musical Vienna Circle's aspiration to a reintegration of 
the shattered musical literature into "one music" again is remote only in 
verbal surface from the philosophical notions of "one scientific language", 
of one mode o f  representation for all cognitive hum an  endeavors, and 
indeed of the ver>̂  equivalence of "cognitivity" and "experiencability" 
that pervades the writings of Schlick, Neurath, Carnap, and Wittgenstein.

This extraordinary correspondence of intellectual developments on 
either side of a chasm of mutual ignorance, which were yet almost literally 
opposite sides of a single street, strenuously tempts nostalgic speculation 
regarding the am ount of conceptual anguish Schoenberg might have been 
spared had he shared die epistemological and methodological discoveries 
ofh is  Viennese co-habitants. But, in fact, the explicit relation of the study 
of musical structure to the whole spectrum of contemporary intellectual 
development was an insight o f  a later generation o f  composers. Milton 
Babbitt, in particular, was the first to suggest that the force o f  any "musical 
svstems" was not as universal constraints for all music but as alternative 
theoretical constructs, rooted in a com m unality  of shared empirical 
principles and assum ptions validated by tradition, experience, and 
experiment. Under such an interpretation, the invention o f  musical 
systems is itself seen to be part o f  the creative resource o f  composition, 
rather than its invariant context. And the remarkable structural power of 
the (Schenker-) tonal and (Schoenberg-) twelve-tone systems, revealed 
u n d e r  B ab b it t 's  ex p lic i t  an d  im p l ic i t  ana ly ses  o f  th e m  as 
empirical-theoretical systems in the classic scientific mold, served not as 
demonstrations of the universal validity sought for them by Schenker 
and Schoenberg, but as standards of depth, resource, and relevance against 
which to assess the music-structural inherences of any hypothesized or 
presented instances o f  systematic invention. An even m ore radical 
relativism, in which standards o f  musical cognitivity are still further 
detached from universals—am ong others, from those extramusically 
invoked standards o f  "unified science" themselves—is suggested in the 
writings of some younger composers (cf the essays by Randall and Boretz 
in the present volume).

Alongside, and often in explicit criticism of, such contextualism, a
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more strictly “classical" traditionalism has also been developing as a 
rationalized compositional position. This position, in its contemporary 
form, was initially inferable from the early, and innueniial, critiques by 
Roger Sessions o f  the writings ofSchenker, Schoenberg, and I lindemith. 
Its individuating characteristic is the conviction that the continuity of 
compositional tradition depends crucially on the retention of traditional 
musical appearances in the surfaces o f  texture, succession, contour, and 
sonority, and that the continuity of theoretical tradition requires as well 
the conservation of traditional models and terms. I'he fuller articulation 
and ramification of the consequences of such beliefs for composition, 
performance, analysis, and pedagogy have been undertaken by some of 
Sessions's younger colleagues, including Arthur Berger, kdward I'. Cone, 
and Peter Westergaard, am ong those who have contributed extensively 
to the prose literature (and to the present volume).

There are, moreover, o ther uniquely twentieth-century modes of 
th e o r iz in g  a b o u t  m usic , n o t  n ecessa r i ly  c o n c e rn e d  w ith  the  
predominantly “inward" issues that occupy all the multiple facets of what 
may be considered the "Hrahms-Schenker-Schoenberg" tradition. Ihe 
most spectacular of these modes, undoubtedly, is a “rat-lical hisioricism" 
whose origin may be in Wagner's polemical prose (rather than in his 
musical practice). Such theoiy lends to \'iew "tradition" as an ideological 
position, as a set of merely conventional constraints reneciing an exterior 
Zeitgeist. Musical "progress", then, d ep en d s  not on renewal and 
reconstruction but on the wholesale replacement of these ct)nventions 
by alternative constraints equally, but more "relevantly", ideological in 
their supposed conformin' to a contemporary complex of metaphysical, 
socio-cultural, political, or psychological d>-namics. The scope of this 
tradition is considerable; its fundamental j’)remises are shared by the 
speculations and proposals regarding inner musical resources and outer 
m usical “fu n c tio n s"  e m a n a t in g  from  such m an ifes tly  d ivergent 
composers as Busoni, X̂ r̂ese, the futurists, the LTidaists, Ives, Seeger, 
Cowell, Parlch, and, more recently, the exponents of "total serialism", 
"indeterminacy'", "microtonalism",—and the various "temperaments" 
(cf., in the present volume, the essays by Boulez and Stockhausen). 
Although much of the literature associated with this iruxle of theorizing 
is polemical rather than rationalized, which seems a natural effect o f  its 
deterministic, populistic, and speculative biases, it is in fact defensibly 
"theoretical" in the sense being employed here, for the rellection ol its 
explicit compositional concerns in correlative characteristics of musical 
surface and structure is undeniable.
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Neither these remarks, nor the collection o f  essays that follows, reflect 
any effort to survey exhaustively the "tendencies" or the significant 
instances of this remarkable theoretical output. The principal poin t we 
hope to make, beyond the intrinsic intellectual and musical significance 
of the essays conta ined  herein, is that the vitality and  diversity of 
contemporaiA' music theory is comparable to, and—more pertinently— 
closely aligned with, that of composition itself And while much of this 
theor\^ has revealed, retrospectively as it were, the extent to which our 
experience of traditional music itself would have been impoverished in 
the absence of an adequate theoretical-conceptual framework, it has even 
more crucially revealed how our experience of and within contemporary 
music would, in such an absence, have been virtually inconceivable.

(with Edward T Cone) 
New York, December 1971
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[jacket notes fo r ' IM PRO VISATIO N on a poem  by  e.e.curnnn'ngs

on CRIJ

M y IM PRO VISATIO N shou ld  seem  very  m uch the p o em  speaking. 

N o t som ething being done w ith  (or' to ) a text. Nor' som eone deliver'ing the  

poem . (Please rea d  it.) N o t vocalisation packag ing  phonem es as tirnbr'e; or 

aping  the rh y th m s a n d  contours o f  "natur'al" speech either. (N or like a 

Syllable Count.) A n d  cerla in ly n o t like m usic go ing  like m usic goes, fe n d in g  

o f f  (fo r both's sake) som e debr'is o f  w ha t once w as language. N o r krunvn  

wor'ds speaking, except as car'r'ier's o f  a  rneaningr'hythrn evolving as the  

p o e m ’s  ow n vocabular'ij evolves as the poem  speaks: (wor'ds in a vocabular'y 

evo lved  along so m efin e ly  er'otie edge o f  w ha t once w as m ystic: sornewher'e 

i  have never travelled). L ike r'hythrns ofgr'arnrruir m ade flesh . (N or does 

the title  r'epor't the m ethod  o f  com position.)

-.IK R
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in Quest
of the Rh\thinic Genius

Consider a Stravinsky memoria! framed to celebrate his genius as a 
rhythmic inventor: (Stravinsky’s rhythm: a natural perspective from which 
to memorialize him: it focused his first notoriety, and remained all his life 
the principal public token of his compositional originality; was it not, 
too. the immediate locus of that sharp awareness of rhythm as a vital, 
independent dimension of musical invention and experience which 
seemed so imminent early in this century, and has become so manifest?)

One wou/d wish, at the outset, to focus on some instances o f his 
singular rhythmic invention: (exemplification is clearly indispensable here: 
for how eulogize a rhythmic genius except in the presence (at least 
implied, at least ostensively displayed) of rhythms he may be said to 
have invented: or, not to put too fine an ontological point on it, the 
presence of something plausibly isolated as the rhythmic constituent of 
some passage of his music; or, even, the presence of some passage of 
his music whose overall identity arises most overtly from its rhythmic 
characteristic?)

Perplexity, however, unexpectedly intervenes: (is it obvious what to 
display— what to count, that is, as a rhythm, or even what sort of thing 
to so count? Does believing “Stravinsky was a great master of rhythmic 
invention" imply believing that he invented "great rhythms”? And how 
does singling out his rhythmic invention distinguish him: does it, perhaps 
incautiously, imply the inferior originality of the rhythms of Bach, Haydn, 
Mozart, Beethoven, Wagner. Brahms; or does it imply that Stravinsky’s 
music is less remarkable in its non-rhythmic than in its rhythmic aspects? 
Suppose (after following such a deliberative path past the observation 
that, clearly, rhythms are “ things” in a sense quite different from that in 
which pitches are, or timbres, or melodies) rhythms come to be regarded 
as patterns of relative duration, determined by the timeiengths occupied 
by discrete subsegments of a timespan totality. Or suppose, rather, that 
rhythms are understood to be instances of such patterns: the timelength 
pattern exhibited by an (auditory) succession, whatever the (auditory) 
character of its constituents, is the (musical) rhythm of that succession. It 
follows, then, that anything auditory that exhibits that timelength pattern
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embodies that rhythm. And a "great rhythm” will always be recognizable 
and experienceable as such—and as itself—under all such transformations 
in embodiment.)

The intuitive uncertainty o f this proposition may be resolved by an 
experiential test: (suppose the chord-repeating opening of the Dance of 
the Adolescents (Sacre du Printemps. No. 13) to be illustrative of a 
Stravinskyan rhythmic invention. By the proposed characterization, its 
rhythmic identity should be preservable in a transcription for, say. tom-tom 
solo. But new difficulties arise as soon as we try to perform the test; 
what counts as "a transcription of the passage for tom-tom solo," with 
respect to "preserving the rhythm"? What are the things whose durations 
project the pattern that is experienced here as "the rhythm"; the individual 
chords (all evenly spaced); the chord-stretches articulated by accents 
and horn doublings; or? Is, then, the relevant tom-tom transcription: 1. 
a string of 32 undifferentiated eighth-note-apart attacks; or 2. a string of 
6 attacks spaced as are the 6 horn-doubled, accented chords? Perhaps 
both patterns are crucial “ rhythms of the passage” ; perhaps only their 
polyphony can reenact the total rhythmic event. Perhaps the relevant 
transcription combines 1. and 2.: a tom-tom duet, one of whose parts 
contains 32 evenly spaced eighth-note-apart attacks, while the other 
contains 6 attacks spaced as are the 6 horn-doubled, accented chords.)

In performance, how likely does it seem that any Sacre-innocent listener 
to any of these versions will experience what "the rhythm at the opening 
of the Dance of the Adolescents" is meant to signify? (Would a piano 
transcription be an improvement; but not an unqualified success? And 
does the answer suggest that the pitches of the chords, registered as 
string and horn sounds, bluntly detached by alt-downbow articulation, 
and—even perhaps—set in the context of the preceding and following 
Sacre-stretches—does it suggest that these all figure, to varying degrees, 
in what is mentally indexed as the "rhythmic feel" of these measures?)

Here, perhaps, a comparative examination o f an unquestionable 
instance o f "pure rhythm" could be revealing: (the contents of a recording 
of African drums in concert qualifies as not only a classic, but an obvious 
test: what but "pure rhythm" is there to respond to? What experience 
but a purely rhythmic one is possible? For answer, try a transcription for 
clavichord, or one for chicken feathers scratching glass: does the response 
to pure rhythm now seem separable from the responses to drum timbres, 
pitches, polyphonies of these, or even perhaps extramusical 
predispositions; if this is an instance of what is meant by "throbbing 
rhythms", in what sense can it be the rhythms which are said to throb?)

Some tentative hypotheses may now emerge: ( I . the intuitive content 
of “a rhythm" seems sometimes to include coincidences of several
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rhythms simultaneously unfolded; 2. the intuitive sense of "a rhythmic 
identity” of some stretch of music, its characteristic quality as a rhythmic 
event, arises not only from the pattern-of-duration complex observed 
but also, crucially, from the special disposition of that complex relative 
to significant functional events in other auditory dimensions.)

These may bring the notion o f ‘̂rhythmic invention" to a broader, i f  
not a sharper, focus: (1. perhaps the rhythmic stratum of a total musical 
structure is isolable by slicing, out of the totality, just its durational 
components. Then, the independent disposition of these components in 
pattern-of-duration complexes m ight indeed be regarded as the 
“ rhythmic structure” of the whole. Like the pitch structure or the timbral 
structure, the rhythmic structure, just in that it may be determinately 
isolated, is externally independent; but its contextual identity, its identity 
as a particular musical rhythm, is dependent on a specific interaction 
with all the other functioning strata of the whole.

2. Rhythmic invention, then, involves both the projection of a particular 
“ rhythmic structure” and a particular association of this structure with a 
complex of structures in other dimensions of musical perception.)

Which represents progress: (a virtue of the above characterization is 
that it enables one to account consistently both for the strong intuitive 
unease felt about the rhythmic identities of the attempted transcriptions 
(out of context, the “same” rhythms produce different “rhythmic effects”), 
and the equally strong certainty that the observable rhythms of the original 
were in fact being transcribed with demonstrably literal veracity (the 
transcription events match the orig inal events one to one in a 
determinately consistent way).)

Notice, however, that the proposed characterization conceals an 
assumption that "durational components" are analogous (in at least their 
independent isolability) to pitch components, timbral components, et 
al.: (concede that simple patterns of attack duration are only the most 
immediate aspect (and often, as in the Sacre example, a trivial aspect) of 
the significant pattern-of-duration totality identified here as “ rhythmic 
structure, ” and the assumption of parity or analogy is seen to be suspect. 
For even under the “neutral” definition proposed, a rhythm is always a 
rhythm oTsomething. That is, the “patterns of duration” that have been 
mentioned are determined by the relative times between the initiations 
of successive things; in music, this priority of determinacy is substantive, 
and thus a musical duration is necessarily the duration of something. 
And apart from “attacks” (which may be identified with the atomic 
“sounds” of a musical context), the musical “ things” that have durations 
are determined by functionally guided slicings in the non-rhythmic strata: 
pitch things, timbre things, registral things, etc., and their complexes 
(for example, pitch-timbre things). Patterns of durations, moreover, are
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individually derived from uniform thing-type successions: the Sacre 
example counterpoints a “ rhythm of all attacks” with a "rhythm of 
horn-doubled and accented attacks." “Phrase rhythm” is thus a rhythm 
of things which are themselves composed of complexes of counterpoints 
and successions of sub-things, typically in several strata.)

Hence the analogy appears to be unwarranted: (for while durations 
are independently specifiable, the question which durations it is relevant 
to specify hangs on a prior identification of the things of which they are 
durations: and these things depend for rhe/r identification on observed 
functional activity in dimensions other than that of duration. So the 
durations in a piece cannot even be iden tified beyond the 
one-attack-at-a-time level, along with whatever larger-scale uniformities 
the attack-scheme projects independently, prior to the determination of 
a functional basis for events in at least one of those dimensions in which 
things are to be independently observed, or whose components are 
crucially involved in the determination of complex events. How could a 
tremolo unfolding of a single chord be distinguished durationally from a 
fast alternation of chords, prior to the observational operation of a 
functional concept of pitch relations? And how could "events” such as 
phrases, chord successions, etc., be distinguished observationally except 
by the operation of a theory, however subliminal, of tonal function? And 
without a whole battery of functional discriminations of dynamics, timbres, 
registral locations and dispersions, and modes of articulation, how would 
a listener distinguish the first two attacks of the Eroica Symphony as an 
event from the possible (and possibly corelevant) events comprised of 
the first 3. 4. 5. 6. 7. 8. 9. or 10 attacks?)

Now, perhaps, a further refinement of the notion of rhythm may be 
possible: (characterize as "rhythmic structure" the complex of relations 
observable between “functional extents" (as defined within the functional 
dimensions of a musical structure) and "time extents": thus, the variable 
temporal projection of. say. some basic pitch-functional event in distinct 
presentations, counterpointed with the variable pitch-functional contents 
of successive timespans of a given length, might more closely capture 
what is Intuited as the rhythmic nature of a musical structure.)

But notice at the same time that such a characterization o f "rhythmic 
structure" virtually deprives rhythm of its independent status as a musical 
stratum: (according to the proposed account, the rhythms of a piece 
cannot be determined prior to a determination of the other-dimensional 
functional things which create those rhythms by virtue of the times they 
take to occur and to be succeeded. And so rhythm is seen as the secondary 
creation of other aspects of musical perception, an automatic effect of 
their significant activity. As such, it seems hardly to qualify as a significant
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activity in itself, except in its most superficial and immediate manifestation: 
the successions of single attacks and their independently articulated 
patterns.)

Thus the net effect o f the attempted darification is to generate still 
deeper perplexity: (here a concept of rhythmic structure, carefully molded 
to capture and account for just that which seems intuitively significant in 
the experience of rhythm in music, has as an apparent consequence the 
denial of the importance normally and with intuitive rightness ascribed 
to that experience as a determinant of musical identity; that is, the concept 
appears to deny the very intuition on which it is principally founded and 
by which it is principally motivated: the intuition, in fact, whose affirmation 
is its principal task, and hence whose denial would be its ultimate failure.)

But a question o f perspective arises: (for rhythm itself is not necessarily 
what the proposed concept may be said to have depreciated, but only 
the independent role of structures of duration. And insofar as such 
structures have been taken to be rhythm in the foregoing, it is this policy 
which has been called severely into question.)

Once abandon the identification, and the asserted notion o f rhythmic 
structure permits a spectacular rehabilitation o f the place o f rhythm in 
musical structure: (to speak of a rhythm is, as noted, to speak of the 
rhythm of something; from this followed the downfall of purely durational 
rhythms as significant musical entities.

But equally it follows that to speak of a structure formed within any 
musical dimension(s) is to speak solely of a rhythmic structure, a structure 
unfolded in time.

To speak, for example, of the pitch-structural contents of a piece merely 
as a collection of available functions is to speak of the piece arhythmically. 
Once speak of a particular succession of partial or whole instances of that 
collection, and that is talk of the rhythmic structure of pitch relations. To 
speak of pitch structure only as an ordinal relation of events is to speak 
of the rhythmic structure of pitch relations in a rather loosely determinate 
way: spealcing of it as a temporally proportionate ordering of those events 
is talk of rhythm that is relatively more determinate. And to speak of the 
patterns of duration contours, however inferred, as rhythm, is simply to 
speak of rhythm in a relatively impoverished way: hence the depreciation 
rightly suffered by such talk in the foregoing.)

Thus, in the denial o f the independence o f rhythm, its transcendence 
is affirmed: (the rhythmic structure of a piece is, in the current view, 
simply all of its musical structure, subsuming every dimensional and 
inter-dimensional substructure, including as a more or less significant 
aspect the foreground structure of attack durations.
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The theory of rhythm, then, is nothing more or less than the theory of 
musical structure in its most comprehensive form. Yet the “need” for an 
independent theory of rhythm can hardly be said to exist; for, since no 
musical theory can fail to be an at least partial rhythmic theory, every 
existing musical theory is in fact a contribution to the theory of rhythm. 
Moreover, there can be no useful general theory of rhythmic structure, 
since the particular disposition of functional events in different strata, 
over differently overlapping and coinciding spans, is the most individual, 
the least “systematic” , attribute of a composed musical structure.

So, for example, the question “What was Schenker's theory of 
rhythm?", variably but persistently asked by someofthe most enlightened 
recent musical thinkers, is identifiable simply as the question, “What 
were Schenker’s observations regarding music?". Insofar as Schenker 
offered remarks about harmony, counterpoint, and the projection of 
time-ordered pitch-structural events, his work is devoted precisely to 
the rhythmic analysis of tonal music, failing only to carry it to its most 
"foreground” stages: a matter of presentation rather than one of principle. 
Rhythm, in fact, is the one major respect in which Schenker’s notions of 
structural levels and structural voice-leading significantly enrich Rameau's 
theory of triadic functionality; and it is this rhythmic enrichment that 
accounts for the great superiority of Schenker’s analyses: “structural levels" 
subdivide given timespans into sub-timespans. These subspans are {In 
context) precisely determinate as to timelength, as their extent is 
determinable by direct reference to a specific acoustic (or notational) 
foreground. And each such subspan is distinguished as a particular 
rhythmicevent by virtue of some single triadic function it may be observed 
to express, however complexly (as. for example, the first span typically 
designated by a Schenker Ursatz asserts a single tonic triad). Each span 
at a more foreground layer either rhythmicizes (subdivides into 
functionallyand temporally determined subspans) or repeats some more 
background span; hence each layer "covers” the same structural and 
temporal ground: that is, the total composition. What varies is the degree 
of rhythmic determinacy with which each layer accounts for the whole. 
And the “prolongation of triads by contrapuntal elaboration" is at the 
same time a means by which spans are determined, and the structural 
content they project.)

In Stravinsky's honor, then, the rhythmic genius may be exalted to 
the highest position in musical creation: but to honor his own special 
rhythmic genius requires necessarily—though also sufficiently—the 
recognition o f his own special genius as a creator of whole new musical 
worlds: (consider it done.)

-Benjamin Boretr, 1971
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Stravinsky in Person:

I remember seeing Stravinsfg on two occasions— tHe fir s t in some 
unnurnberabbe year o f  cfiibdhoodj tfie second a dozen-or-so years ago— the 
first, a conducting appearance loith the CCeveCandOrchestra: at rehearsab, 
the awaitedguest entering the habbfrom the rear wearing what appeared 
to be a bong cape, accompanied by a barge taife discreetby trading, to become 
entrusted at the understood time (near the fro n t o f  the habb, ju s t a fe w  
rovJs short o f  the stage where the orchestra waited) w ith  the doffed cape: 
and at the concert, a fineby inexpressive avian artifice consuming the 
distance from  the wings to the podium in ajerhy gbide; a sparrowbegged 
Libbiputian bh(ginsl<g, in form fitting  tu?(edo, springing up weighdessby to 
the podium andboziAngfaubtbessby, impersonabby amid the rituabappbause; 
immersed impenetrabby in appbause as a bird in air;— the second, an 
informab appearance before a smabb handfub o f  eminent composers and a 
somevjhat barger handfub o f  young composers, a fe w  expert performers o f  
new music and a fe w  interested musicobogists, abb gathered together by 
Taub ̂ romm on a campus in rurab 9jew Jersey, abb intentby focused in a 
near parody o f  sibence, abb bashing reverentiabby in the master's voice: the 
master's hands gesturing minimabby in the summer heat; the master's voice 
nwdubating the sibencegentby, confidentiabby, almost intimateby; articubating 
doubts about the internab consistency o f  the seriab worlds o f  the '50's in 
which fie had notyetfubby overcome his accumubated toned habits; e?pressing 
hope that his current work^might finabby free him from  habits no bonger 
rebevant; cubdressing cobbeagues, some o f  whom might perhaps be confronting 
in their own worijprobbems simibar to his i f  bess acute by virtue o f  few er  
years spent in accumubating irrebevancies; the abmost intimate voice 
professionabby, unostentatious by confessing; addressing those who woubd 
understand, those bike himsebf fo r  whom mainby the fu ture mattered —  

scuffed summercobored shoes not quite tennis-shoes, cobbar open, gray  
sumrnerweight suit uniforrnby, quintessentiabby wrinkjed.

J.K.Randall
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Reply to Arthur Marsolin:
on the losical method of Meta-Variations

. . .  It would be a simple matter to save a primitive [in Meta-Variations, Part 
II: Sketch of a Musical System] by takins interval equivalence of pitches as 
primitive, then recursively definins pitch functions as determined by 
discrete classes of pitches, each of which contains all and only those 
pitches which determine, relative to each pitch, an equivalent interval, Why 
I reject this stratesy, in favor of adoptins the additional pitch-functional 
primitive; it seems crucial to be able to assert equivalence amons discrete 
members of a sinsle pitch function (pf) without resarding that identity as a 
special interval quality. Or, rather, it seems juster to construe interval quality 
in all its variety as an enrichment of the more austere notion of functional 
equivalence and non-equivalence, such that functional equivalents 
determine a special type of interval, and functional nonequivalents all the 
others.

In effect, of course, the assumption of pf-identity creates a unique 
vocabulary of intervals— interval becomes a mere name for pf-member- 
pair. So functional equivalence and nonequivalence is already, prior to the 
assumption of interval equivalents outside the bounds of functionally 
equivalent pairs of (functionally equivalent or nonequivalent) pitches, a less 
determinate stage of interval distinction, whether or not so called explicitly 
(and without the further invocation of interval equivalence of 
nonequivalent pairs, the distinction hardly matters). This strategy is exactly 
congenial to the desired ascent in determinacy, and hence it seems clearly 
preferable to distinguish the two levels of assumption (pf and ie) rather 
than fuse them into one. Too, the remarks in M-V/declaring a non-belief in 
the empirical meaning of a 'pitch interval' prior to the pitch-functional 
qualification of pitches seems important to continue in force, at least by 
considering functionally unqualified pitch-pair entities and functionally 
qualified pitch-pair entities as distinct entity types, and not merely contex
tually distinct modes of packaging for the same entity type (for in music 
where structural intervals are bands of pitch, non-interval-structural pitch 
distinctions are still structurally meaningful in other senses, as, e.g., 'sharp
ness', 'out-of-tuneness', 'vibrato', etc.).

The advantages of proceeding the other way appear to be 
exclusively formal; but when formalisms pass beyond the bounds of 
epistemic determinants, what is to critically distinguish among them as 
symbolisms for a theory of something?

Ben (1972)
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IQT’S: Two Notes

1. A Note on a Point of Nelson Goodman’s 
“Reply to Benjamin Boretz”’

Being a work of a rt is being perceived a certain way, i.e., being 
noticed (experienced) as an instance of the disposition of in
stances of certain types of instances of certain types of elements. 
That the ‘sam e’ entity or phenomenon is susceptible in a distinct 
perceiving as constituting a  different such instance, or an instance 
of a  different type, is located at an epistemic level distinct from 
that on which the identity of a given work of a rt is determined. 
Hence when Goodman says,

I see nothing wrong in saying that a given bronze 
object is a  sculpture. This is entirely compatible 
with the object’s being something else as well and 
by no means imphes that to be a  bronze object is 
to be a sculpture. A bronze object is a  sculpture 
insofar as it serves as an aesthetic symbol; it may 
also serve as a  non-aesthetic symbol in other 
contexts, or function in entirely non-symbohc 
ways. It is a ham m er by virtue of some of its 
properties, a sculpture by virtue of others. It is a 
ham m er when pounding a nail, a  sculpture when 
serving as a symbol of a certain kind.

he is overlooking the question what the ‘is a work o f_’ (art-
typical) predicate actually distinguishes—ontologizes—for his 
rem arks are instead directed to ways in which they don’t distin
guish anything. A n y  bronze, regarded a certain way, is a work of 
a rt thereby—in short, any visual event (entity) may be (part or 
all of) a ‘painting’ (if it incorporates a  potential tactile or dimen
sional aspect) or any tactile-visual event a ‘sculpture’; any  verbal 
event (entity) may be a ‘literary’ work, any auditory event a 
‘musical’ one.
Thus the questions of individuation and differentiation—identifica
tion, in short—are the ones crucially a t issue for the theory of 
art. Ways in which it is non-indifferent to speak of a  bronze as “at 
the same time a sculpture and a  ham m er” (Goodman) are what 
seem fruitful for theory to seek. Ways in which the things in the 
world can be merged into an  undifferentiated blur are not usually 
what theory seeks, and Goodman’s own rem ark that “Nature is a 
product of a r t and discourse”, taken however non-literally, seems 
pointed toward quite a different theoretical aspiration.

(BAB, 1972)

■ in “Some Notes on Languages o f A r t ’’ in Problem s and  Projects 
(Indianapolis and New York: Bobb-Merrill, 1972; p. 125)
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S. A Note Cor Two) on 
(Twelve-Tone) Syntactical Polyphony

If tonal polyphony is the inference of voices inflecting a  content- 
defined chord, 12-tone polyphony may be understood as the 
inference of chords inflecting an order-defined voice, the ordered 
set of single pitch classes. If only trichordally determinate, the 
‘voice’ is defined entirely by ‘chord’ contents—the voice-elements 
are then ‘chords’ and ‘harm ony’ is then a question of two or more 
‘chords’ understood as non-displaced simultaneously. (Does this 
mean that 12-tone music is syntacticaJiy monophonic, with its 
‘counterpoints’ and ‘simultaneities’ being not polyphonic in the 
sense of tonal-syntactic music, but essentially artifacts of tex
ture?)

Or, perhaps, if:

Tonal polyphony^normative ‘chords’ sliced into ‘voices’ 
and
12-tone polyphony=normative ‘voices’ sliced into ‘chords’

Then:

Is ‘12-tone polyphony’ the inference of more than  one (non- 
adjacent) order function over a given time span such that if a,b 
are such order-position elements,

(—* = “is displaced by”)

(a —» b) & ^ (b —» a)

so that a and b are regarded as order-indifferent relative to each 
other, and hence constitute a true sim ultaneity  (as contrasted 
with counterpoint-generated simultaneities in tonal-syntactical 
music).
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How to d is t in ^ s h  something ‘syntactical’ from something 
‘structural’ (or ‘compositional’):

This depends on what is taken to he the syntax, where syntax is 
understood as a hierarchized collection of global invariants—^thus, 
relation-types (containing vocabulary, since global invariance 
means non-variation structurally, and hence no internal relation 
to structure—where there’s no variability (change), there’s no 
structure (structural event)).

(BAB, 1972)
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[jacket notes f o r  EAK IN S on CRI]

/ h a d  very  defin ite opinions about w ha t 1 w a n ted  to do, a n d  w an ted  

to avoid, in p i'ov id ing  the  m usic  f o r  Chris Speeth 's fe a tu re -le n g th  f i lm  

EAKINS. I t  h a d  often struck  m e th a t the trouble w ith b a d  m ovie m usic w as 

n o t th a t it  w as b a d  m usic b u t th a t it  w as music. (Those 'go's raids on n f '  

cen tury sym phonic litera ture w ere p len tifu lly  available on TV-rcruns to 

confirm  th is suspicion. W hat h a d  been w a n ted  was. no doubt, m ood—but 

highclassfor a change. W hat had  been achieved w as a level o f  surface aetii nty 

a n d  visually n o n fm c tio n a l strueture on the .soundtraek whieh sp iked  any  

sense o fv isua laura l blend.) Indeed  m y  happiest recollections o fsoundtraeks  

w ere recollections o f  elegantly scu lp tured  "natw 'al" sound: em  'ironm ental 

no ise  (a n d  no m u sic  a t a ll? ) in M r. H u lo t's  H o liday: eo u n terp o in ted  

com  ̂ ersations in Lady fi'om  Shanghai (Orson / ( 'dies u 'as. a fter all, an oldtim e 

radio m an). In  such cases, o f  course, the m ere understanding tha t the .^ound 

is the  so u n d  o f  w h a t yo u 're  w a tch ing  (ra th er  than  the so u n d  o f  som e  

nonscreen people doing som ething to identifiable non.s'creen instrum ents) 

carries w ith  it  a sense o f  blend: a n d  in deciding that the m usic fo r  EAK IN S  

w as to be p u re ly  electronic. I  hoped to rem ove a p o ten tia l obstacle to the 

desired  illusion o f  music, like "natural" sound, seem ing to em anate fr o m  the 

screenw orld. (On the o ther hand, m y  decision to p u t e.xaetly the.sam e m usic  

into both channels o f  m y fin a l 2 -ehannel (i.e., "stereo") com puter-synthesized  

tapes w as m erely in anticipation o f  the vagaries o f  projection equipm ent in 

m ovie houses, art m useum s, .schools. T \' studios, a n d  w ho know s w here.) 

Thinking o f  ta lk  as m erely the hum an p a r t o f  the .screenworld talking, and  

.sound-effects as its nonhum an p a r t talking. I  w an ted  to create an illusion o f  

m usic as the w hole .screenwoi'ld's tim ejlow  talking: m usic believable as the 

lighting in which a scene w as pho tographed  is believable—as color of: or 

b e lieva b le  a s m id w e ste rn  m o n o sy lla b ie s  m ig h t be b e lieva b le  a s the  

speechcolor, o r  co loring  speech, o f  th a t screen  p e r s o n —o r long  f lo r id  

foreignaccen ted  involutions, o f  tha t one: o r believable as a gen tle  rustle o ra  

.spasmodic creaking a n d  groaning, o f  th is or th a t on.screen or offscreen forest. 

(Notice the recurrent reciprocity here: a believable .sound o f  som e look, a 

believable look o f  som e sound: each believable as coloring, a n d  as colored  

by, the other.)
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I t 's  th e  '‘ta lk in g '"  id ea  th a t s te e r e d  m e a w a y  fr o m  su p e rd e e p ly  

superm ickeym ousing the screen. N otice th a t a  f i lm ’s  dialogue a n d  sound  

effects a lready open up its coloring, a n d  colored, soundw oi'ld; a n d  th a t this 

soLindwoj'ld does n o t deeply, or even som etim es a t all, m ickeym ouse the 

screen. (The screenperson now  ta lking  m a y  be in an offscreen corner o f  the 

room  (a W ellesian fa vo rite ), or the screenforest now  rustling  m a y  be in a 

vaguely p o sitioned  offscreen Beyond: in which cases even the freq u en t, bu t 

consider how  shallow, m ickeym ousing o f  speech/lips o r gesture/speech or  

ru stle /lea ves fa ils .)  So th a t a n y  m usic  w hich asp ires to en ter  in to  th is  

soundw oi'ld  need  se t no p rem iu m  on even the shallow  m ickeym ousing o f  

tigh tly  synchronized  soundchange/screen-change; b u t rather, as the to ta l 

screenw orld's tim eflow  ta lking—(a n d  the screenw orldo fE A K IN Sevo lves a t  

a qu iet B rucknerian  leisure)—m a y  reta in  its liberty  to b in d  together the  

p ro g ressio n  o f  v isu a lly  d isp a ra te  th in g s  as va rio u s a r ticu la n ts  of, as 

counterpointed w ith in  a n d  creating, the m uch slow er d r ift o f  soundcolow ed  

tim eflow .

This slow  d rift a n d  m in im a l surface ac tiv ity  in the m usic—th is injection  

o f  m usic a t the level o f  the screenw orld s  larger tim eflow —provides the crunch 

fo r  m y  “ta lking  "analogy: th ink  o f  the screenw orld  s  p articu la rs as the m usic  

ta lking; so th a t the fo c a l screenw orld  com es across both fle sh in g  o u t a n d  

fle sh e d  ou t by, both grounded  in andground ing—encapsulated by, im m ersed  

in —a periphera l w orld  o f  sound: ra ther like one o f  those o ld  Schenkergraphs, 

w ith the difference th a t only B ackground (m usic; a n d  som e o f  the na tura l 

sound) a n d  Foreground ( the rest o f  the sound) are in the soundw orld  a t all, 

the heavily fo c a l (here, as fo r  Schenker) M iddleground being visual. ( One is 

tem p ted  to m ake th is definition o f ‘B ackground m usic" m anda tory.) For me, 

it  is precisely this sense o f  a  soundbathed  visua lfocus which a fu lly  developed  

m usica l com position (bad  or good—o f  w hich deeply m ickeym ouse m usic  

w ould  be ju s t  one (and  the colorationally least interesting?) so rt) so freq u en tly  

jeo p a rd izes  by  in jecting  i ts e lf  a t too m iddlegroundish  (o r  w orse, a t too 

foregroundish) a level o fth e  screenw orld’s tim eflow ; by  provid ing  n o t Ground, 

b u t r a th e r  a s e lf-c o n ta in e d  a lte r n a tiv e  to  a h en ce  d e ta c h a b le

screen.

-J K R
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{This f i lm  explores the life and more than  
l O O  w o r k s  o f  T h o m a s  Eakins^  the  
Philadelphia  a r t is t  who w on  (he wrote)  
‘̂ m isu n d e r s ta n d in g f  persecu t ioU f a n d  
neglect” through his interest  in the nude  
hum an figure.}
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OF THIS AND THAT

n o te b o o k  entries, 1972-73

rethinkins, post-Meta-Variations: 
about how  to  construct music as a th ins in the world; 

about how  to  imagine things in the world  
from the perspective o f music

Benjamin Boretz
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OF THIS AND THAT

Nothing con be anything except something o thing 
con be.

As you observe, the totality of whot things con be is o 
bios that determines whot there turns out to be, by 
being:

1. Q prejudice that you start with and enforce 
come whot may.

or
2. Q prejudice that you start with and modify 

as what there is suggests what there might 
be, what there need not be, ond what it 
would be better for there not to be.

or
3. 0 cumulotive product of whot occurs to you 

as things, observed as how it has occurred 
to you to observe, are modified and 
amplified by how, in full cognizance of 
how, it has been occurring to you to notice 
things present and future.

If a thing is something that could be anything, for all 
you know, call it an open thing.

If it is something that something else explicitly is not, 
call it a qua lified  thing.

(There can be two-thing things)

If it is a two-or-more-thing thing, call it a com p lex  
thing. (A thing that has sub-things, or a thing that 
appears when more than one other things are 
observed within the same thing-observation field, or 
a thing whose distinctness from other things includes
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on observation of it along with other things within 
the some thing-observation field, is a re lo tiono! 
th ing.)

Whatever the totality of things, everything is 
connected with everything else if they are in the 
same world. If they are not simultaneously in 
onyone's head, they are not connected. If they ore 
simultoneously in someone's head, they are 
connected, hence in the same world.
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Any 2 things ore connectible.
Any totality of things is a th ing-ne tw ork.

Any inexplicit connection is on open  path .
Any explicit connection is a closed path .

Things are connected:
1. by being open things in a single world (in 

which cose they ore connected by open 
paths).

2. by being qualified things (In which case 
they are connected by either open paths or 
closed paths).

3. by being complex things or by being non
complex relational things (in which cases 
they are connected by closed paths).

What a network is is totally determined by what's in it, 
where, and how.

Whot 0 thing is is totally determined by what network 
it is in, where, and how.

Things are in a network at locations w here  things con 
be; by their locations are determined other locations 
where things can be.

Things are by virtue of the locations where things con 
be with which they are identified, or which can be 
created to identify with them.

(A rhythm  hypostasizes the identity of a (however) 
ordered chain of things each of which is to each 
other as a particular network interval, a particular 
structural-level interval, a particular presented-order- 
interval, and a particular order-dimension interval.)
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A network is o syntax for things.
"Things", os noted above, may be interchanged with 

"tracks of things in someone's head"; things may 
then be said to re fe r to network things.
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Why do I wont to know my syntax?

I admire the music of Beethoven inordinately
I want to compose something like that
but I don't want to compose Beethoven's music again
So I observe what it is I admire in Beethoven's music, 

and imagine the network that captures it
So I can then imagine a network which is in some 

sense isomorphic with it that doesn't hove to be the 
same network or to contain the same things

That if is in some sense isomorphic with it is a 
discovery of imagination

To make it isomorphic in a particular sense is the 
trigger for and direction of an effort of imagination.
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Why be biased?

If you're not, there is nothing. 
If there is anything, you ore.

So it is not a question of being biased or not, 
but of bringing your bias up to reflection, so that you 
can shape it to your own taste.

And so you can have the contemplation of your own 
bias as a palpable subnetwork in your world.
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Form and Content

How is Q network used to recreate itself, to receive 
things and re-form around them?

Does the densest network react the most

limply
or the most

alertly?
Does experience

sharpen experience
or does

experience
blunt experience?

A. I've heard it all before.
B. I've learned (I'm learning) to hear it as never 

before.
: Two ways to use imagination.

[If knowing what a 'Mozart symphony' sounds like is 
ever useful to me in knowing a particular Mozart 
symphony, it's when I barely yet know it; the more I 
know it the less I can imagine, through it, what 'a 
Mozart symphony' could possibly signify.]
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Rhythm, again

So, 2 different things can't hove the sonne rhythm.
But by shoring noticeably any of the aspects 
of another, earlier, rhythm, a later rhythm can 
retrieve those aspects so that the aspect- 
equivalence becomes part of the sense of 
what the second rhythm is;—not part of what 
the first rhythm is when it happens, but part of 
what the first rhythm is at the time when the 
second rhythm has happened.
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Retrieval (I)

Something,

1.

because of something following, 
turns out to hove been heoroble, and 
becomes heard on purpose, 
as 2 things together, os a 
2-thing thing.

Is the 2-thingness there at the start, its 
nonperception an error, and its retroperception the 
recognition and rectification of that error?

2. Or is the 2-thingness perceived as latency, realized 
in the sequei?

3. Or is the thing a 1-thing thing until the sequel 2- 
thingthings it?

3. could be called 'retrieval' : a quality not 
present discovered to have been latent after 
the thing ceases persisting—but persists in 
memory in such a way as to make it 
retrievable as being referred to by later things, 
and even as being analyzed and 
reconstructed by them so that "it" ends up 
being a mental slot multiply qualified by a 
cumulative process over time, the times of 
accrual being also a quality of its retrievable 
thinghood.
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Retrieval (II)

Jim Randall was troubled by some charts of mine 
because they seemed to leave everything that 
ever once sounded to reverberate indefinitely 
except for explicit impedances and re-sonations. 
He suggested that at a certain point a single 
sound-token, indexed as such up to then, is 
indexed subsequently as part of a package 
conspicuously stored as a chunk rather than as a 
mosaic:

1. Within-between predication back-orders 
things relative to their degree of 
subsumption within configurations of 
different degrees (i.e. at different 
piecetimes).

2. The aspect of interest in the chunk-indexing 
is that it retains the original thing-states of 
the sub-things of a chunk in a condition of 
retrievability. So Retrieval (I) may follow a 
developmental compression as well as an 
initial irreducibility (irreduction) of a thing.

Retrieval (III)

A motive is a retrievable aspect of something that is in 
the course of events retrieved.
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MUSIC-ONTOGENIC FLOWCHART

raw
'music
m a tte r '

music-
syntacticai
filter

RELEVANT
QUESTIONS

how  m an y /w h a t 
d is tinc t things  
can  a  th ing  be?

i

music-
syntactical
filter-
processed
'music
matter'

THINGS THAT ARE 
THE THINGS 
THAT THINGS 
CAN BE

how  m an y /w h a t 
d is tinc t things 
c a n  be  a  th ing?

t
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A WORLD OF TIMES
Benjamin Boretz

Nature, says Nelson Goodman, improving on Oscar Wilde, is the product 
o t art and discourse. From this I infer that a natural endtv derives its 
identity from that ongoing processing o f  the natural world that produces 
us as it produces the world we process; so that artworks and discourses, 
as filters through which such processing takes place, are less favorably 
taken as records than as instances o f  that processing, and that they are 
thus of the world in a sense perhaps prior to the sense in which they are 
(iboKt it.

But an artwork, specifically: a musical work, while it may be thus taken 
to filter the world, and to be in the world as such a world-filtering thing, 
may also be considered as a world-//,^f thing in itself— perhaps as a 
hypothetical world, as such a world, that is, as may also appear to be 
proposed by discourses, but also, remarkably, and unlike the worlds 
p ro p o sed  by d iscourses and m athem atics , as a world  quite fully 
cxperienccable. What encourages me to this attribution o f  worldlikcncss 
to musical works are two observations o f  our experience o f  them, which 
seem under scrutiny to constitute two rays o f  a single illuminadon.

The first is an observation o f  the relative independence o i  the experienced 
identity o f  a single musical work; the second is an observation o f  the 
relative singularity o f  that identity. With respect to its independence each 
musical work seems, compared with most non-abstract things in the world, 
a relatively closed entin; in the sense that its experienced identity seems 
relativeh' independent o f— even discontinuous with— those events and 
entities which might externally appear to be its spatial and temporal 
neighbors during any performance or other manifestation o f  it. And its 
singularity may be located in the fact that whatever are identified as its 
com ponent entities seem unique to that single work. For even where, 
through an observational filter whose range is a multiplicin' o f  works, a 
given component entity may be identifiable with component entities in 
other works, it will, when observed through a filter which focuses on the

A talk, given at a sy mposium on the philosophy of art sponsored by the Department of Philosophy, 
L'niversity of Pennsylvania, on November 8 and 9, 1973. First printed in The Lampeter Muse (Bard 
College student magazine). Fall 1973.
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identity o f  the single work, yield a wholly distinct feel from those yielded 
by the-supposedly “same” components elsewhere.

I ideiidfy these senses o f  radical independence and singularity with 
the radical depth from which, as 1 have demonstrated elsewhere, the 
complex identity o f  a musical work mav be constructed from contextual 
inference on its quality-content alone, w ithout the intervention o f  
convention to provide a prefabricated, and rclativclv uni\x'rsal, referential 
framework for such identification, in the sense o f  a verbaMinguistic syntax 
and lexicon. This is not to say that conventional filters cainioiho. employed, 
but that, to a remarkable degree, thev need not be. To the extent that they 
are, o f  course, they neutralize the individual identities o f  musical entities 
to a collective identity, up to the level where all music is an\' music, and 
hardly distinguishable from the flux o f  everydav auditory experience.

Now it the networks o f  inference constructed on primitive qualities 
and creating the attributed and experienced identities ot musical entities, 
which 1 have been nicknaming “ filters” , are considered to be the business 
ends o f  discourses, insofar as their nature-creating powers are concerned, 
then, in the spirit o f  G oodm an’s epithet, wc mav regard a work o f  music 
as the product ot nature and discourse. But discourse is ongoing, and 
what nature is, or what any natural cntit\' is, is continuoush' cumulating 
throughout the sentient spans o f  individual and collective humanitv. So 
if the world is what is and happens, its identity is not only perpetualh’ 
emergent, but that idendtv clearly includes the chronolog\- o f  events itself, 
within all worldtimc. A musical work, like any subworldly entity whose 
parts untold chronologically, obvioush' shares this worldlike aspect, except 
that, unlike the world, it has an experienceable culmination as a perceived 
totality. But it m\' claims regarding the radical contextuality ot musical 
syntax are justified, then it follows that the time-dependence o f  musical 
qualities goes radically farther: for if it is through the operation o f  an 
inferred musical s\mtax that musical entities acquire their essential 
attributes as musical entities; and if the syntax is constructed on the 
experienced properties o f  musical entities; then the s\ ntactical filter itself 
is cumulatively constructed o\'er the whole time o f  a work— is, indeed, 
operativeh' a different syntax at different moments o f  the work’s time—  
and hence creates, r?/every m om ent ot the work’s time, different entities for 

previous m om ent o f  that work’s time. That is, not onh' arc there new 
facts consecutively to be observed throughout a work, but every fact 
observed in every timeslot prior to each temporally newest entity is
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retroacfivdv transformed into a qualitatively dist/nct still in that prior 
timeslot, but n f the time o f  occurrence o f  each such temporally newest 
entitv. ’Thus as the musical work unfolds, facts and syntax continuously 
create one another, and fact-created syntax creates the new facts through 
which s\'nrax is recreated.

The obvious question here is o f  the experiential sense o f  such a claim. 
To elucidate that sense, let me suggest tha t— in the language o f  
G oodm an’s Stmetun of .-\ppearance— a qualin- instance in a single domain 
o f  qualities constitutes the irreducible identiu^ o f  every unreduced musical 
entitv Musically speaking a tuba’s note is not like a lion’s roar: it betokens 
no tuba as a character in the musical fabric; the sound alone is the musical 
creature. So the whole identity o f  a musical entity is, clearly, hoir it sounds. 
Now “how it sounds” is a fairly elusive matter, since I seem to be able to 
have, in a direct sense, the experience o f  a musical work, in real time, as 
an act o f  thought, with no physical sounds in evidence, just as I can read 
or think a poem. So it seems that what a musical thing sounds like has to 
do with the relational feel o f  a place in a sound-quality network; with 
how, that is, such an entity instantiates a music-syntactic entity or a nest 
o f  such entities. For example, a given C E may be heard as “the C R o f  a 
C major triad” ; as such it will be a distinct thing from something heard as 
"the C F̂  o f  an .A minor triad” , or from something else heard as “ the C E 
o f  a C major triad simultaneous with the C E o f  an A minor triad” . So it 
would seem to be the s\'ntactical sense o f  a musical entity which is 
experienced as its musical so/md; and it is this sense which can plausibly 
be experienced in the mind’s ear directly as a soundthought.

Thus what the claim ot continuous retroactive transformation o f  the 
things in a musical work by each other amounts to is just the claim that 
the sound o f  each successive sound is, first, crucially determined h \  what 
has gone before, since the syntax within which it will be qualifieci can 
only have been inferred from the qualities o f  its predecessors plus it; 
and, second, that its sound, identified permanentlv with its own time o f  
occurrence, has a subsequent history stretching to the end time o f  the 
piece, during which it sounds different ?i'> subsequent events succeed it. Thus 
to hear, for example, a “descending line” is to hear a first sound as 
something from which each successive sound is a (progressivelv further) 
descent. And to have beard a descending line requires the occurrence o f  a 
framing, (changc-of-direction, interruption-of-sound, etc.) event snhseejnent 
to the bottom sound o f  the descending line. There is a famous though
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uncriticalh' applied harmonv-class experiment, in which two chords 
(dominant sevenths) agreed to sound the same in isolation are spectacularh' 
found to sound quite different when given different chords to resolve to. 
And— for another example— the first sound ot a piece has a distinct 
sound as it sounds in isolation, but immediatclv acquires a new sound as 
the first sound o f  a 2-sound event: listen, sav, to the top Cfl at the opening 
o f  M ozart’s famous A major piano sonata— the one with variations— as 
it sounds, then as it becomes the Cjt o f  a Cjt-D, then o f  a tune,
and so forth. By the time we reach the end o t m. 8, in tact, that first (ift 
has become the Cjt of a fast Cjj-D-H-B tune, the of a (slower) C'j}-B-A 
tunc, the C(! o f  a still slower Cjt-B tune, and, slowest ot all, the Cijj o f  a 
Ctt-B-A tune that takes all 8 measures to bec(jme manitest. And, as it is 
sounded, that C(( is a “ highest sound” ; as it is immediatelv succeeded, it 
is first a second, then a third highest sound, which latter it remains until 
m. 9, where it becomes in quick succession, a 4th, firh, and finallv 6th 
highest sound, which characteristic it retains to the end ot the theme. 
Now until each ot these complex events becomes manitest, that (ijj tails 
to exhibit its attributes as a component o f  that complex event. And heard 
as that which coas/sts of those attributes, it ends up sounding like no other 

in any other piece ot music, and onl\' in a sense that needs explication 
“like” the other ( Ĵ$s in the same piece.

Aloreover, since our “ tunes” are simplitied instances ot music-s\ ntactic 
entities, the s\'ntax o t the piece tails to contain the thing-categories they 
instanriate/creare until the moments where they are literalh' manifest or 
inferable from what is— though the arri\ al at the sense o f  such inferabilitv 
is most otten a highly potent act o f  retroaction in itself M\' claim is that 
the rhythm — the content o \e r  time iden tit \— f)t such a s\ntactical 
development relative to what is consecutiveh' sounded, as well as the 
rh \thm  ot a chain ot retroactive sound-transformations, is a critical 
constituent ot what is perceived as a musical identity.

But 1 have still turther to take this claim: from the stor\' o t the 
adventures o f  a single we may inter that the resonance o f  a musical 
entity, once sounded, persists thencetorth, being progressixel\' modified 
b\' the retroaction on it ot e\er\- succeeding entity (that it stopped sounding 
at given time is, ot course, part ot its sound). And so we ma\’ characterize 
the singular identity o t a whole musical work as a single, complex, 
cumulating sound, within which every com ponent subsound sounds as it 
sounds when sounded, then sounds thencetorth as hax inv sounded, ̂ o ’
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sounding successively as it is successively resonated, deflected, enclosed, 
and connected, and as it resonates, deflects, encloses, and connects 
previousK' and subsequentU’ sounded sounds.

From such a perspecti\’c, tlic singularit\' and independence that we 
ascribe to that discontinuin' o f  sonic blips that we, perceiving fantasticallv, 
knit into a musical work, ma\' acquire some plausibilin-, and under its 
guidance, our capacitv to ascribe such identities mav accjuire some depth.
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a Soundscroll.

Display. (,play.)

( -scroll; from start to finish.) 

Time : from beginning to end;

Unroll

It. : from capo to fine.

(head to tail)
whatever you like.

; hard to tell

C X D
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0.

is rolling up from  start as fa st as it  unrolls towards finish.

buU
( —Across a Backdrop,—)

across, & in contact with, a backdrop,

a Backdrop? (,fabulous!) o f  A ll Possible Futures,—  all Possible 
prospects.

each?

— ; a sensitized track Across, (,on the Backdrop,)

: (Track Ac7'oss) : in the direction the
Soundscroll is rolling up from  start 

as fa st as it  unrolls towards finish.

Each : taking Impress (,impression) o f  the
SoundscrolVs Passage,

: registering (,on its Continuum o f  Moments)
( —  as the soundscroll passes —) 

each Momentary Vividness (,likelihood) o f  this 
Particidar Future, ( —  this Particular prospect,)

—  (Now & Here.),
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in the end? : the Whole Sto^y w ill have been Indexed, (On the 
Backdrop,), —  the Full Temporal Record,

op
: o f  Vicissitude o f  Implication,
: o f  Welter o f  Pi^obability & Potential,

( — ; o f  relation o f  Relations o f  Tracks?), i f  you like Csurely), 
(yhas a Track o f  its Own, (,! i f  Possible)),

( — ; o f relations to Elsewhere?), why not (,ifyou like,
!Follow their Tracks,!)

what else.
( —  Haven V Got One? —)

) drop
back
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1.

(is rolling 
up from
start, as fast as 
it

)unrolls
towards finish.

no Was
is ever present, just Here.

no There, so more 
& more of 
it
becomes past (Jest), as Now 
advances.

(Somewhere 
(.anywhere) between 
beginning and 
end ;

(a now, here between start and finish.) 

On it.
whatever it is 
:Skinnythin.

What

like it is 
(.absolutely)

ill it have been?
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(if it was) 
:,like it Was(

)rolled
up
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2 .

(is rolling
up from
start, as fast as 
it

) unrolls 
towards finish.

ju st here is 
present now. as 
ju st there was 
present then, but 
here is
thicker now than 
there was then, when 
there was here & 
then was now; has 
become thicker & 
thicker as
it
advanced with now’s 
advance, thicker with 
was (,whatever 
it
was), as 
more & 
more became 
was (,lost.). as
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more & 
more was 
became lost in 
presence now as 
quality of 
here.

is
like it is 
to be like 
it is to have been 
like it was.

IS

like it is
to have begun 
already
(,before now began) 
(,in the beginning?) 
by beginning as 
before for 
this now.

& start informing here

what will have become? 
(Hold it.)

: relation to was,
(: the Quality of Here.)
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3.

(is rolling
u[) Iroin
start, as fast as »It

)unrolls 
towards finish.

Thick with its 
was.

each here
thick now with its Lost 
Was. {& with 
more l^esides.)

(with Prospects.).
(with what 
itiight
yet be.) with 
whatever 
future might 
inhere in a here now 
thus
was-thickened.

(: Was-inceived 
Future, Present 
now :)—
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— & Thicker the 
Was; the
Thicker Inhere the 
Prospects. ( —, as 
now advances — & 
More &
More was 
becomes lost in 
presence now. ( —, as
quality of here.).) (the 
more the 
Stuff.). —& 
the Stickier (

:relation to was 
& might yet be,
(: the Quality of Here.)

) the more to chew 
on
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4.

is iwroUing.

more e>‘ more o f if is opening oaf from start is becoming present now 
fro??/ start.

presence now co??/prehends whatever, since the beginning, has ever 
been present. co???prehemls iirtext o f there <& was, within a 
presence whose now is here, whose there to here is now's 
Incre???ent on stait to there Then;— which is present like 
it was. (none is lost nor will be.)

co??iprehends Sto/y Thus Far:

■the Quality o f whose Here is thick with was ???ightyet be ■ 
with ??iore besides : with the thickness o f jnst This N e x t  

in just This sto?y just Thus far. —  ; with the thickness oj
whatever inheres now in ju s t  'This thickness Here in the 
presence o f just That thickness There. (— there —  
urtext; — nexted.) 
is thick with .Stojy Oj.

(<N Thickens as .Sto?y thickens as N ow  advances as the unrolling 
scroll u/iroHs.)
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in the End, A l l  o f it —  fro?n start to finish  —  will have become Present, 
all Stofy of; all Relation of; all Q uality of. On it. within 
Presence Now. (, within presence whose now is finished.).

(: relation to Elsewhere?;
; to ^Whatever you Like.

: , i f  you  like.), but On it (a s  you  like it.), within presence
N ow  — Already, quality O f  it. (Presence N ow  : Thick with 
Depletion o f Elsewhere, ('floated? —  . not i f  you  like))

) or don't you

(in what rhythm of? 
tracing 

Discove/y O f  
what shades o f

what groupings

to ? /  : Rules for Scrollhood. : /  .• Old Scrolls. : /  ; Nonscrolls. : /  
.• Ciphers for Scrollreading. : /  .• Readetfeeling. : /  ?
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5

is un ro lling , bu t

som eth ing keeps happen ing  to it. as it  unrolls.

as n o w  & here advance fa rther & fa rthe r from  
start. Watch it.

as the unro lled  p a rt becomes larger tS< larger.
(6̂  th icker & thicker w ith  story of] 

lhappens to it. More & more.

becomes more & more
w arped  <& stretched 6c tw isted. (Changes its

S to ry .)
: stra ightforward Sags 

(6 Loops. 6)

Sharp turns Fuzzy (6 Fuzzy 
Sharp)

;o r erodes away.

— ; 6 Vacancy becomes Occupied.
{, la te r.) .
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presence Then
(from start to There) 

becomes Changed lost) in 
presence N ow  o f

(start to there within) 
start to Here. (, as 
Before begins anew now

;) as presence Now  
(o f start to Here) 

w ill become Changed (dost) as 
N ow  advances (as the 

scroll warps/
(/stretches/twists.)

enacting Was.).

its Was.).

: by retroaction

: (over & over Revamping

Sc
So : The

more o f it becomes present the 
more o f it becomes lost.
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:(& Here ?j:

is thick w ith  its freshforged Was (& its m igh t y e t be.); 
6i w ith  more besides::

: w ith  Twinge o f / .

3.
4.
5.

(h ierarchy upset) or 
(p rio rity  cancelled), o f  
(o ld sentence revoked) & 
(am b igu ity  chastised), o f  
(past fu tu re  aborted  in  
censored story of.) : (the 
Real Story of)

(or was I m istaken?
O ugh t / have begun otherw ise?

(Jo r now )

have begun on ly as I w ill have begun in the end?(:& 
H old it.)

-380-



jN o .

What w ill become o f it?

(It's never too soon .j(now . 
to start here.) never too late 

to  s ta rt
over.
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) august 1973

j.k.rondQl! (:
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6 .

is u n ro llin g . &

: &  L e a v in g  its Traces.

w a rp s  &  s tre tches &  tw ists (,—  ; b u t le a v e s  Traces

O n  it.) .

w a rp /s tre tc h /tw is t h e re , b o u n d s  th e  R each o f  o ld  p ro s p e c t th e re  C, ; 
w a s - in c e iv e d  th e n  : )  n o w  n e w ly  re f le c te d  u p o n  C in  re tro s p e c t)  
fro m  h e re ; re a c h  o f  o ld  p ro s p e c t e tc h e d  n o w  ( ,&  b o u n d e d )  in  
tra ce  o f  o ld  p a th .—  P resent n o w  : n o n e  lost, (n o r  w il l  b e . )

n e w  p a th  fro m  h e re  b o c k  to  th e re  ( , :  w a rp e d ; s tre tc h e d ; tw is te d :)  
re v e a ls  n o w  n e w  p ro s p e c t th e re  n o w  ( , :  h e re - in c e iv e d  n o w :) :  
s o m e  a m b ig u ity  n o w  th e re  (, re v e a le d  h e re ) . (  —  ; T w in g e  H ere  
o f  Junc tion  There n o w . Junc tion  ju s t  th e re  n o w  o f  p ro s p e c t  
w a s - in c e iv e d  th e n  &  p ro s p e c t h e re - in c e iv e d  n o w . o f  Just These 
p ro sp e c ts  c o n v e rg in g  fro m  B e fo re  &  A fte r  Just There fro m  Just 
H ere  (J u s t n o w ) .) .

n o w ’s a d v a n c e  fro m  th e re  to  h e re  thus th ic k e n in g
(C o m p o u n d in g )  o ld  s e n te n c e  o f  w a s  fro m  s ta rt to  th e re  then , 
th ic k e n in g  w a s  w ith  m o re  &  m o re  w as.

(  —  , w ith  Traces, w ith  m o re  &  m o re  th re a d s  o f  s to ry  o f . ). —  ; 
w a s  : — (  —  , A c c u m u la tin g  — )  : b e c o m e s  th ic k e r &  th ic k e r  
w ith  N ow .

S tory o f  Was. To ld  in th e  rh y th m  o f  n o w 's  n e w ly  k n o w in g  ( , to  b e c o m e  
n e w ly  k n o w n ) . O n ly  in  W hose e n d  (J n  a  lo s t k n o w in g  o f  p a s t  
k n o w in g s )  w il l a n y  w a s  h a v e  b e e n  fu lly  t ra c e d .— .be fu lly  
p re se n t.
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7.

is unrolling again, 

has unrolled already : &

is unrolling again. (— , & seems to have changed with 
use.).

Already from Start, traces (.or something) — of something
— seem thickly in place (------: not vividly, mostly; just
thickly------); — as if hanging around waiting for
something. Traces (,of something — ; (of warp/stretch/ 
twist?) — ) of Warp/Stretch/Twist; — but without
Twinge now.------( — , & without warp/stretch/twist.).:
tracery of Borrowed Time perhaps. (, time Yet to Be :).
— waiting for something at the time. — but present 
now.

as if was-inceived. (taking no chances.).

(though not Vividly.). — Sanitized. : that now's Advance 
might reveal no more (,in retrospect)( — ! & no less 
either — ) than traces from start Expect (.can 
Accommodate); might reveal Strict Reciprocity 
between thereness Here & hereness There ; — ; as if a 
here & now thick with there & then Had Been the was 
inceived prospect (.Precisely) of there & then, when 
there & then were here & now. no mistake.

(.actually), no bogus, nor Found Out Later. — : but waiting 
All Along as This trace has been waiting , — for advent 
of This vividness which Now has just now Infused (,in 
retrospect) from Here.
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no Twinge here ( — , nor Aborted nor Junction.); was all set for it : -  
; There : — : thick with Foreshadowed. : with Position in Old 
Story of. : — : sticky with Implication. - ( — small Was-inceived 
ambiguity Snagged (,Iost) in Large Thickets of implication. — )( 
— : thick with Will Yet Be. (— & Won’t (,if you like)): — ) — 
waiting ( — , with what hope? — ) — as Ordained is awaited.—

&
So : The

Closer to Start ( — the Longer the Wake of now’s Advance from there 
to finish — ). the more traces Await their Vividness. - & the more 
Chance & Reach for advent of vividness there, for Infusion (,in 
retrospect) from (somewhere).

: & At Start? — (,!the Nutshell.), the Wliole Scroll. Foreknown here ( 
— , not vividly; Thickly. — ) as Quality of Here. — ; ---------------
, as prospects whose Vividness ( ! not yet. At the Time.) will 
have Indexed now’s Whole Advance from Start to Finish; old 
story’s whole How & by What Path. — . in the end
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8.

NOW IS ADVANCING ACROSS AN UNROLLED SOUNDSCROLL

ALL OF IT-FROM  START TO F IN ISH -IS  PRESENT NOW. FROM BEGINNING TO END. THE WHOLE

STORY. A PRESENCE NOW FROM BEGINNING TO END.------- ;  PAST PRESENT & FUTURE PRESENT (,:

ALL THE TIME:): PLAINLY VIVID. (EQUALLY. ((& UNVARYINGLY; -  ALWAYS. &) EVERYWHERE.)

QUALITY OF HERE: ? -  : (EACH WHERE INDEXES WHOLE STORY OF.). THE SAME FULLNESS OF 

STORY OF.--------( THE SAME OLD STORY. -  &

NOW? (,RELEASED FROM START) ADVANCES;-& PASSING AS A POINTER PASSES (, AS

TIME MIGHT P A S S -), DIVIDES PRESENCE NOW (,ALWA YS) IN TWO PARTS: THE PAST PRESENT 

PART (,BECOMING LARGER & LARGER) ACROSS WHICH NOW HAS ALREADY PASSED; & THE 

FUTURE PRESENT PART (,BECOMING SMALLER & SMALLER) ACROSS WHICH NOW HAS YET TO 

P A S S .: PASSING AS A POINTER PASSES (, -  AS TIME MIGHT P A S S - ) - :  NOT TOO FAST ( -&  NOT 

TOO SLOW EITH ER-), BUT JU ST RIGHT. -  (CAREFUL NOW.)~. EACH NOW (,!PRECISELY) POISED

HERE ON ITS N E X U S .-. -O F ?  CONGEALED;) - )  TIME.

(: WHAT HAS NOW BECOME?
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an unrolled soundscroll is present.—; still. as

a Soundscroll.

a remembered memory of 
a passing of 

remembered presences.

of presences 
remembered passing as 

now might pass.

remembered as passing

as now might

or as

was might

evolve, 
in evolving 
presence.

(choose.)
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M IRAGE

. notebook entries, 1974-1976

II. (a syntax for Schoenberg's op. 25, 1)

. a talk and 2 floats

ben jam in  b o re tz
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MIRAGE

benjamin boretz 
notebook entries, 1974-1976

...does a musical image \r\car\dzsce because it flashes 
forth by a twinkle of surface the full depth of the 
pool of reference on which it floats? Floats: the 
twinkle is the depth's edge, ultimately depthlimiting. 
twinkle at poolbottom, and there will be only flat 
bottom perceived; but twinkle at top, and there is a 
pool to float over felt, surface, depth, bottom, all 
together. So the experience of riches of musical 
depth comes by way of the acuity not the complexity 
of the musical surface; all is conveyed by the explicit 
sparkle of that twinkle: high atop a deep or boiling or 
tranquil or shoalfilled current; or just a map of the 
bottom of something or other. Still waters evaporate, 
vanish in sands, leave perception high and dry; to keep 
buoyant the flashes must flicker evernew dimensional 
senses (not another pool over there, but another 
depth, an unpremeditated cove, an elusive channel, 
connected within a timespan of spacesense: the pool 
reshaped as twinkles unveil newfolds, eddies, islands, 
inlets, changes over time become part of what it is: 
roiled, glossy, ripply, sparkly, gloomy, gleaming, 
reflected invert blueskybowh time, shaped over time; 
space, shaped over time; (leafflutter: a still image 
that only a movie camera can record).) And if the 
texture datasaturates, repletes unto itself, color 
neutralizes, drains: demorphizes. I f  the reference 
is the surface, then the incandescence never glows.
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But how  m ake it g low , right from  start?

Chord o f Nature: m aybe  the harm ony o f the universe; 
the underly ing resonance o f all, m aybe  even; but 
dead ly  to music: null as im age (rep le te  unto itself; 
da ta  o f structure):

(Beethoven Opus 2 No. 3);

right from  start, 
the shape o f surface 
is a simple  
im age  o f a 
com p le x  
landscape: E

C

the Chord-of-Nature im age : E
C

is only
a hairsbreadth d iffe rent 
but tha t crack 
is the universe 
o f Opus 2 No. 3:
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G, an 8ve too  near,
w edged  be tw een  Cs,
setting up then
its own upward space
not resonated;
the 2nd C m ade
not confirm ing
the low e r but com peting :
G blocks the 1st Cs reach to the 2nd

and E
C

is a ltoge ther out

o f jo in t: E
C

D
B

unconfirm ing uppe r pushes into para lle l 
com petition w ith  unconfirmed lower.

(what's consonant?) 
(what's dissonant?)
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C G/C E : halves o f a broken Chord o f Nature, 
broken to  crunch w ith  a com peting , dissonant 
Chord o f Nature, dissonantly ne ighbored :

E
C

E
C

(Crunch:

E
C is pu lled dow n to

D
D

but E
C

is, at D still carried by 
D

C, fu lly crunched: tw o  com peting plones, simultaneous, 
incom pa tib le . . .)
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MIRAGE II

(Mirage II or>d III originated in Dard College music classes; In (essentially) 
their present forms. Mirage II surfaced in seminars at Princeton (10/75), UCLA 

(3/76), and University of Washington (4/76); Mirage III as a talk at 5UNY
Albany (11/75); both re-edited 1/00 and 5/02)

START HERE: (a syntax for Schoenbers's Op. 25, I)
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B , Bk
Bk B

F E Ctt

F j t i

o f
A g U

"•c  o^>

b I. F Fjt
^ Fit F

G G|t d Ŝ

Bk Dk
B C

C B
_ ^

^  Dfl f H''

BttStt A
C A , g |

B if ^  B F |f

C tf

o f  " ‘'o
Ak“ "  G

G At
fS ,A

F Bt 
E B

E t C B
P  Cjt Bt

C f  D A
C E t At

F f H
Fjt F
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1. Exactly w ho f am  I do ing w hen I "w o rk (compose, listen, 
cogn ize) w ith in o system" —  that is, how  do I understand in a 
functional musical sense w ha t a musical system does for me? 
What a musical system is is no more or less than a bias to  hear 
(and  to im ag ine ) all the sound-items in a musical sound-fie ld  
as pieces o f a specific in te rna lized phenom ena l vocabulary, 
not necessarily —  and not necessarily not —  determ ined by  
any ra tiona lized set o f properties. A ttributing such syntactical 
identities confers 'sound' (the on ly perceptua l identity  
onto log ica l fo r music) on sounds ('acoustical signals'), so tha t 
any sound incorpora ted into a music-hearing has a distinct 
music-phenomenal 'sound'; under distinct attributions and —  of 
course —  in d ifferent contexts (i.e ., in the actual tim e flows of 
actual musics) no tw o  sounds ever actually have 'the same  
sound', under any how eve r strenuous uniform ity of 
extra tem pora lly  re ified attributions. And —  in princip le —  and  
to w ith in d ifferent re lative determ inacies —  it makes sense to  
assert tha t w hen some sound is heard as having a 'sound' that 
there is a bias —  a 'syntactical filter' —  whe ther or not 
determ inab le , w he ther conscious or not —  w ith in the  
perceptua l com plex. Sounds ore heard as 'sounds' w ith in  
verba l languages by those so receiving them  —  intu itive ly in 
the case o f native speakers, but w ith  conscious invocation of 
a lte rna te syntactical filters in a lien contexts. Learning to read  
and w rite  poetry w ith in one's native language is p robab ly a 
hybrid o f 'na tive ' and 'a lien ' language-construction. So too  
m igh t a 'music language ' be in terna lized —  'in tu itive ' —  and  
musical thought be a 'poe tic ' exertion to exteriorize a 
speculative syntactical m ode l fo r it to deepen , liberate, 
intensify the depth and scope o f creative composing and  
listening.

2. Animadversions on the interaction o f 'sound' and syntax 
such as those above  lead to  confrontation w ith  the fo llow ing  
truism: a system is a landscape, and a pitch system is a 
connected series o f possible contents w ith in the to ta l pitch fie ld  
w ith in which I can hear any sound event. Obviously, the  
resonance o f a p iece Is at all points the effect o f the particular 
corner o f the pitch w o rld  tha t its events appea r to inhabit.
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w ith in the w ay  its particular pitch system floats on the to ta l pitch 
world  —  in the trad ition which tw e lve -tone  music shares (it's not 
in any ev iden t w a y  counter-trad itiona l in this aspect), the  
chromatic scale. So I w an ted  to look at w ha t tw e lve -tone  
theory appears to ask m e to  do in this respect, and w ha t it 
doesn't ask m e to do that I wish it w ou ld . And then to im ag ine  
a w a y  o f hearing a certified 'tw e lve -tone ' music —  in this case, 
the music by which the tw e lve -tone  system was brought into 
be ing —  a w ay  that m ight com pare to the w ay  that 'tona l' 
music (in my syntactical read ing o f it) acquires its experien tia l 
richness, w ithou t simply fa lling back on a 'faux-tona l' construal 
o f if. What fo llows is an outline o f a process in quest o f 'the  
syntax o f Schoenberg's Suite fo r Piano, Op. 25 ':

3. W hat (I th ink) trad itiona l tw e lve -tone -expos ito ry  discourse 
posits for me to do as a listener/performer/composer-listener:

1. identify (use listening as da ta  processing)
2. count (0 -n )
3. index com ple tions (agg rega tes o f n elements)
4. isolate tokens out o f time, m ultiqua lita tiv ity , and
contour (pitch-classes, intervals)
5. order w ha t is heard in a symbolic array
6. assemble add itive  components (rhythm , sound, etc.)
7. rem em ber (keep  a metalinguistic m enta l record of
parametric histories)
8. measure and quantify (successive set-form  

identifica tions)
9. register surface configurations as syntactical 

configura tions

I notice tha t all o f these activities treat 'music' as a series of 
m etalinguistico lly de te rm inob le  'facts': 'heard facts', a kind of 
te rm ina l process of da ta -ga the ring  in which 'the music' 
accumulates in the metalinguistic realm , fed by a series of 
sonic sensa each o f which is cogn ized as an in terpreted  
particle, and whose connectedness consists o f the cognized  
connections om ong the metalinguistic 'facts'. But w ha t I call 
'music' exists in the 'effects' o f its 'facts', not in the 'facts' o f its 
'effects'. The 'fact that' something is, say, a transposition of 
something else is not ye f a musical issue, even though the  
resultant 'sound' m ay be directly dependen t on that 'technical' 
fact. And the metaphysical mutual opacity o f the 'syntactical'
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and the 'musicar im p lied  by this ca tegoria l m ay be  
demystified by something like the fo llow ing : I don 't w on t to  
hear (o r think oud ito ria lly ) tha t w ho t something is is o 
transposition; w ha t I w on t to hear is w ho t it sounds like in some 
context w here  my aud ito ry processing o f it m igh t be  
m etopercep tuo lly  described os 'transpose-filtering ' (i.e ., 
experiencing the sound sensum w ith in o syntactical universe in 
which 'transposition' is an opera tive  possibility). Listening (and  
com posing) on this m ode l consists o f bu ild ing a cumulative  
'sound' as a rhythm o f in te rpenetra ting things. The nam ing, 
identify ing, eva lua ting processes which are the texts o f the 'ea r
tra in ing ' practices remain exterior to  the musical enterprise.

4. A 'sound-accum ula ting ' process for Schoenberg's Op. 25  
(bu ild ing  a 'p itch -tim e-floa ting  syntax'):

An assumption is tha t an op tim a l (in tu itive or lea rned ) auditory  
'log ic ' begins from  a simplistic cogn itive m ode l whose  
opera tion  can be described as 'be liev ing  w ha t you hear'. This 
entails tha t a first-heard sound w ill de te rm ine the entire sound- 
universe o f its music; tha t subsequent sounds w ill sound as they  
resonate, deflect, expand the bandw id th  o f previous sounds; 
tha t first-heard successions o f sound (as experien tia lly  
'g rouped ', by w ha teve r ope ra tive  process) de te rm ine a filter 
against which succeeding successions o f sound are in some  
de te rm ina te  w a y  e ither para lle l or non-para lle l; and tha t a 
g loba l 'syntax' evolves progressively (and  a lways open- 
ended ly ) over the course o f this process which can be  
understood as creating the 'universe o f possibilities' de term ined  
by and de te rm ina te  o f the cumulative 'sound' o f 'actua l' 
events. (A ll o f the above  should be  understood as a possible  
schema o f a process o f syntax form ation, rather than as a 
description o f such a process as it actually m igh t happen In 
'musical expe rience '.)
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FLOAT 2: A syntactical flo a t for Schoenberg's Op. 25, I

E F G D\> G[, El, 
(Dl, D D\> G)

A[> D

2 chromatic octachords intersecting on their 2 tritones, articulated 
as 2 expanding dyads [(0 4) (5 2)] interpolated with the two 
tritone dyads [(6 0) (7 1)]— (octachord = 0 through 7)—, such that 
each of the two non-tritone dyads form inversionally equivalent 
tetrachords

with the two tritones FO  4 ) (6  O') (5  2 )]; [ (4  3") (1 7) (2  5)]; 
the union of the two octachords being 12 pc., as:

generating a syntactical array which might germinate into a 
possible 'eight-note system':

T0+T6 (1 6  distinct pc locations, 12 to ta l pcs;

D
Cj} D

B E
F

n

Gt!
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one sef

D
ctt

c
B

Bl>

one set

B
Bl.

D
Dtt

E
F

-400-



which might expand info a (first cycle of o) 
syntactical array determining a rhythm for 
Op. 25, I:

B b \>
b1? b

A C
GftcS
G D

Fj} e 1>
Dit

ctf
D

F C
f Sb

G b 1>
Git A

Git

D ■ C |
C« Dc Dft

B E 
b [? F

A Fit
Fit

Git i:
Gii Dit

A D
Bt Ot 

B C
B

F I:
E F

Dit Fit
D G 
CfiGit 

C A
A

B
Git

B[?
B Fit 
C F 

Ctt E 
D Dt(

Dit D

a1? G
G Ab

f K a
F b1?
E B

Eb
D

cit
cit

B
b \?

D A
k \> a \>

E G 
F Fit

Fit F
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[Hints from tonol-syntoctic music:

1. A sound is hardly ever just one (syntactical) thing

2. A sound is not necessarily (hierarchically) more 
one thing than it is one or more other things,]

[START HERE:]
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MIRAGE III

To be a musical thing is to have a certain sound. Musical 
things, that is, are just insofar as they sound, and have 
no other identity as musical things other than how they 
sound. If two things within a musical composition 
sound different, then, perforce, they are different things. 
Since a piece of music is entirely a sound-object, I cannot 
imagine any other possible criterion for the identity of 
its constituent components, or, naturally, of it as a 
whole. Just as we know the Beethoven Third Symphony 
bv how it sounds, and it is onlv insofar as it sounds 
different from the Fourth Svmphony that it is a different 
piece of music, so also anvthing we identify as a 
palpable constituent subentity of the Beethoven Third 
Symphony is so identifiable by the fact that it sounds 
different from everv other constituent subentitv of the 
Beethoven Third Svmphonv. Now, this observation 
seems to me uncontroversial, and self-evident almost to 
the point that it may seem absurdly naive as a point of 
departure in a purportedly 'serious' musical discourse.

But if I persist in contemplating the matter a little 
further, some peculiar and perhaps paradoxical-seeming 
consequences emerge —or at least they sound peculiar 
and paradoxical when I try to fit them into the familiar

-403-



contexts of musically descriptive discourse. To elicit 
some of these peculiarities, let me back off a notch first 
and state another trite musical homily, which I hope 
will be as innocent and uncontroversial as the last. This 
is the simple thought that a piece of music, unfolding as 
it does over time, has as a critical aspect of its 
identity — that is, of its 'sound ' —the specific and 
palpable chronology of its constituent sounds, so that 
not just its total identity, but the identity of each of its 
constituent moments, is in a state of continuous change 
over the total course of its temporal unfolding. So, too, 
then, a critical determinant, as well as a critical a spec t  of 
how anything within a piece sounds —at its initial 
moment of sounding —is its position within the 
chronology, as perceived. If you are taking in a piece of 
music, your sense of a given moment is inextricably 
involved w ith your sense of where it is in the piece; or 
to put it another way, your sense of being in a particular 
place w ithin a piece is entirely conveyed within how a 
given moment, the transient 'now ', sounds. And you are 
'som ewhere' in a piece just as, w ithout overt conscious 
recall, you are 'som ewhere' in a conversation (or a 
sentence), clearly and determinately in your experience, 
but carried only by the awareness of the transient 'now ' 
of the sound of the moment. Thus every distinguished 
moment within a piece may be said to carry its position 
within the chronology of the piece as a critical 
constituent of its sound, as experienced by an observer if 
s /h e  is even minimally engaged in w hat we would all
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regard as taking in that piece of music, even as an act of 
mental hearing.

Put those two naive observations together, and 
w hat follows is the equally self-evident assertion that 
no two time-distinct events in a piece of music have just 
the same sound. For if they did, they would mean to us 
the same place in the same piece; and since that place is 
time-identified, the events c o u ld n 't^  time-distinct.

Now even at such a naive level, this casts a 
certain doubt on w hat experience I am describing 
whenever I speak of a 'recurrence' of anything within a 
piece — whether an entire 'exposition section' of a 
'sonata', a 'single pitch', or an 'interval'. And even at so 
naive a level, I am moved to take seriously the sense 
that musical description needs to reflect at least the 
grossest feel of actual musical experience, and that to 
capture the feel of a G-EI? tune that repeats a previous 
G-E[? tune I would, if I described it as a G-El>-preceded- 
G-Ek, not be splitting hairs but capturing a particularly 
blatant characteristic of that 'second G-Ek as an 
experienced musical phenomenon.

I don 't intend to allow the uniqueness of sound of 
a musical moment to rest solely on such a gross and 
universal quality as the mere fact of chronology as an 
essential identity-definer. But before I pursue the 
question further let me raise a question that arises 
naturally, and for me importantly, from the preceding.

‘ Jim Randall invented this formulation.
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Namely, why should 1 care so much about the niceties of 
musical description, when what I am interested in 
should be ' music', and music as experienceable directly 
and, by my own claim, exclusively as something that 
sounds in a certain way? The answer is that musical 
description is merely the externalized tip of that 
complex of music-creating mental activity which may 
be described as our internalized music theory, and 
whose operation is what results in musical things 
sounding as they do. The point is, that the experience of 
music is  an activity of individual minds, a learned 
activity, which, having been learned, feels like an 
inborn capacity but which, in fact, may be understood as 
a particular state of conditioning which can be 
transformed by additional conditioning: hence music 
education, which rests on the faith that musical 
capacities can be developed in a determinate direction 
by the performance of mental exercises in conformity 
with specific instructions in descriptive form. So musical 
description, whether purporting to capture an already 
experienced musical event, or to propose the learning of 
new behavior, has at least the potential —and surely the 
exclusive interest —of influencing the development of 
the music-creating capacity. But to transform how oiae 
hears is to tranform w hat one hears as well —to 
transform music itself, or a particular music; and this is 
perhaps less well understood, although every musician 
knows in some form what a different music s /h e  hears 
after immersion and study and ongoing musical 
development from what s /h e  first heard. So description
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may be regarded as musically potent, since it proposes a 
way of hearing something which, heard that way, 
thereby becomes something else. And so it is a two- 
edged sword: insensitive description is not bad because 
it is ineffectual, but because it is negatively effectual.
The trouble is, people can learn to hear w o r e  grossly, 
w o r e  indifferently, than they do without instructive/ 
discursive/critical input, if they subject their intuitive 
conditioning to the instruction of descriptions that 
propose grosser modes of identification than those 
already intuitive (effectively operative though probably 
'subconscious'). Capturing the sense of musical 
experiences deeply and sensitively, then, is not merely a 
challenging verbal-intellectual exercise; it is a powerful 
tool of musical discoverv, of the transformation of 
musical identity, of the possibility of alternative 
identities out of the nominallv 'sam e' sonic data, of, in 
short, the possibility of a world of musical qualities that 
one can invent by inhabiting, and can only inhabit bv 
inventing. Music theorizing, then, engages me deeply 
just insofar as its practice creates in my world distinctive 
music-experiential adventures which would otherwise 
remain unexperienced.

Return to my just-barely-musical G-EI? tune 
following a previous G-E1? tune: to describe the second 
G-Et> as "the same thing again" is to encourage a 
blunted, rather than a sharpened, experienced-music- 
rhythmic phenomenon, creating 'rhythm ' additively 
rather than cumulatively, diverting the faculty of
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musical discrimination away from immersion in the 
'sense' — the 'musical effect' — of a musical idea as it 
unfolds and is received, toward using that faculty as a 
means of data-processing, hearing in — as — categories in 
order to give categorical names to them. I believe, then, 
that even to make such a simple attem pt at finding a 
sensitive grammar and vocabulary for the musical 
description of musical phenom ena as is reflected in a 
phrase like 'a  G-Elj-preceded-G-Ek is to take serious 
advantage of the experiential possibilities of English- 
language theorizing about music on behalf of music 
itself.

To return more fully to the original trajectory: if 
by virtue merely of their chronological character it 
appears that no two musical events can sound alike and 
hence be the same thing, then consider the implications 
for musical description of the equally self-evident fact 
that any music we really take seriously has as its most 
striking characteristic the vivid specialness of each of its 
self-created moments —that's almost an index of musical 
valuation.

And just here arise some of the peculiar 
consequences I spoke of; how, in this light, are we able 
to speak of such things as intervals, as if they were 
things that remained irreducible under whatever 
alchemies of musical composition? W hat exactly are we 
referring to in using names like that? And if the most 
significant identity of a musical entity is how it arises 
uniquely in context, w hat are we learning when we
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learn to perceive such an entity in isolation, in what is 
actually a different and not less specific musical context, 
as if its sound in isolation were duplicated bv its 
appearance in a cumulative, connected chain of musical 
moments?

On the other hand, am I proposing that music is, 
so to speak, autistic? That nothing can be learned of 
musical value apart from the inchoate intuitive 
confrontation with sounded performances? Or that the 
extremitv of individuation of musical events within a 
musical continuitv indicates an anarchic autonomy of 
identity for each thing —are musical things purely, 
merely, Themselves', and merely different from other 
musical things?

Since the last question is the most urgent, let me 
take it up first:

Mere difference, incommensurable and
unconnectable is, perforce, inarticulate: hence it is
equivalent to no difference at all. Clearly the vivid
individuality of those musical events is deeply bound
up with their connectedness, the way a subsequent event
is 'caused' to sound by how it succeeds an antecedent

^  ----------

event. And, taken as wholes, musical episodes ('pieces' 
or whatever) 'single events' at some level; that is, 
what a musical event is is a constantly cumulating thing, 
constantly transforming its identity by subsuming 
previous events into larger events over time. And since 
the identitv of a musical 'whole' is carried at each
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'in ternar moment by its current 'now ', the sound of 
every previous event is part of every subsequent sound- 
moment as well, as that originary sound is in fact 
constantly being transformed as a sound by the sense of 
its cumulative successors.

So how can we grasp the qualities that underlie 
the connectedness of a musical structure? And how can 
we find an intersubjectively communicative way to 
describe moments which we wish to explicate as 
unique?

To answer, let me take up an earlier question 
first, namely: in w hat sense are we able to speak of such 
things as 'intervals', in a musically sensitive way? A first 
answer is the requirem ent that 'music theory' be 
understood as a radically mutable activity, relativized 
to each musical experience by each musical behaver 
according to that person's needs and interests 
(intersubjective sharability of such theory is, though 
likely to be problematic, entirely as imaginable as the 
communication of any individual's thought, and at all 
times is not to be confused with something like 
'intersubjective authority' —a red herring which arises 
as a political rather than a music-intellectual issue). 
Another answer, within the terms of the above, lies in 
the vicinity of something which might be termed 'depth  
of abstraction': finding, within each theorizing moment, 
the 'right' (according to individual musical desiderata) 
distance from 'surface' specifics for formulated 
'universals', so that there is a maximum amount of
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room (between the 'infra' and the 'surface' structure) 
within which to create, compositionallv/ the individual 
identity of the musical event, momentary or 'whole'.

Just consider, in a general way, some of the 
different senses of 'interval' which might come to mind:

chromatic
diatonic
triadic
intertriadic
intercollectional

And —at least in 'tonal' music —intervals function 
simultaneously in two discrete, non-intercommen- 
surable ways: as 'qualities' and as 'metrics' of musical 
space, created by unarticulated qualities which create 
the reference for a subsequent 'filling in' or 'opening 
beyond', an 'enclosed', or 'enclosing', bv the character of 
the subsequent unfolding.

AS:
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FLOAT 3: an on to log ica l flo a t for Mozort p iano sonata  
in A Major, K. 551:

Im ag ine a filter built on para lle l structuring o f intervals on  
distinct cycle-scales; fam iliarly, w ith in the 12-pc world , the  
only exhaustive such cycles are 1/11 and 5/7. Im ag ine a 
music creating rhythms o f pitch-chain extension a long those  
cycles in some com positiona l context (m otiv ic or not):

im ag ine  a phrase centered on a (1 + 2 )+ (2+ 1 ) stacking o f a 
5-p lace segm ent o f an (in te rva l) 5 chain:

D
A

E E 
B

Ft*

and in itia ting w ith  a linear string o f (1 -h2 ) - i- ( 2 - i-1 ) on an 
interval-1 chain:

Ctt D (C tt) E D a  (D) D

( 1+2 ) (2+1)

vo iced :

D (D )
( A )

E E (E E )
A B (D )

( Ftt)

('Measuring ' sound a long chains or locating sounds w ith in  
arrays on to log izes qua lita tive  —  as against quan tita tive — 
rhythms. And—  w ha t happens to 'octaves'? (see be low )):

How does it ge t there?

A possible on togen ic ascension:
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Centers.

Chains.

Spans.

Chains to  measure on.

Centers to  measure on chains 
from .

Centers to  measure on chains to

Chains

of spans

to measure

spans

on.

Extremes, o f spans,
from which com p lem en ta ry

Chains 
the Extremes

w ith in  
as for

extend.

as they can go. are

Centered by

Extremes o f spans
o f which

Chains consist.
m ak ing

Extremes o f spans be tw een
extremes o f chain spans,
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m aking some  
smallest span in the  

crossed-chain  
span chain 
(a lways  

secure in 
te lling w ith in  

from  be tw een).

which is

Center Span 
o f

Span 
or is

Extreme o f half-Span

whose other

Extreme is

one Extreme o f

Span.

Centering a 
Span by a

Chain o f

Spans gives

3 spans (outer. Center, 
ou te r)

o r

2 (ha lf, half);

4 Extremes (outer, inner, inner,
ou ter)

o r
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To w it:

o u t e r  H x t r e m e

(outer, 
Center, outer)

;2 Chains (equa l Spans 
am ong whose  
Extremes ore one  
Center Extreme but 
not the other)

o r

1 (Spans whose Extremes 
include both  
Outer Extremes)

Span

\ o u t e r  I e x t r e m e

chainspan

A

complemen t a rv  
^  ehainspan

-4 1 5 -



cS

[Ft] inner extreme

center span

inner extreme

A

(Question 1: Within this world, ore there ’octaves'?)
(Question 2: is ‘octave equivalence' distinct from 'any- 
interval equivalence'?)
(Possible answers: For a pitch n, an 'octave' ('Q') is the 
space between the sound 0 Is below n and the sound 3 
5s below n; the space between the sound 3 1s higher than 
n and 3 7s lower than n is Q+Q; a n d .... )
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Float 4: Q sort-of-non-octQve-equivQlenf scale float for 
Beethoven Op. l iO:

0 5ths, with 3 5th-connected

offcenter articulators

ore a 3-triod diotonic array,

linked canjunctly on unisons,

hoving 9 ploces

[occupied by 7 

distinct pitches]

aJ a^  ^  ^  ^  ^  ^

3 nnajor 3rds, 4ths aport, linked disjunctly
by semitones,

with 3 4th-related oncenter orticulotors,

are a 

9-place 

major scale:

e I> F G At Bl> C Dt e 1> F

or
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F
£t?
D l;

C
D\>
A\)
G
F F

Dl;
C

A b

G
F
Eb
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m. 2:

So
E\,

7 -
El,

k\>

m ay be heard, w heneve r rhe 9 -p lace scale is in place, 
fo have been hang ing the dom inan t over the  
subdom inan t.

-419-



forM(o music)

Qiticulore 
is incornofe 
form

firigertips 
orficulore voices 
incornofe

orriculore incarnations 
orficulore incornofe 
orficulofions incornofe

voice
forms

fingertip
fingertips

form
voices

D.A.B.
March 1975

Marjorie Tichenor, for whom this text was composed, composed o 
remarkable vocal composition out of her recorded reading of it.
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WHAT LINGERS ON

(, WHEN THE SONG IS ENDED)

Benjamin Borelz

Plato's Theaetetus concerns itself with the theory' o f knowledge. After a 
false start or two, Socrates finallv coaxes out o f fheaetetus a com m itm ent 
to the n o tio n  that knowledge is perception, and then he leads him  
headlong into the radical relativism of Protagoras, encapsulated in the 
fam ous epithet that m an is the measure o f all things. Just at the m om ent 
w hen Theaetetus is fully illum inated  by the lucidity o f Protagoras's 
teachings as Socrates represen ts them , and  has fully realized the 
transcendent truth o f those teachings, Socrates abruptly breaks into the 
tone and focus o f the sm ooth sequence o f plausible argum ents with a 
speech that oozes inexplicable sarcasm:

in the nam e o f the Graces, |h e  says] w hat an almighty 
wise m an Protagoras must have been! He spoke these 
things in a parable to tlie com m on herd, like you and 
me, but told the truth only in secret to his own 
disciples.

Now 1 m ust confess to you that this passage came vividly to my m ind 
w hen Gerald Warfield first invited me to speak to you today, with the 
exhortation that 1 elucidate som e o f the ideas in a prose work o f m ine 
called Meru-V(7n(jn't)M5. Naturally, I was puzzled by the question how to 
explicate that which appeared to nte so blatantly self-evident, and even 
m ore by the question why anyone w ho needed me to w ould want me 
to. And it occurred to me that perhaps, Protagoraswise,! may have seemed 
to be concealing lean wolves o f lucid truth w ithin volum inous wrappings 
o f woolly rhetoric. Let me assure you, therefore, that the appearance of 
confusion w ithout always lucidly conveys the truth, nam ely the reality 
o f confusion  w ith in . A lot o f peop le  like to quo te  E. M. Forster's 
all-purpose dictum, that he couldn 't know w hat he m eant until he read 
w hat he'd written. But neither Forster nor his quoters ever tell you what 
to do if you still don 't know w hat you m eant after you read w hat you've 
written. Liszt just played his piece again w hen som eone asked him  to 
explain it. Maybe the person w ho's arrived at a particular form for his
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ideas is a dangerous choice anyway, as helpful guide toward clarification 
o f his own text: returning to the scene o f the crime may just stim ulate 
h im  to  rec o m m it it, p e rh ap s  even w ith  cu m u la tiv e  energy  and  
excruciating new refinem ents enabled by relentless intervening practice.
1 have been practicing, and I shall proceed.

However personal and paranoid  my reading o f that speech o f Socrates 
may be, it produces an extraordinary effect on my experience o f the whole 
passage that precedes it, tlirough w hich Socrates is leading Theaetetus 
down, as 1 suddenly perceive it, a garden path  o f plausible fallacies. As I 
suddenly  perceive it; not henceforth, w henever I read th rough  th a t 
preceding passage itself, bu t suddenly, as Socrates utters his enigmatic 
declaration, throw ing w hat is surely one o f the first m ajor-league curves 
in recorded history. For if I am  reading Plato, I had better be reading 
each o f die steps o f the preceding argum ent as carrying, w ithin the context 
o f the  dialectic structure, flawless conviction; and only at the m om ent o f 
Socrates' utterance should I perceive that those arguments may have been 
framed to harbor die fuel for their own conflagration, and that the simple 
persuasiveness o f Socrates' tone has masked contem ptuous ridicule. Did 
he n o t earlier say o f Protagoras, "A wise m an is no t likely to talk nonsense. 
Let us try to understand him ." W hen he says that, he might be being 
quite sincere; now, at the m om ent o f his later exclamation, he m ust 
have been being heavily ironic. And similarly, for every step o f this 
dialogue, we w ould arrive at an inadequate reading wherever we w ould 
freeze any po in ts arrived at in the argum ent: for no t only does the 
Theaetetus w ind up in confusion and uncertainty, b u t its character is that 
o f a process: a rhythm ic structure o f thought, whose com ponents are 
thoughts—but thoughts which, as com ponents o f that structure, acquire 
progressively distinct identities and hence becom e progressively distinct 
thoughts, retroactively, as the dialogue unfolds. To data-process each 
thought as it arises by recording it on a scoreboard o f philosophical 
points made, and then to proceed w ith a clean perceptual slate back 
into the fray to ferret ou t the next winner, is to read an anthology of 
frozen points, but n o t to read the Theaetetus.

Now suppose I emerge from the process o f my own thought o f which 
the above rem arks m ight be a portrait, w ith  a m ental image o f the 
character—call it the rhythm—o f th a t passage o f the Theaetetus: crudely, 
a trajectory o f growing conviction derailed by a devastating wisecrack. 
Now I plow that m ental image back into a close reading of the appropriate 
pages o f print, and  there emerges w ith in  my m ental landscape the 
determ inate feel o f a unique, transform ed text, as received print is filtered 
through the filtering image 1 had adopted. And as that text is m ade to be 
w hat it now  is by being so filtered, it in turn uniquely transform s w hat 
that m ental image was, emerging bonded  in w hat I w ant to call a semantic 
fusion.
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While I'm finding nam es to call things, let me call the filter 1 used in 
reading my passage, my m ental configuration, a theoiy of reading. That's 
w hat I'm calling my m ental configuration, please note, not my verbal 
portrait o f it. As I read, that theory interacts determ inately with the 
received prim  so that the text acquires properties as a text, uniquely 
traceable to its being read in a certain way. My theoiy' of reading, therefore, 
is w hat I want to call that is, it \sn'\. descriptive or expLuuitoiy oi
anything; w hat it does is ascribe properties to and thereby determ ine 
w hat there is. And if my verbal portrait o f that theoiy were a bit more 
refined, it would m ention that some com ponents o f my mental landscape 
are slots for entities that m ight be called "siretches-of-priiu-received 
-as-thought" slots, in a landscape o f such slots which m ight be called a 
"thought-slots-in-an-array-configured-by-logical-connections" landscape, 
rh is m ental landscape w ould continually  expand to accom m odate 
subsequent thought-slots in further logical connections, asserted or 
implied by the items of the print-text. At the m om ent ofvSocraies' sarcasm, 
the whole array might suddenly reduplicate into two configurations, one 
de te rm ined  b \’ ironicallv  constructed , the o th er bv non-iron icallv  
constructed, logical connections.

Such an arrav, m inim allv here described, 1 would want to call the 
sytUdx ol my reading. It contains, for any given text-m om ent, the things 
that textual things can be; those things being am plified at eveiy stage by 
the things that the textual things actually emerge as being. And the 
p ro d u ct o f ongo ing  sem antic  fusion, the chronolog ically  ordered 
emergence of the identities o f textual things into som e cum ulative thing 
which is the iden tiivof the text, is what 1 want to call the rhvilwiicsiritctwv,

A  t

or simply ihe stnictiire, of the passage o f tlie Theiietetus witliin that reading.

'I'he words I have iust read to you I want to call a dcscripiio)} o f the 
ihcoiy of reading; as such, they are also a text, semantically fusing with 
the theorv' o f reading, ultimately semantically fusing with the theoiy-texl 
sem an tic  fu sion , and  thereby  b e in g  u n iq u e ly  tran sfo rm ed  as a 
determ inate-feeling entity w ithin the reading.

If 1 had gone to a different stretch o f prim  with the same mental 
configuration induced by the sam e descriptive text—say, even, to a 
different translation ol the Theiieletu>—the memo! configuration that 
would have emerged in the resultant sem antic fusion would have had a 
different determ inate feel; that is, in that o ther reading it would have 
become, retroactively, a different mental configuration; and so would 
the descriptive text emerge as a determ inately different descripti\ e-textual 
entity.

So a given theory' o f reading could never be the same theoiy o f reading 
for different print-texts. And now, let me call my theoiy o f reading an 
All-Plato-theor\'-of-reading. And 1 want to use the same descriptive text
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for reading several different works o f Plato. At the critical m om ent, of 
course, they become different theories and different descriptive texts as 
soon as they are semantically fused with a print-text in a given reading. 
A single theory of all Plato-reading is, thereby, unavailable; at most, what 
1 m ight be able to believe in is a theory o f  ̂ tny-Plato reading; under such 
a theory, upon each successive dialogue-reading, the different theory/ 
descriptive-text co m p o n en ts  o f  the resu ltan t sem antic  fusions are 
nevertheless perceived as m etaphors for one another, inter-resonating 
to m utual effect. Thus, as applied to two different dialogues, a given 
background theory becomes two distinct theories whose m etaposition 
relative to one another is d iat o f analogy rather than that o f identity.

A key com ponent o f the process I am describing is clearly the translation 
tiiat takes place from the entities o f the descriptive text into entities of 
the fu n c tio n a l tiieory, the  a ttr ib u tin g  m en tal co n fig u ra tio n . The 
anticipation of som e given translation will obviously guide the shaping 
o f the descriptive text itself W hether it takes a verbal, symbolic, or graphic 
form, the choice is part o f an activity o f imaginative com position, the 
m ore precisely achieved the m ore de te rm inate ly  suggestive o f an 
appropriately shaped m ental configuration. Thus the novelist's overtly 
m etaphorical m ethod may be m ore precise than the logician's; since the 
novelist m ight attem pt to create a parallel structure to the sense o f a 
m ental configuration, as a fused image, where the logician proffers a 
box full o f parts and a radically paniculahzed set o f instructions for 
re-assembly. The logician refers to extensions, the novelist to intensions: 
one no less inscrutably than the other, as we know from Q uine—since 
n e ith e r  o b jec ts  n o r co n cep ts  can be referred  to w ith  cogn itive  
transparency. I ’he Theaetetus itself after all, is both dram atic text, and— 
in an overlapping world—descriptive text; whether it may serve as a model 
1 leave as a discover\' o f future lection.

O ne thing I realize about this picture o f a theory o f reading is how 
radically the cognitive acti\ity  it describes diverges from the activity of 
explanatory^ linguistics. For out o f it, the world o f Platonic dialogues 
appears, m ost favorably, no t as an aggregate world, bu t as an aggregate 
o f worlds; each possible as a distinct, semantically fused product o f a 
"single" any-dialogue reading theory^ but m utually incom patible in that 
all the things there are in one dialogue are ontologically nonexistent for 
any other. And it seems tliat sheer ontological creativity is the desideratum 
of all readings; the m ultiplication o f ways for things to be distinct, and 
the  m ax im iza tion  o f  th e ir  d is tin c tn ess  bŷ  co m p o sin g  them  in to  
successions in which they acquire unique colorations. Such ontological 
prodigality is painful and exceptional for the explanator)^ linguist; he 
wishes to learn if possible how  new entities are really old ones, and the 
individual utterance is specifically valued by him insofar as it can be 
reliably regarded as instantiating a class o f phenom ena or objects. But
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the qualification o f the indiviclua! is the devolution po in t o f all reading, 
for w hose sake alone the class generality—all the way ou t to the class 
"Plato-dialogue texts" itself—is reified. The linguist, in short, wishes to 
m ake it unnecessary to know each in order to know all. The reader 
attem pts to m ake it impossible, at least for himself, to know  all w ithout 
know ing each.

So extreme is the notion  o f ontological creativity that my theory of 
reading applies to Plato that virtually eveiy thought-expression becomes 
a d istinct entity, com m ensurab le  and connectib le  via a syntactical 
netw ork w ith each o ther thought-expression w ith in  a dialogue, but 
functionally  o u t o f range o f the thought-expressions in any o ther 
dialogue. Verbal language, however, has referents that, however grossly 
and obscurely, rem ain fixed to a certain degree. So the pieces o f language 
that convey thoughts may still be referenced to a m aster language—say, 
Greek—and have, in different appearances, som e overlap am ong their 
extensions. But w hat if there were no properties attributable to a piece 
o f language outside o f its phenom enal characteristics—say, its sound. In 
such a case, our theoiy^ o f reading w ould determ ine even m ore deeply 
the identity of each textual entity: if to be a particular textual entity were, 
purely and simply, to have a particular sound, then the attribution  of 
syntactical locations w ould determ ine everv'thing about each such entity. 
In such a w orld—perhaps nearer to the world o f Mozart than that of 
Plato—the ongoing retroactive transform ation o f things is even more 
extreme, since no properties o f anything rem ain fixed by the operation 
o f anything external to the context. If we speak o f identities, then, w ithin 
a musical text, we m ust be adopting descriptive-text language that is not 
especially  he lp fu l to the  ad eq u a te  fo rm a tio n  o f m u sica l-m en ta l 
configurations that elicit the deepest singularities o f musical structures. 
If a thing has identity by virtue of its sound, then, since its sound is 
constantly being transform ed by w hat succeeds it, how can anything 
repeat it, unless it undergoes exactly the same antecedent and subsequent 
history— in which case it w ould have to be in the same place in the same 
piece. So the that tops the first chord o f the Mozart A-Major Sonata 
w ith Variations is, first, an unprecedented C}}, that becomes, as the tune 
unfolds,

A d-succeeded Cft, that becomes

A d-Cj?-succeeded Ctj.

And the second Cj! in that tunc is, o f course, a Cjj-d-preceded CfJ; that is, 
a pitch w hose identity  a pitch is quite distinct from that o f the 
d-Cjj-succeeded Cj} which, unprecedented, started the tune going. And— 
generally—since to be in a given place in a given chronolog)^ is to have a

This formulation was invented bv lim Randall
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unique sound, and since to have a unique sound is to  be a un ique thing, 
we may truly suppose that no  two musical entities can be alike, that 
musical qualities, as elicited by attribution, are all ontologically distinct, 
rather than  repeatable. W ithin  a piece, however, the history o f every 
distinct thing is ultim ately its absorption as a com ponent o f a com plex 
th ing—ultim ately the w hole piece, whose sound  is then  the cumulative 
so u n d  o f the  cum ulative  ch rono logy  o f  its co m p o n en ts . But the  
retroaction o f musical things on each other is no t merely replacem ent 
by different th ings—the S3mtactical landscape is at all times connected, 
and ordered by the uniform  projection o f quantized qualities; so that 
everything possib le w ith in  a m usical landscape at any m o m en t is 
commensurable with everything else. For it is only by a connected retroaction 
that grouping w ould take place—otherwise the only two entity-levels in 
a piece o f music w ould be the atom ic single attack and the aggregate 
w hole piece. Thus a pitch is the lowest note o f an ascending line by 
virtue of events subsequent to its m om ent o f sounding as first the lowest, 
then  the second lowest, then the th ird  lowest, and so forth, o f a group 
which ultim ately becom es articulate as such only because o f its isolation 
by at least one event subsequent to all o f it. So being higher or lower and 
being a certain m easurable am ount higher or lower is a quality o f distinct 
things in which they are com m ensurable, and yet is at the same tim e the 
very m edium  through w hich their distinctness is realized, and through 
which it becom es musically particular—that is, is given its distinctive 
sound.

Thus there is a particular kind o f com m ensuration in w hich distinct 
th ings are heard , reso n a tin g  relative to each other, as exh ib iting  
parallelisms, analogous characteristics—these being discovered, as always, 
by acts o f creative attribution, radier than  being qualities that inhere in 
the data. Since these distinct things m ust occur in chronological order, 
the attribution o f analogy, or parallelism, am ounts to the creation o f a 
retroactive illusion  th a t a fused m usical event (fused at its tim e o f 
a p p e a ra n c e , o r  by  s u b s e q u e n t  re tro a c tio n )  a c tu a lly  h a rb o re d  
distinguishable parts, com posed o f repeatable qualities. Since two things 
in two different chronological positions m ust be altogether distinct in 
sound, the sharing o f aspects is in fact m etaphorical, a particular way of 
attributing resonance to each at a given chronological juncture; and since 
tim e-position is an unsharable aspect, even metaphorically, all degrees 
o f parallelism  up to one-to-one repetition are, even metaphorically, only 
partial. This discovery by subsequent events o f the possession o f sharable 
aspects, or discernible parts, o f previous events, I w ant to call retrieval. 
W hatever we call "motivic", then, or "referential", is just a retrievable 
aspect o f som ething that is in the course o f events retrieved. And our 
entire theoretical vocabulary o f repeatable musical identities proves, in 
th e  long  run, m erely  to  be a set o f frozen  nam es for liquescen t
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awarenesses: "pitch identity", no less than "octave ecinivalence" must be 
perceived as an activity o f auditory structuring in parallel, in a given 
piece-time perspective. True identity is reserved, as always, for the only 
repeatable quality in music: being in the sam e place in the same piece.

In the biography o f my mental-syntactical landscape, the m om ent of 
sem antic fusion o f a given syntactical slot with a bit o f text reconstaicts 
the landscape itself as well, so that the slot occupied by the first Cjt o f 
my Mozart example cannot be the slot as that occupied by the 
second; rather, they arc analogically aligned. The warping o f the landscape 
to such an alignm ent may be considered the com m on denom inato r of 
the introspectivcly obseived music-structuring activities loosely referrable 
to as pitch equivalencing, octave equivalencing, c\r\\c  equivalencing, or 
any pitch analogizing that becomes a salient aspect o f sound-creation 
w ithin a piece-hearing.

hven m ore generally, retrieval is understandable as any retroactive 
alignm ent, or overlay, o f a subsequen t on a previous event, where 
conditions o f both events are uniquely elicited. 'Unis som ething which 
was in its lime a fused unity, turns out to have had a separable durational 
aspect, a separab le  in tervallic  aspect, a separab le  p itch  aspect, a 
m ultivalent pitch-syntactic position, or a separable limbral aspect, the 
discover)’ o f w hich produces new d im ensionalities out o f form erly 
univocal slots; such are the s\'niaciical overlays, overlaying distinct 
dim ensions and hence rc/nvicuTc/)'creating distinct slots for each of those 
dim ensions in the previous tim e at the present time.

LInlike Plato's Theaetetus, Don M artino's Trio proceeds from start to 
finish w ithout tearing itself up as it goes. But it nevertheless manages, 
right at the start, a stunning bit of retroactive reconstruction. As it starts, 
it just lays out two hexachords, inteiwallicalh' isom orphic, pitch-class 
com plem entaiy, with a specially sensitive registration, and with two 
d iffe ren t irichorda! p artition ings, tem pora lly  articu la ted . But the 
trichord-shapes tem porally articulated in the first hexachordal phrase 
are parallelled, in a new relative rhythm, and tem porally overlapping 
counterpoint, in the second; while the tem porally articulated trichords 
o f the second can be heard retroactively resonating a parallel cross-rlm hm  
across the first, just at the lime of the second. By cum ulating rather than 
replacing the m ental landscape for the passage, ! experience a potent 
structural m eaning for the presence o f a group o f two hexachordal 
phrases, tem porally adjacent as they are, beyond the mere addition of 
one to the next, oreven the continuation o f the first in the second. W hat 
I hear is the transform ation o f each bv the other, and hence a rhvthmic 
transform ation o f the entire level o f resonance w ithin the piece, the 
escalation of an act o f listening onto a plane o f sonic imager)^ that recalls.

- 427 -



ai last, som ething o f w hat it was about music that had placed it in my 
world at, or near, or even above, that place inhabited by the shades— 
and the Graces—of Plato.

Thus I share in inaugurating this forum  for descriptive texts about 
music theories. 1 do so witli m uch gratitude, in that there is music just to 
the extent that, and in the sense that, there is music theory; and with 
deep concern, in that there is music theory only to the extent that, and 
in the sense that, there is music.

(For the inauguration of the National Conference on Music Theor)> meeting jointly 
with the American Society of University Composers, Boston, Februar}' 29, 1976)
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MUSICAL COSMOLOGY

B en jam in  B oretz

I-or th e  Physics Sect ion  o f  ilie A m er ican  Asso( ia t ion  for the  A d v a n c e m e n t  of 
Science, Boston ,  2 / 1 9 / 7 6 .

Thai 1 dedicalc this c')ccasion io the memory of Werner 1 leisenberg would 
p e rh a p s  be p re s u m p tu o u s  — tlio u g h  you m ay a lre a d \' id en tify  
presum ptuousness as virtually the occupational disease, if not indeed 
the ver>' occupation, of an artist—had I not, in contem plating Mr. Rolf 
Sinclair's original invitation, thought immediately ol I leisenberg's efforts 
to understand the m utual significance of m odern scientific and m odern 
artistic though t, fha t this effort was in particu lar o rien ted  toward 
developm ents in physics, on the one side, and music, on the other, made 
it especially attractive for this occasion in particular, as a potential bridging 
m edium  across that gulf of m utual oblivion which, in the sheer mental 
and physical geography of our respective working lives, tends to dissociate 
our activities and to deprive us, at least overtly, o f ilie cross-fertilizing 
benefices o f m utual awareness and dialectic encounter. So it is the 
intrinsicalh' happ>’ appropriateness to our m eeting of the invocation of 
Heisenberg's work that moves me to note also the gratuitously sad 
appropriateness to it of the invocation o f his m em op'.

Scientists and musicians: we see each other so little that, when we 
meet, our natural first eagerness is to reassure each other that, really, 
we're doing the same tiling. Music, after all, was "scientific", courtesy of 
Pythagoras, when science, courtesy of sutii as I leraditus and Parmenides, 
was pretty fanciful: read, "artistic". And music was solidly contained 
w ithin the Medieval Quadrivium , while the work of I le lm ho lt/ in the 
nineteenth and Olson and others in the twentieth centuiy seem to keep 
a lively connection going at least between itie ostensible subject m atter 
o f physical acoustics and  that o f m usic theory. I he d iscourse of 
speedreaders and quick thinkers, moreover, is full o f facile imageiy 
assuring us for the assuaging o f God knows what spiritual anxieties that 
art is no less scientific than science is creative. But the com forts of 
com m unal indiscernibilii>’, of the neutralization of the sharp particularity 
o f distinct ideas, phenom ena, things or persons—of the erosion, that is.
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of the very distinctions that particularize and give vivid identity to w hat 
there is—are not only denied us both by virtue o f our chosen m ental 
occupations but are, insofar as we take them  seriously, subversive to the 
very extra- and inter-professional understanding they are presum ably 
prom ulgated to prom ote.

Such intellectual im m unity to being hom ogenized is, perhaps, w hat 
we do principally , if  n o t exclusively, share. But even if we w ere 
constitutionally able to keep it down, we w ould have no need to digest 
such conceptual blandness as a basis for our m utual identification and 
awareness. For the com m on cognitive languages in which we speak and 
symbolize are, alone, all we need to guarantee tlie possibility o f cognitive 
intercom m unication, insofar as those languages are w hat we all depart 
from com m only into our increasingly esoteric conceptual worlds; insofar 
as, too, our own specialized obseivation languages, so rem ote from the 
observation  languages o f the  u n in itia ted , are still on ly  particu lar 
developm ents o f those com m on languages, which are still, even am ong 
our own co-workers, the underlying couit o f appeal for any claim of 
intersubjective cognitivity, and, indeed, are still the functional delimiters 
o f our capacity to freely conceptualize and invent; and, again, insofar as 
o u r creations and  subjects are in fact in som e sign ifican t degree 
determ inate. And w hen the claim is made, as Heisenberg, along w ith 
such contem porary philosophers as Carnap, Reichenbach, and Quine, 
has m ade it, that the referential structure, and hence the m eaning and 
significance, o f o u r co m m on  languages have been  fu n d am en ta lly  
transform ed by the em ergent creations o f m odern scientific theory, just 
as w hen an analogous claim is m ade on behalf o f contem porary musical 
thought, it is still only by a retrograde path along the sam e linguistic 
chain  th a t such claim s can be im agined. And since the linguistic 
landscape, however ordered, is Oat and indifferent as to direction o f flow, 
the variant revisions o f concept and object that emerge w ithin different 
esoteric pockets such as science and art may flow out n o t only to the 
com m on language, bu t through it to the bowels o f any distinct other 
esoteric pocket as well. So, while the way into, the way out of, and the 
way across specialized conceptual com m unities are not directionally the 
same, whatever Heraclitus w ould have had us think, they are nonetheless 
functionally interdependent. Hence, w hen scientists and m usicians do 
meet, rather than celebrating the trivial fact o f our com m on-cultural 
hum anity  as perceived through our com m on logic and our com m on 
languages, we m ight better be concerned to use those as the m edia 
through which to elicit and articulate our divergent departures therefrom, 
offering to each other glimpses both  o f the worlds our own work enables 
us to view, and o f the world-views that are shaped thereby, such that 
each o f us may at least share that world which includes the others, and 
perhaps also that we may enlarge the vision o f eacla o f our own specialized
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worlds by conceiving them  com patibly contained w ithin a larger world 
including both.

'I'he world, or worlds, that the m usician's work enables him  to glimpse 
are w hat 1 have dared to refer to in the presum ptuous language o f my 
title. As I hope you will see, it is an Argus-like glimpse that I am  proposing, 
alternating or merging views from a myriad o f perspectives; for even 
grossly, I am im agining my perspective bifocally onto  the worlds that 
are musical things, and out from them  to the world as it appears from 
the perspective o f a habitual obseiver o f the worlds that are musical 
things. Now I do not know the translation value for your world o f w hat 
there is in mine: that is, o f w hat there is in the world o f music, what 
there is in the world as music m ight make it appear, and w hat there is in 
your world as it appears from the perspective o f the world as music makes 
it appear. But I offer for your contem plation som e o f the features o f the 
m usic-cosm ological landscape, that is, o f som e o f the rem arkable 
ontological peculiarities o f the musical cosmos, as they appear to one 
engaged musician.

Now if, in the sequel, I use the heuristic device o f contrasting musical 
w ith scientific matters, that is to be understood entirely in the light, if 
light it be, o f the foregoing. I have no wish, even less any hope, o f attaining 
to an unidiosvncratic characterization o f scientific matters, from vour 
po in t o f view. No hope, for obvious reasons; no wish, because I believe 
that the \dew 1 afford you o f a m usician's world and world-view might 
include, even as perhaps its m ost revealing aspect for you, how your 
world looks from w ithin it. So it is that whicli I believe I am conveying 
w hen 1, rather than you, speak o f science, iust as it is the com plem entary 
view w hich I discern in the w ritings o f Heisenberg, or C arnap, or 
Meimholtz, when they, rather than I, speak of music.

Scientific thought, as I suppose it, consists in the construction of 
theories of which some portions or all of the observ'able world are models, 
in whatever inferentially extended sense o f "observable". Experimental 
science seem s to arrange linkages am ong  d istinct p o rtio n s o f the 
obserwable world so that obser\'able events, in the narrower sense, at 
som e given node o f such a system, are regarded as determ inate data, 
relative to specific scales o f quantization, concerning the behavior of 
entities o f a specific nature as they are defined w ithin a specific theory. 
O ne world only is the apparent universe o f all, as well as each, scientific 
theory, and each tenable scientific theor\' is in principle, as 1 understand 
it, supposed to be com patible, co-tenable, and indeed co-effective with 
each other theory conceded to be tenable at a given science-historical 
juncture. 1 perceive 1 leisenberg in this spirit w hen he speaks o f scientific 
idealization as a way o f "understanding the colorful m ultiplicity  o f
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phenom ena ... by recognizing in them  unitary  principles o f form ." 
Elsewhere, he specifies as conditions for theoretical tenability the "crucial 
precondition for any usable scientific theory that it should subsequently 
stand up to empirical testing and rational analysis... there is an inexorable 
and irrevocable criterion o f value [in science] that no piece of w ork can 
evade." Ontological creativity in science is, as Heisenberg points out, 
entirely the outcom e o f the painful struggle w ith empirical anom aly 
arising w ith in  the confines o f existing theoretical-experim ental systems; 
H ow  does one make a revolution? he asks, and answers: By trying to 
change as little as possible.

Now a good way to elicit the peculiarities o f musical things is to notice 
the oddly inscrutable results yielded by the effort to sustain this scientific 
perspective in the observation o f musical phenom ena, which Heisenberg 
attempts to do. For example, in tracing the history o f abstraction in science 
and in art, Heisenberg is able to suppose that degree o f abstractness is a 
possible relative attribute o f musical com positions: witness his rem ark 
that "Genuinely abstract art has existed ... as in Bach's Art of Fugue. " To a 
musician, it seems obscure under w hat no tion  o f abstraction such an 
observation can have been made. There is, so far as I can perceive, no 
relative w ant o f concreteness in the musical entities that constitute the 
work in question: 1 do no t hear them  as classes, generalizations, concepts, 
or covering laws, b u t as determ inate phenom enal particulars, nor do 1 
find those entities especially indiscernible as particulars relative to other 
particulars, either w ith in  the Art o f Fugue, or in other, distinct, musical 
com positions. Indeed, 1 can scarcely im agine how  to take in any given 
sounding musical event as m ore "theoretical" in its sound than any other, 
any m ore than  I can im agine that the contents o f the heavens are m ore 
abstract th an  the con ten ts o f m y lunch  pail, w hatever the relative 
abstractness o f the astronom ical and gastronom ical sciences. And if 
"abstraction" refers, in Heisenberg's use o f it relative to Bach, to some 
other class o f attributes than those com prehended under the familiar 
relational sense o f the term, say, the attribute o f being referred to as 
abstract in the p o p u lar prin t, or the  attribu te  o f being com plex or 
relatively inward, in that salient attributes o f particularity are relatively 
less blazoned on tlie im m ediate surface, relatively less accessible by virtue 
o f im m ediate association w ith extramusical things, and relatively more 
w h o lly  d isc e rn ib le  o n ly  as th e  p ro d u c t o f  m in u te ly  c o n to u re d  
configurations in context, then the word abstraction as so applied is a 
mere hom onym  of som e other word, an epithet rather than  a term.

W hat I discern as the origins o f this adm ittedly rather innocuous 
confusion are at least two problem s o f context: first is the question, to 
which I alluded earlier, o f the referential dom ain, the cosmos, being 
referred to in observations abou t som ething called "music". This we may 
speak o f as the question w hat is the object o f  focus in speaking o f music.
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Second is the question what aspect o f the content, or wliat content within 
a given system o f activity, or obser\^itional complex, is to be regarded as 
the significant distinguishing characteristic o f the individual enteiprise 
or class o f enterprises under scrutiny. I'htis you m ight find it odd if 
som eone m entioned as a salient attribute o f Heisenberg's Uncertainty 
Principle that the brow of Albert IZinstein tended to furrow whenever it 
was m entioned. This question we may speak of as the question o f direawn 
o f  focus. O f our two questions, the second is probably the m ore telling 
in distinguishing the character o f musical from that o f scientific activity. 
But since the question o f direction is perhaps subtler and m ore elusive 
than, as well as dependent on, the question o f obiect, it is the latter 
which I will now consider.

1 rem arked earlier that an adequate view of what is referred to by talk 
of music would require an Argusdike multiplicity o f distinct obseivational 
perspectives. 1 should have m entioned that what is also required is a 
Cyclopean integrity w ithin each focus: the creature that knows them  all 
together m ust also know them each as univocally distinct. Music is, then, 
som etim es the aggregate o f musical objects, in which case talk about it 
is about iiU works o f m usic sim ultaneoush '. Or, m usic is w hatever 
distinguishes anything as music, in which case talk about it is about any 
work o f music, equally, but not m ore than t>ne simultaneously. Or music 
is the historicallv ordered set o f musical works, in which case talk about 
music sorts all works of music into proper subsets, with whatever account 
o f the consequentiality  and character o f the succession o f subclass 
characteristics. Or music may be the nam e for miisikieruny*, music-making, 
the activity o f com posing, or percei\ing, or perform ing, or tiieorizing, 
or analyzing. I'he problem s that arise in confusing these dom ains are 
obvious w hen we consider ano ther remark of Heisenberg, where he 
su p p o ses  th a t he finds m usic  in a c o n d itio n  like th a t of early  
twentieth-centuix' physics, confronting "the helplessness when faced with 
the question  o f what to do about the bew ildering phenom ena, the 
lam en tin g  over lost connections, w hich still co n tin u e  to look so 
convincing ..." and so forth. Ntnv w hat he is rem arking on is, in tact, a 
condition that m a\’ have been true o f persons attem pting to com pose 
and perceive music, and, thus, a true condition of thought idwiit music. 
But it is scarcely scruiable as even a possible condition o f any mtisical 
com position or group thereof, that is, it is merely incoherent as a report 
o f thought within music. Since thought witliin music is onl\' discernible 
by virtue o f the successful projection of specific attributes, or images, 
there can only be "bewildering phenom ena" in one o f only two senses; 
phenom ena which have a determ inate feel, hence a distinct identity, but 
cannot be characterized by any extension of existing descriptive resources. 
Or, phenom ena which appear to purport to be musical, but cannot be 
so received, and  hence are received as noise. In b o th  cases, the
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indeterminacy is not of the phenomena but of the theory. "The theory", 
too, is two distinct theories: the first of which we may call the descriptive 
theory, the second the attributive. And the fact is, that the crisis in music 
which people talk about as having occurred at the end of the nineteenth 
century may be understood as the moment when the inadequacies of 
existing descriptive theory were brutally exposed by the faltering of 
available attributive theory: composers like Schoenberg were finding it 
difficult to proceed beyond brief passages, or to proceed coherently from 
any work to a successor. The relativity of musical systems which emerged 
as the solution to the crisis was not only, nor even primarily, a revolution 
in composition, or in the theory of contemporary music, but was in fact 
a revolution in the theory of musical foundations, the any-musical theory 
to which 1 referred earlier. By having to understand their own music, 
both descriptively and attributively, musicians of Schoenberg's generation 
and the next were forced to understand the nature of musical systems, 
beyond the attributes of particular systems, and thus to become able to 
perceive any given system not as a musical universal but as a musical 
choice.

Following on their work, some more recent musical thinkers, myself 
among them, were able to observe that in fact each musical entity could 
be understood to create its own system, rather than merely instantiating 
it. That is, that from any work, given only a large enough any-musical 
theory to begin with, the particular lexical and grammatical background 
for that work could be inferred from the theoretically interpreted 
perceptual characteristics of the data alone, without the intervention of 
assumed conventions; the significant compositional and experiential 
consequences of this are among the subjects of my long essay called 
Meta-Variations. But still further, it appeared from the confluence of both 
systematic relativism and ontological creativity that the variable ontology 
emergent from within different systems was not restriaed to distinct 
works; that in fact, a system was a mode of cognition rather than an 
invariant attribute of data-complexes, and that hence, music theory was 
ipso facto creative, and that the effeaive result of musical description 
was the determinate transformation of what was experienced.

But to be a specific musical entity is to have a determinate feel—that 
is, to be perceived as having a sound distinct from tliat of every other 
musical entity. Musical things are thus truly phenomenal things, not 
only because, as we have observed, what musical thing something is is 
variable relative to an attributive theory, but because it is that thing only 
as perceived, and—even further—may be experienced fully as a determinate 
feel without being sensorily perceived: as, that is, thought, without the 
intervention of any physically measurable atmospheric perturbations in 
the receptive environment of any sense organs. This notion of determinate 
feels, then, may be an essential extension of our epistemology: for
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however mentalistic, determ inate feels are as intersubjeciive as thoughts, 
correlating in no uncertain or indeterm inate way with perceivablcs.

Here arises still a m ore peculiar ontological observation: consider the 
sound o f a given musical m om ent, say the lowest pitch o f a line of 
ascending pitches. Cdearly, to be the lowest note o f that particular 
ascending line o f pitches is a salient aspect o f m usical th inghood , 
according to my earlier remarks. But the question arises: when is that 
pitch the lowest note o f that ascending line;’ Obviously, it is dependent 
on both antecedent and subsequent events to acquire such a character: 
the pitch preceding it m ust not have pre-em pted its lovvest-ness, and the 
pitches following must follow in a certain relative height, such that the 
"ascending line" as a whole is entified by the obser\Mtion of at least one 
pitch suhsc(/ncnl to its com pletion, when a "change o f direction" isolates 
it as a specific string. So c/ire/io/t\^')' becomes an aspect o f iJendiy w ithin 
a musical structure. A datum  sounds a certain wav at its m om ent of 
assertion, by virtue o f its predecessors, then becomes a progressively 
distinct entitv bv virtue o f its successors: it sounds dilferent first as the 
lowest o f two, then o f three, then o f four, then o f five successive notes— 
and to sound different is, as we have noted, to he different. The sound of 
a m usical w ork is then  the cum ulative  so u n d  of the cum idative  
chronolog}^ o f its com ponents. And since to be in a given place in a 
given chronolog}’ is to have a unique sound, and since to have a unique 
sound is to be a unique thing, we may truly suppose that no two musical 
entities can be alike, that musical qualities, as elicited by attribution 
through a com m on theory', are all ontologically distinct, rather than 
repeatable in the sense ol qualia.

But if musical qualities w ithin a piece are non-repeatable because of 
ch rono log ica l dependency, are m usical co m p o sitio n s  them selves 
non-repeatab le—or, in o th er words, have I com m itted  m yself to a 
reductio ad absurdum  of particularism  on top of m\' im m inent peril of 
solipsism? Vhe answer, 1 liasten to assure you, is n o — Beethoven's fifth 
surAuves intact, and 1 am as relieved as you arc to know it. But it does so 
only by a further ontological twist, this lime in the character of musical 
time. For the significant chronolog\' w ithin which musical entities arise 
is w ithin a piece, not, I believe, w ithin pieces. That is, a musical entity is 
p iece -tim e , b u t n o t w o rld - tim e , d e p e n d e n t. P iece-tim e , like 
piece-pilch-position, is a location w ithin a m ental landscape, and has a 
repeatable determ inate feel in auditory' or thought-experience, lust like 
a particular juncture in a conversation, carried only by a mental act of 
bounding, the feel o f such a m om ent o f piece-time, outside o f the 
determ inate feel o f a given place in a chronology, may be evoked even in 
the absence o f the rest o f the chronology on any given occasion: this 
happens whenever 1 write the next note of a piece, knowing just where 1 
am in the time-structure, w ithout re-reading all previous notes; and it
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happened to me last week w hen I turned on the radio, heard one C-major
chord, and unhesitatingly perceived it as the last sound o f the Beethoven
Coriolan Overture—correctly, as it turned out, but, as you may by now
suspect, I'm  n o t sure w hether that indicates that I, or Beethoven, or the
piece, or anyone, was thereby passing one of those inexorable tests whicli
none o f us can rationally evade.

/

So the world of musical com positions begins to appear, m ost favorably, 
no t as an aggregate world, bu t as an aggregate o f worlds; each possible 
as a m odel o f an any-musical theory, b u t m utually incom patible in that 
the ontology o f predication (the values o f the variables which predicate 
quality) is not even wholly uniform  within, m uch less between, given 
works. And it is here that we mav observe that the direction o f  musical 
focus diverges from that o f science.

For it seems that the principal desideratum  of all musical activity is 
the m ultiplication o f ways for entities to be distinct: the very act which 
Heisenberg assured us was exceptional and painful for science, regarding 
which scientists wish to be preternaturally parsim onious, is the one 
regarding w hich m usicians seek to be lim itlessly prodigal. The data 
yielded by tlae scientific experim ent supports or disconfirm s the theory. 
The theory applied to the data o f the musical experim ent is supported 
by the richness o f identity it thereby confers on the data. The scientist 
wishes to make it unnecessary to know each in order to know all; the 
m usician wishes to make it im possible to know all w ithout knowing 
each. In science, one seeks to learn if possible how  new entities are really 
old ones. No one is interested in creating musical entities that merely 
duplicate entities already created; and to learn to hear a unique thing as 
a categorical tiling is a net loss for musical experience. If there are "natural" 
laws o f musical hearing, if som e given relation o f fundam entals to the 
partial spectrum  is m ore closely in conform ity to a natural norm  than 
other relations are, dien composers are likely to seek to re-compose nature 
rather than conform  to it, to de-naturalize musical sound and produce 
em pirical reality out o f natural anomaly. The qualification, hence, of 
the individual is the devolution po in t o f all musical thought, for whose 
sake alone the class generality—all the way out to the term "music" 
itself—is reified; whereas the individual entity w ith in  the individual 
obsen^ation-complex is specifically valued by the sciences insofar as it 
can reliably be regarded as instantiating a class o f phenom ena or objects. 
Thus induction, and thus w hat seems, at least, a radical divergence in 
the nature o f the inductive process as between w hat we may call musical 
knowing and scientific knowing. Musical thought is not, as Heisenberg 
thought, in a less happy position than that o f science, because it lacks 
that "inexorable and irrevocable criterion o f value that no piece o f work 
can evade", for it has as its m odus operandi the no less exigent dem and 
for precision o f identity, unique, determ inate, and—consequently and
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for no gratuitous o ther reasons than  those o f clarity and specificity— 
inordinately complex.

And perhaps it w ould not be altogether surprising if, ou t o f valuing 
our art for the co-existence o f virtual incom patibles w hich it enables, 
there m ight em erge as a world-view a kind o f pacific philosophical 
anarchism , w herein one w ould seek the m eans to regard as permissibly 
w ithin one's world as wide a divergence o f views and behavior as possible, 
w ithout feeling obliged to adopt, accept, emulate, or approve, in order 
to perm it cohabitation w ithin the com m onw ealth o f sentient existence.

You may have noticed that here, as from the outset o f this paper, 1 
have been m aking obser\^ations heavily loaded toward the personal— 
botli private-personal and social-personal—signification o f our respective 
projects. I do this because o f the intellectual conviction that this is the 
nodal perspective out ofw hich the most revealing aspects o f the structures 
1 observ^e will emerge. 1 also do this because 1, personally, am keenly 
conscious o f the particular com plexion of this occasion as a confluence 
o f custom arily non-confluent minds, and because, especially under that 
idiosvncralic condition , it looks like the likeliest avenue to m utual 
com m unication. Now w hether com m unication is possible or not may 
d e p e n d  c ru c ia lly  o n  w h e th e r  we can  m ake a p p a re n t  th e  
com m ensurability—rather than the sameness, or com patibility—of our 
respective world-views, however m uch in principle—because o f their 
c o m m o n  c o m m o n -la n g u a g e s  o r ig in —we know  th em  to  be so 
com m ensurable. So it may be o f som e value right here to take note of 
the fact that scientists and artists—if 1 may add being presum ptuously 
categorical to being presum ptuously personal—exliibit w hat seem to 
me to be interesting and perhaps even eloquently  revealing differences 
in public professional behavior.

'fhus, by now, 1 expect I have sufficiently persuaded  you o f the 
irrepressible presum ptuousness o f the artistic character—at least as it is 
em bodied in one o f its im m ediately observable avatars. But I also see a 
certain com plem entarity o f presum ption across the am niotic social fluid, 
as 1 look toward my scientific brethren. You, 1 find, are arrogant by virtue 
o f your apparent m odesty in claim ing that you merely seek and uncover 
that which is true about that which trulv exists. We, on the o ther hand, 
are m odest in virtue o f our arrogant insistence on constructing and 
m aking palpable that which w'e acknowledge to be w holly fictitious.

We, in o ther words, presum e to decide and create w'hat reality is to be, 
while you presum e that w^hat you decide and create is w hat reality is and 
m ust be. Ladies and gentlem en—m etacolleagues— I subm it that we are 
b o th  at the ver\^ least insufferable, and share a co m m on  stake in 
concealing from the innocent world our social unsavoriness. That, in
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fact, is why we bo th  need hum anists and journalists to m isrepresent us 
publicly as if we had perm issible m anners and redeem ing social value. 
Lord help us all if they ever turned on  us the sharp critical tools o f our 
own m ethodologies, in place o f the nice soft soap they have been 
accustom ed to use. Until that fearful juncture, at any rate, we can share 
at least the tranquil joys o f that im punity  w hich comes uniquely o f being 
thoroughly m isunderstood, even by one another.
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FANTASIA
B e n ja m in  B o re tz

8/77; for the International Musicological Society Congress, Berkeley, 8/77
revised 12/79-1/80

Somewhere along the way, our talk, our hearing— even perhaps 
(could i t  be?), our music— seem to have lost the ir grip on the 
musical image. Schoenberg, examining Schenker's analytic sketches 
for Beethoven's Third Symphony, complained tha t he couldn't find 
his favorite tunes: a crude wisecrack, no doubt, which nonetheless 
hints at serious epistemic anxieties. Oscar Levant, Schoenberg's 
pupil, not long after, introduced a performance of his own Piano 
Concerto w ith the admonition tha t i t  was a piece "so modern, even 
the composer doesn't like it " :  apart from the point tha t Schoenberg 
should have paid more attention to Levant when composing 
wisecracks, and tha t Levant should have paid more attention to 
Schoenberg when coining compositions; and apart from the 
dazzling evenhanded misanthropic virtuosity in managing 
simultaneous sneers at neanderthal cultural philistines a n d  

avantgarde culture snobs, all in a single mouthoff, i t  remains tha t 
no one could even have imagined the sense of such a joke f if ty  
years earlier: something, however frivolously, was certainly being 
smoked out there.

About f if ty  years earlier, the philosopher Gottlob Frege was 
strenuously propounding and refining certain concepts in the 
analysis of language which have dominated an entire realm of 
linguistic theory and philosophy for almost a century thereafter: 
'meaning', for Frege, is identifiable as reference, or extension — 
'sense', in its various guises, is relegated to a d istinct category, one 
which concerns the criteria for applying a sentence or term; and— 
in some of its most prominent guises— 'sense' is dismissed as 
elusive, shadowy, 'psychologistic'. Natural language, having no
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invariable criterion for the tru th  value of a ll its  sentences, or of the 
ontological status of a ll its  references, is regarded by Frege as 
essentially incoherent in comparison with a logical, rigorously self- 
governing, language. And— and even more stringently for the 
history of our own thought— the guise of 'sense' in which we 
distinguish shades of meaningdifference w ith in grossly equivalent 
conditions of applicability ('synonomies') are designated by Frege 
as 'coloring' { F d r b u n g ) ,  distinguished altogether from 'sense' ( S in n ) ,  

and regarded as cognitively (or, a t least, philosophically) 
unimportant. Thus was the cognitive quagmire of idealist 
philosophy surmounted, by the elevation of the designable 
'extension' to the status of'm eaning' and the relegation of the 
elusive 'intension' to the status of'psychology'; by the elevation of 
the determinately, logically, paraphrasable language to the level of 
cognitiv ity, and the relegation of the shades and nuances of natural 
language to the status of vagueness.

And while th is Fregean canon, like the Schoenbergian canon, has 
undergone strenuous revisionary criticism since i t  was revealed, our 
th irs t for understanding— whether language, music, or, the world 
— has seemed to be predominantly slaked by an assiduous quest for 
extension, verification, and denotation: to  understand music, we 
descend below its  surface, perhaps never to  return; the musical 
work is understood as, is dissolved in to , the structures i t  denotes, 
and in to  the sequential structures which successions of those 
structures denote: t h e  f a c t  t h a t  x exhibits such and such a 
structure, or such and such structural relation to some y, or tha t 
x:y represents such and such species of structural logic, is taken to 
satisfy the search for the sense of music. Subtly, and insidiously, a 
peculiar distinction is created between u n d e r s t a n d in g  music and 
r e c e iv in g  it ,  between what is chosen to be described and what is 
expected to be heard. And then, ju s t as subtly and insidiously, the 
distinction dissolves: music fina lly  comes to be received, to  be 
heard, ju s t a s  the denotator of its  own logicized structures. And 
comes to be composed th a t way too, i f  the rhetoric of discourse of 
some of our most thoughtfu l composers is in fact reflected in the 
sonic identities of the ir works, ju s t as Oscar Levant feared. And
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thus too, as Arnold Schoenberg feared, may Beethoven be shorn of 
his tunes.

But whatever language might turn out to  be in a Fregean world, 
i t  seems tha t poetry is entirely excluded from it;  for surely i t  is a 
simple ontological tru th  tha t the existence and meaning of literary 
works, and certainly the ir artistic richness, reside not in w h o t  they 
denote, but in h o w ; not in the syntactic (or semantic) structures 
which they may be taken to symbolize, but in the specific 
peculiarities of each nuance of word sound, word choice, word 
order, and grammatical, lexical, and referential rhythm they 
embody. How a literary composition makes something unique w ith  

its  language, how i t  makes its language unique, and how i t  makes 
unique language, are surely not only what we value most a b o u t  it, 
but also constitute the id e n t it y  o f  t h e  object we refer to by using 
its name.

For music, too, i t  seems an ontological perversity to regard it, 
or— especially— to compose it, as i f  i t  had as its object the 
exhibition of the structure of its language, as i f  i t  were best 
received— or understood— as an informative symbol whose musical 
iden tity  is assimilated in to the identities of its denoted 
syntactical- (or semantical-) structure-entities. To focus on what 
music r e fe r s  to  is term inally to obscure what i t  is ; to data-process a 
musical configuration as a s y m b o l rather than to assimilate i t  as an 
im a g e  is surely to  produce a music-perceptual experience of inferior 
vividness and quality; and thus is our d ifficu lty  in hearing 
contemporary music heavily compounded by the paths by which we 
have come to u n d e r s t a n d  it.

Imagine, on the other hand, tha t instead of e lic iting "facts" 
internal to a musical structure, we were engaged in capturing the 
qualities exuded by a musical surface. Suppose, for example, tha t 
we were talking about the stretch of Stravinsky's R it e  o f  S p r in g  from 
the opening bassoon solo to its semitone-depressed recollection. I 
can scarcely imagine tha t anything could be called a musical 
account of tha t stretch which failed to evoke the sense of its  inner 
choreography; beginning with the very firs t singlenote sound.
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0 k e e n in g  p h m o r d io l  w h in e , o  t r e m b lin g  h o v e r, s u d d e n ly  s e n d in g  

s e is m ic  c h il ls  d o w n  it s  o w n  s p in e ,  s p r o u t in g  e e r ie  e x c r e s c e n c e s  t h a t  

m e rg e  w ith  it , t w is t in g  i t  in t o  a g h o u l is h  g l id e  t h ro u g h  t h a t  s o u n d -  

a n d  t im e - s p a c e  e n v ir o n m e n t  t h a t  w o o d w in d s  s im u lt a n e o u s ly  c re a t e  

a n d  s l i t h e r  t h ro u g h , a r r e s t e d  e le c t r ic a l ly  b y  s t in g in g  s t n n g t r i lb  

t r a u m a t ic o lly  f r e e z in g  a c t io n ,  w o o d w in d s  o s  t r o u m o t ic o U y  u n f r e e z in g  

it , s p l in t e h n g  in t o  m y r ia d  s im u lt a n e it ie s  o f  t in y  f r e n z ie s  in t e r w e a v in g  

b u t  b la n k ly  o b l iv io u s  o f  o n e  a n o t h e r, t h e  d e s o la t e  w h in e  n o w  

r e e m e r g in g  in  e v e r  s o  e m p t ie r  a  s p a c e , o d d ly  d is c o lo r e d ,  d is lo c a t e d  

now , it s  s p a s m s  n o w  f e e b l e  in  t h e  a ft e r m a t h  o f  w h a t e v e r  i t  w a s t h a t  

h a p p e n e d . . .

The quantified serial data and the atemporal referential 
structures factually and in ferentia lly recoverable from the score 
may, unquestionably, be said to be what does all th is; but they are 
not what music does.
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—(—Wĉ 5iA ^
CWa<QjLr—)—

OuX



MO /VtoOJKS
Tojo

1
LiahoA

CDo)

/ups lqKI /
(song)

/AounvsiAa./
(cy^ert)

o u Is in K I
• r
u ic tS icL

WLSuifl.)
Curt

IKfiAa.
wKqjul

LuruJdjTuiaimxi.)

COtb
CficWls

i

Qjvlji.
aoc^isnivls

Cj2a£jv)

(owl)

- l l s -

) (

'l l .

CDuCt^)



* Op WstxsL
0

n u !ao . ;
XhML

(c^^fixuv)

) s k o ju )^ ^ C

(■eWA.)

, s )

d m u .

(Do)

(o w x .)

’JL



(cxSli)

*J (ivLstollV tO

) hd(

sIaox^l

a

( ^^Tioe^ajcl)



o



l A l c L  IK il C X i_ ^

 ̂ Uras cc^ W i. \ d \ .

— ov^  J2J^Joj:ux5to^ ^GL>Xs,

f  I

—  SovvvjL

—  A s ic iS

(  ojfuk /^SisuJ_^cnjL D ^ l . )

% .

^L slm 35^



y  ^C5U. clivtoixs .

wiuxi unxs ccmMcrvt “ aJl̂ c)LJCrtî tt̂ .
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X '  ̂ 0  c ilu i OUL TkxiAa.  ̂ CfteJb IasKoJ  UTOuS

^oa^JUsKsiA< )^3V0K TktL 71£LqW   ̂ li-kaC-O. o W i^ A ^  .

C  ^ s s m | i i S ^ ! ^ S l x i A i ^  c K o l W s W l c k  L A i a A . .  —  s c ^ U j A l c K j J i f i ^

AmjULfb— . ) .

0   ̂ lc5Vt̂  liiA  ^ou, s<̂uclI  * O- \Al5icujs (̂ TlowIW cnt Tkji>

ToxmH  IX. ^ a u x  il»<|<y3T|oj3jo  ̂ l)l£uiSCajAA^A$^



KtxS Sou;i\A. a  |AJ31̂ v,Tku p c x i l )

L

—  )J<xcla^^<5UJuiJL^  ̂ | i a t ^   ̂ X- ekoJliuO ixu^ CL

1 [  A i is p W c W L  i  koAa

^ A o -c k ^ o u . U l OVl U-S , AiiWlxjlU? Aq JlSOTL (jl'SlAil,

iiyyuinj^jexca.



c l  c u \ ^ k c u 3 . )

(W k a t tOCLS CLT o ^ J CVLCfl̂ was OIL Imĵ ocLicL
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( —  ̂LLViAsiAjpuw âA  ̂Tlu!. <^lass  ̂ um scoAm A  )

•<C: i l  lau5U5>v-Ikal c A  IW .QS
L U i i i i a i k i i l k . : - - ;  ^

■ — : WfLits o l i | i l ) a c a . ;  a^.L ts © y iVOLCO.: — 1 
: — 0y.y)7VslSSQx|C,C'--j^jysSlwjL)



3
AivcL ^  CL 1Ĉ 0 UJU
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V»ev€, GtŜ  it MoJb,

STW ETi
THROUGH
CHANNELS

%

FEET IW THE 
?K0UNI>
 ̂HANI) IW 

GLOVE 

^HEAt> IN 

YOUR

SHOULDERS 
^SH0UUXe< 
TO THE 

WHEEL 

STIOeN&
t h e ir

NECK OUT 
NOSE OUT 
OF lOlWT 

^E^E TO
Ey e ; X -
EyEBAa
To
EYEBALI 

NOT ALL 

THAT

SASS ; IS

NICE SO'S 

WE KNOW 

WHETHER i t 's 
SERIOUS,



aj^ K IO av

3a.
^ q\jlKq.1 a

BrsJ junu i TotvI lotl.
(jo |co U A S (l)  ( :  OvLCatAtsa?.)

(.VlOlO-)

counsfi.4
?  wWal iA sai

C 5 , O K £ l)

(acIim jlSl^j l^ \IxoK b
|cfvTkj2l n V!<|Uo  ̂^ou. Stonlfid. UjCtX)
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REPLY: TO JOHN RAHN*
Benjamin Boretz

Rhythm in my Quest is not duration. (John Rahn knows and 
acknowledges this.) A principal interest it professes is to distinguish 
“ rhythm” as intuitively conceived from “ the durational component of 
musical structure” . (Ultimately, an epistemology of rhythm is invoked 
to decomponentialize “musical structure” altogether.) Yet I am able to 
suppose experiencing some given rhythm as the determinate feel of a 
pitched-duration structure, along whatever lines the experience of a 
pitch-duration (or durationed-pitch) structure is also intelligible. And 
the motivic retrievability of relative-time-sequence configurations 
(“ patterns of duration”) is at least implicit in Quest’s mischievous Sacre 
example.

So I am not moved so much to criticize or correct John Rahn’s 
objection to my construction of musical duration as to perceive it 
standing as a distinct, interesting alternative hypothesis. And hence I 
should wish rather to elucidate than to defend the durational 
perceptions of Quest, to sharpen rather than deplore their contrast 
with John Rahn’s constructions. Quest’s durational attitudes stem from 
the experiential heteromorphism that obtains between what I inceive 
when 1 try to line up a musical structure durationside out, and when I 
try to line it up pitchside out. Closer in, I distinguish duration from time: 
I think of two matching durations but cannot think of two distinct but 
matching times.Two pitches can be members of a single pitch class in 
two “ degrees” : as “ same pitches” or as “ n-octave-intervallically-related 
pitches” . Durations duplicate quantitatively, relatively, but never between 
the “ same two timepoints” . Modular structuring of timepoints refines 
the analogical positioning of successive durations, but always in distinct 
“ octaves” , and specifically In distinct octaves linearly progressing in a 
deterministically inexorable ascending order. (Modular timepoint

""John Rahn: ‘‘Rhythm, and Talk A b o u t  It” , a long w ith  this  “ Reply” , a p p e a r  in 
P e rs p e c t iv e s  o f  N e w  M u s ic ,  15/2, S pr ing -S um m er 1977.
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systems order timepoints in time.) These distinctions are consequent 
upon the irretrievability of any time of the past, whatever qualities of 
any past time are resonatable by sonic metaphor. On the other hand, 
I have no intuitions of "now” and "then” that are isomorphic with my 
intuitions of "here” and “ there” , largely in that while events happen in 
time, at times, over time, time does not happen. And while times pass 
inexorably within or outside a piece— i.e., a time is always present, 
such that it is always "now”— no such context is intuitive for "pitch" 
(there must be a time at every pitch, but there need not be a pitch at 
every time).

One more: the quantitative identity of pitch intervals ensues from 
their pitch-qualitative, or two-pitch-qualitative, identity: the qualitative 
identity of time intervals seems irreducibly quantitative. The fact of 
quantity is not the effect of quantity. Metricization has to do with the 
facts rather than the effects: by their sounds we know the sizes of 
relative durations: but the resultant indexes of relative size are not the 
sonic images of music.

Nowhere do these distinctions, if accurate and germane, preclude 
or demean the "time-in-pitch” program for which John Rahn pleads, 
especially where the analogy is compositionally created rather than 
theoretically alleged. But such a program might be significantly 
enlightened.and its allure as a musical alternative materially enhanced, 
precisely by its sensitive and aggressive adoption of the heteromorphic 
logics of pitch and duration to which these reflections would seem to 
lead.
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fH IN G S

( A  COURSE D ESC R IP TIO N )

Observing objects : from w hich  intellectual activity  
DEVELOPS. Observing objects mundane , fam il iar ,
ABSTRACT, ESOTERIC, VULGAR, REFINED, OBVIOUS, SUBTLE: 
FROM WHICH DEVELOPS INTELLECTUAL ACTIVITY OF ALL SHADES 
OF DEPTH, COMPLEXITY, QUALITY, CHARACTER. OBSERVING 
OBJECTS, FROM WHICH INTELLECTUAL ACTIVITY DEVELOPS: AS 
VIVID DESCRIPTION IS FORMULATED, AS COHERENT DISCOURSE IS
SHAPED. Intellectual activ ity  develops : in the  absence
OF PREFABRICATED DISCIPLINARY CONVENTIONS, IN THE 
PRESENCE OF INTELLECTUAL ACTIVITY ALREADY DEVELOPED AS 
THE WORLD’S LITERATURE OF FORMULATED IDEAS, AS OBJECTS 
IN WHICH THOUGHT HAS BEEN REPOSED. OBSERVING OBJECTS: 
THE SAME ONES, VIEWED DIVERGENTLY, FORMULATED INTO 
DIFFERENT THOUGHTS AND DIFFERENT OBJECTS IN WHICH 
THOUGHT REPOSES. INTELLECTUAL ACTIVITY DEVELOPS: AS 
HOLDERS OF DIVERGENT VIEWS OF THE SAME OBSERVED 
OBJECTS CONFRONT EACH OTHER’S VIEWS; APPRECIATE 
CRITICALLY: EXAMINE CONSEQUENCES EXPLORATORILY; ADDRESS 
INCQMPATIBILITY, FOR BETTER AND WORSE. OBSERVING 
OBJECTS, INTELLECTUAL ACTIVITY DEVELOPS.

1 978, FOR A 1 ST-YEAR SEMINAR/BAB
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fFnc/Fn̂  ( — a++aFnFn  ̂ "  ) F+y voFce for wta+ c/are not ŷ >eâ ( F

ear 5 for wta+ c/are no+ te  tearc/ «

—’ +ten (â >yey 9 +0 eiv^trace F+y wa#(e of yF(ence

atoot what iviF̂ ht count ay ConyumMatec/ •



Mv Frrehdsf ( Ol<j P ro s /e n c a t : “ C o f^ p a r th o !”  not v»oJ

A n o n y i v ' o o y ?

v o o  C o n g e s t  o a t  t ^ e t * e  

FrontFaced ; tv Row j <  CoiaMn? :

to A^^(dod •

doott(eJs yoa will Â >̂ |aad^

, on Sctedale >

; erupVms > »n yoar Flatty Percoyyjony 

of tte  ^eft â|(v» a^on tte  R r^tt; 
i  or ( • ’  alternatively —  ) of tte  Rl^tt <>a|iv̂

upon tte  ^eft ^

(( —  or of Both , f<2aldl5tant|y Fla^^In^ .



(+ «v>av ev'en t>e

Brav̂ o v /H (  be S3l<i !

( not ay Voo Say Sotv̂ e+bTr)̂  .'

( s a i d  ) a s  * B r a \ / o l  Is s a i d  •

( :  H o K e r e d  :

( —  f o  h e a r  I f s  * ! M e a d  Ra++(e/

; Braye<rf

f h r o o ^ h  c u i > p e d  > A(ready Pin̂ fer)e<;/ ? pal rvts . 

[  Any+binj E l s e  froiv̂  Y o u

Is Ur)C3(led F o r  ; ]■"(—Tor iviayte a *Faivioor Scandal!

n  IS l/OT YOU
WHO ARE /y My E/yf of work 

rcoMPAyyo:

IT IS I
WHO AM /y yOORS



l ^ l t ^ C Y - a  ^o (e i(v>Tc

I t / T I t ^ C Y — a p o l e t ^ l c

[INTIMACY—a polemic]



So V / h a ^ ? —^ha^ t+’j Mine.

— L ' l k e i  w e

. I h / V / H I C H

I (l5 +en + 0  Myse(f

— iviyrelf ? coor'+rn^ sotvie far* (ac/v wi+^m ;

—  rvivre(f > coor+ec/ »'

b(end - "  ( "  if In<J(yyo(ot(v > "  )

W e  a r e  r a y ( 5 h ln^(v  One

ic-k
( jk r )

k k



.  I t / V / H I C H

i =- c, 5h

i- tt:----------;;------ ---------f------ i»---------------------r ------------------- ------------ V -
■ « /' -•  ̂ i '

j ,
1 _______ J ..I . . -. .V . /. L' I i; \ j » ' r  ̂ \ ;/

,  0.1

I

.V .. 'i-0 . -La^v^" v V  IchJl

iSl
£

/ sti)^ iv)v son^ fo r a (ove<l (ac/v •• 

"  For? — or yin^To?

; I f  To ;

Far Lad*-/ Wl^hlf) U t^ade flesh *

: i f  For ;

May s o e s s  ; h o p e  ; n o t  n o t i c e  • 

) as we Uiten (

; / ; aivi t^ade yon^vofce •

; Far Lad^ Within ; ity jon^ear «



w o u u >  Y O U  A G R f c m r m  s u b j e c t  f i s o u r

W H IC H  “ A B O t T T ’  I S  A B O O T  I S  A  
P L A C E H O iP E R  i :  / A C O O O S  ;  <  H T W IU G  H O  
P L A C E  )  F O R  W H A T S  S A IP  ?

marks like this

at gallop , replicate;

/ *

overtake themselves

& squirm .



hurry

, denuded

; in droplets, transvest:

} '

: ejaculated thru obscure

densities.

marks like these , orient

& place.

I-
dead words, syllabically 

underlie:

poesying & prosodying 

in contravention of

lust.



/V W H I C H

I S i f ) s  5 0 f o r

/  tv>v +^era^(y+ /

/ an o(</ 5i</efrfC#f /

/ a r in g e r  /

/  iviy ^ ran < /fa+ ^e r  /

/ a corvi^oyer /

/ a iv>ec/ie'/a(ry+ /

/  *v»v ^ 'eena^ec/ <#au^^+er /

/  tv>v en^(fy^ y e H e r  /



; To ^  F o r  y e v e r  • 

r u n ^ T o  5 ;

on&o++ony ? tn w r o n ^  '^ofce 9

a w r o n ^  ^ h ln s

fn w r o n ^  e a r  .

s u n s  F o r  , ^ o e y  on (oan 

/ , W l ^ h  yoo  5 U s ^ ^ n  •

; ( i k e  y o o  , a ^ ^ ( y  rf

+0 Our  A c c o u n t  •

/W W H I C H

■:>
---- ^ ---------3k— =----- $------- 1 —

M "Tf » ■ ■ ■••• T * “• ■ ““ 1 w_ L... 1
»« 4̂ '

^  .>;0 lC:'.V:.̂ . - i  ^

-------- ----------- :fr ~ — >~~ '-----h-----:— ^. :t::-::z— ------------- :
----^----- 1---------- ■..........1--...— V----------- : ::: : . : — }----------

My t ^ e r a ^ i y t  anc/ / ( t J t e n  t o  s in s  ^^y s o n s  •

T ^ e  y o n ^  t ^ u y  y u n ^  9 </eyFaIr enyorny concu^>iycence  •



An</ p r e f e r a b l e  •

+0 bo^h •

l U  V / H I C H

O :>

ZL'j I
'i  p  1 :V ; - ^ -f > - " B : . i

vi c\oV y -SlO-V.U

An ©(<;/ an</ / Ify+en +o î >e yrn^ iv'v yon^ •

( —  +00 C o z y  • ' f ^ r  p o r t )  « )

Poles  .

W O U U >  Y O U  A G R E E  T H A T  A  f / O U N  I S  J U S T  A  P iA C E H O /-t> £ R  F O R  

A t> J B C r i i /B S  ?

/V W H I C H



1

o
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■ I '!
m'*a. Acĵ  I -  ŷ n. io  Cdc i^-\n ^ -v e
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A singer and / (ly+en +o tv̂ e r in ^  if^v yon^ • 
) heBr4  

) p e r f o m e d

persof) s l f )^olar

UY)^rdit)e<i

n s h ^

c a r e

) -

t( ^ • • f

< 5 ?

« • •

c a r e

t>ersot) s ingular

un+raine^/ ?



? />erforiv>e</

heor<i

( 1'^ />er. yfr)^« )

un+i'aine<J

hear<i

Care •

; ^ e r f o r w e J  ?

VIII. />/ W H I C H

P  y j  Y  ^ ^  -U - p  ^
# •

£
-̂»-

■pcs t̂ CLa - >^s cW. -W . a  'i

f— ✓
BI . . 5

My ^ r a n ^ f a t ^ e r  an^  / («y+en t o  oie i>̂ v yon^ •



Way <  tlMe M ay b e

fuse

— w h e r e  aU ir />ory(b?(f+V ; — (r»era?)tcat(e ; 

^  ^ooc/ •

Coiv>(vionI+v ^  £ t e ro c + v  — y ta b (v

^ ( o w  •

/W V / H I C H

.OIL Q O l  IomI  \Cl 
P

OK

/ i£
5 5

A co^l^oyer and / (jy^'en to  ivie yin^ î ŷ yon^ •



3 coriyor»c+ /Jttc^er "  i'eC(rco(a+(n^ "  t'eali^n 9 o v e r  a ^rac/oa((v 
revea(e<rf or+fna^-o ,

to  l ? rush  U s h H y  a^atnyt ^ f^ h e r  ^ i tc ^ e y  "  tn onytea<^I(v earned 
iv>etric di5/onction froiv> t ^ e  or+ma+o

; un ye + t( (n j  1+ ; r+eadi(v +0 w i t h d r a w  9 In+o undiscovered ^ftc^es
t e ( o w  9

+0 d e v e (o ^  t ^ e M  de(It>erate(v ; a+ (en^+M ;

r e - e M e r j i n ^  9 in stretched re^rfye 9 ar if in d iscovery  of +^etv^se(ves

9 n a r r o w l y  sync^roni2ed w l t ^  t ^ e  n o w  slowed 9 o/^enly stated 9 
ostinato ;

"  a (ayt 9 h l s h  to u c ^  undone "  as t ^ e y  9 t ^ e n  l o w e r  ^>Itc^es 9 
9 enclose 9 +^en are enclosed f?y 9 oytlnato reiv^nanty ;

a t  r e c a l l e d  9 + ^ e n  s l o w e d  9 s ^ e e d  •



I t /  W H I C H

/V. v-y L

4l £ •f-—‘f*z=x

A iv^ec/iev'adr -̂ anc/ / (ly+en -̂ o rv»e rin^ ^'v •

( ar te^-ween ^hh new yon^ anc/ Bet'nat'  ̂ c/e /e n ‘*'a<Jorn ? ^ar
^rast>e<i Which? ~~ +an^(ey H^^at +(imefiow?

( en+ennj? +an^en+ia((v "  anyone (Ty+enFn  ̂ +o anyone '• ^hU 
new yon^ (Fy+eny to Bet'nar+’y yon^

— heanns  ( ? coi^^^oyFn  ̂ ) 5 wFt  ̂ fo(( ear 5 yoiv)e+6Fn  ̂ te(Feyat(e ay 
telFeye<i(y T^Fy to yoiMeone ;

"  (F̂ ce anyone ^ray/>Fn^ ( 5 co^^>oyFn  ̂ ) Wha^ way SaF</ .

( what Bernart saFd ? ) ; "("hear-^ ?

( ;  yey ? of course n o t«)

as between (Fve ^  c/ea</ ; ay between (Fye ^  (Fve ; ay between Boc/y 
<  Soo( 5 ^oFn^ on (oan ;

one tviay have > or haye had j more j or other > Fn mFnd *

bot not (eyy •



W H I C H

dciL  \ e

V-

Yl eluxT. -tciTu

My +eena^ec/  <iaosh^er  an<i / (iJ+en +o iv»e ^if\s ro n ^  •

T*'oy+ ar»<i Ac/iviirafton (evi+a+e • - -  tvte+ay+asrze ? ar £ v 'e ry w a n ’y 
c o n c e i 'n  w t t h  +he  T h i n l y  • S h e  a n d  / f a d e  froivi v i e w  •

— -̂----------- -----------------1— ‘
»----- ,-------------------------------------------------

' . ! P1 * ' \«

Ia'..t

41

; recrodeycen+ ; crowdnol^e hushed ;

; ^>reeiv>^+in  ̂ what we M05+ wF̂ h fveryMan +0 +a#ce 05 for ;



we Invest oar very separate ro(es ; a s  S h e  ? ( Everyman ) 5 and / 5 
( £verywan J 9 en^a^In^

------- :—:—^ ^  .f".—." " r^ ^----------------- ---------------- ----------
m 'T^  ̂ \ ’

_____ _____
— --------- --U -^----------- ^ ^ -------- U

SOTL- Cl

--- ------r— T----- ---- — = F = ... "p:--
J----- __ :,l.. -7---- 3---— d— ---- ^— = z ^ = H E b = r= :

5 encow ^ayy ln^  ,

Thf s  S o n ^  S p e a k i n g

(  -- froa(>3<toar .................(  fleshe<i of w hsf st^^ce

\ '
_c. cVa- y:.

^ ^ -------•n----- y---- !----- V------ 1 1- r - ...$■..- i- ..^ ----- •"■'ij...:1 ;:"".. ---- r-4-----d-----!-----3----------

. . . . . . .  \^enfn(o<joenf > v/ere f  —  (  —  fo n iyfeii >
<7 o f f i e r f e c H y

— prone fo fhin^s sensif>te /  fo fhinffs oofw3r</;  fhin^s 
fef»pora( ^  fnean /



"  m  i - r i f t t n y  :  srnaU  • "  f e t ^ p f e c /  < fa ic^ (y  :  ^
o v e r c o f v t e  • "  <  p r e s e n H v  :  w r f h  r e f ^ o r s e  < Jh< iuiefe< i • )  ;

— wou{</ speak I

< > X
— 1 > , — r — ; —

^  t --------------—
#

' '  • - •  '

«
■ f
1 - 1

1 ____________ u J - l ________________ 1 _______________ ____________________
1

» — 9 • »

Wo ^isis JXQ̂ VI.

------------------------------------------1------------ ^ ------ 5-------- T-------------------------------- -----------------1------------ q------------ ----------------- ----------- -----------
0 ■ »m ,m m, $ | » 1 ■» : --■- —

w ^ a +  y o n ^

I k  W W C W

5 5

My en^(irh  ye++er and / (ts+en +o i^e J i n j  i^v yon^ •



S o u f x j s  • W e V e  ^»^eor)^»o(ecl S o u t \ ( j s  . As those whtch Sr^nFfv » and 
those which t>or»’t . Af) i j  those w hich  &o , hv w h a t  £ach signifies . 
An<J w hich  are  P e rt in e n t  to Os • ( - -  ^o</wI((In^ 5 J /ncomhen^ on os 
to lv^^^fe«

Oors Is the Wor(<J of the Known Sl^n • Of Sen<Jer <  Recels/er . Of 
/nrlde CoiivtrvK>nIcatIon • ••  Of the Wan̂  That Fee«/s .

Our separate views ahoot what news Is ; — that </o  ̂ next c/oor ;
"  -;(ehosIts on t h e  r o ^  ; —  soMe son^ ^ o l n ^  hv 00 M a s te r ’s / o lce  ;

— These Things

( In oor Servlence Sea(ec/ to each other ; ( In Orc/alni^^ent that we’re 
If) This Thln^ Together

"  are not very often entertaIne<J as 
E m E N C E  TO THE COjVTRARr .

If) RItoa(e<i Weat for RItoadzec/ Stan<iln^ with each other

"  These Things
— anything 9 nothing — nice 9 nasty hl^eon 9 ^on^ —

)  a c q u i r e  Ma^fehedeve 9 M a ^ e h re te n s e  hoj^'ores (
C o n f i rm  Crec /en^Ia is  •

S^ea^fln  ̂ RItoady 9 hecoMe ( — ^o<iwI((In  ̂ 9 )  /nterchan^eahte In oor 
on^oln  ̂ Ce(ehratIon of Who We 9 In Concert 9 Are for each other .



•  A lo j i c  o n  h o r s e b a c k  , i v i t h in  b o w s h o t  o f  a h ig h  x o im io w  w h ic h  p e r h a p s  

is h e r s , th e  t r o b a d o r  s in g s  h is  n e w  s o n g  to  the  o pen  a ir  . \Vhe}i the  s o n g  is o v e r , 

se e in g  n o  s ig n  o f  l i fe  i n s i d e , he  re ins  h is  h o rse  a r o u n d  a n d  r ides o f f  th e  zvai/ h e  cam e.



A l o n e  on  h o r s e b a c k ,  w i t h i n  b o w s h o t  o f  th e  h ig h  w i n d o w  w h e r e  she

s ta n d s  g a z i n g , th e  t r o b a d o r  s in g s  h is  n e w  s o n g . W h e n  th e  s o n g  is  o v e r , be fore

re in in g  h i s  h o rse  a r o u n d , h e  w a i t s  f o r  h er  to  m a k e  s o m e  s ig n  .



A lo n e  o n  h o r s e b a c k , u h t h in  b o z v s h o t  o f  t h e  h ig h  w im lo iv  f i ‘on t w h ic h

s h e  h a s  w a t c h e d  h im  a p p r o a c h  , t h e  t r o b a d o r  s it ig s  h i s  n e w  s o n g  to  ite r  . W h en  th e

s o n g  is  o v e r , s t i l l  m e e t in g  h i s  g a z e , s h e  in c l in e s  h e r  h e a d  s l i g h t ly  .



S h e  r e m a in s  s e a t e d  a t  t h e  o t h e r  e n d  o f  t h e  m a in  h a l l  w h i l e  t h e  t r o b a d o r

s in g s  h i s  n e w  s o n g  t o  h e r . W h e n  t h e  s o n g  is  o v e r , h e  a p p r o a c h e s  .



In  t h e  a l c o v e , t h e  t r o b a d o r  s in g s  h i s  n e w  s o n g  t o  h e r  . W h en  th e  s o n g  is

o v e r , t h e y  t a l k  in  l o iv e r e d  v o i c e s  .



W it il iu  s h o u t in g  d i s t a n c e  o f  a  h ig h  w i n d o w , a  j o g l a r  s in g s  th e

t r o b a d o r ' s  n e w  s o n g ;  th e n  r id e s  o n  .



W ith in  shonfiji^^ d i s t a n c e  o f  a  hi<i;̂ h w in d o w  w h e r e  a  l a d y  l o o k s  th e

o t h e r  w a y  , a  j o g l a r  s in ^ s  th e  t r o b a d o r ' s  n e w  s o n g  . l i e  d e c id e s  t o  c a l l  i t  a  d a y  .



•  W ith in  s h o u t i f ig  d i s t a n c e  o f  a  h ig h  iv in d o z v  f r o m  w h ic h  a  l a d y  w a t c h e s  

h im  , a  j o g l a r  s in g s  th e  t r o b a d o r ' s  n ezo  s o n g . T h e  l a d y  n o d s  . T lze j o g l a r  d i s m o u n t s  . 

H e p l a c e s  h i s  r ig h t  h a n d  o n  h i s  l e f t  s i d e , a r id  b o z v s  .



A la d y  r e m a in s  s e a t e d  a t  t h e  o t h e r  e n d  o f  t h e  m a in  h a l l  z v h ile  a  j o g l a r ,

u s h e r e d  in  b y  t h e  p o r t e r , s in g s  th e  t r o b a d o r ' s  n e w  s o n g . U s h e r e d  o u t , t h e  j o g l a r

d e p a r t s  w i t h  a  p o c k e t f u l  o f  g in g e r  &  g a r l i c  ,



In  s ig h t  o f  a  v a c a n t  h ig h  w i n d o w , t h e  t r o h a d o r  l i s t e n s  a s  h i s  j o g l a r

s in g s  t h e  n e w  s o n g .



2. h i  s ig h t  o f  a  h ig h  xv in doxv  x v h o ’e  a  l a d y  s t a n d s  g a z i n g , t h e  t r o b a d o r

( x v a tc J iin g  ) l i s t e n s  , a s  h i s  j o g l a r  s in g s  t i ie  nexv s o n g  .



In  s ig h t  o f  a  h ig h  w in d o w  a n d  o f  t h e  l a d y  s t a n d in g  t h e r e , h i s  j o g l a r

s in g s  t h e  n e w  s o n g . T h e  t r o h a d o r  w a t c h e s  . T h e  l a d y  l i s t e n s  .



T h e  h u h /  r c u ia in s  s e a t e d  a t  t h e  o t h e r  e n d  o f  t h e  m a in  h a l l  w h i l e  h is

j o g l a r , w h o ) } i  t h e  t r o h a d o r  h a s  hrou /^ ht zv ith  h i n t , s in g s  t h e  n e iv  s o n g  . W h en  th e

s o n g  is  o i ' e r , th e  la d i /  s iu n m o n s  a  s e r v a n t  t o  p r o v id e  h o a r ' s  f l e s h  a n d  s p i c e d  zv in e .



f r o m  a  la r g e  d iv e lU n g  p l a c e ,

e n t e r in g  t h e  s h a d o i v s  c a s t  b y  t h e  h ig h h i i lk ' d  c h u r c h  ,

a  f l o c k  o f  T h e  P u re  d i s p e r s e s  .

l e f t  a l o n e  i n s i d e , a  t r o b a d o r  c o m p o s e s  .



in  p r o c e s s i o n  , in t h e  c l o i s t e r  o f  th e  h ig h h u lk ' d  c h u r c h  ;

— l i k e  h i s  b r e t h r e n  , b l a c k f r o c k e d  &  t e l l in g  h i s  b e a d s  —

a  t r o b a d o r  ( m u m b lin g  ) a i n b l e s  ;  c o m p o s in g  .



• #

d in  o f  r e v e l r y  &  r i o t  in  t h e  m a in  h a l l  o f  t h e  c a s t l e

r e a c h in g  h im  in  a n  a l c o v e ; 

s z v o r d  u n g ir t  ;

a  t r o b a d o r  r e c l i n e s , c o m p o s in g



1 . in  t h e  m id s t  o f  t h e  d in  o f  r e v e ln /  &  r i o t  in  t h e  fn a in  h a l l  o f  t h e  c a s t l e  w h e r e  a  

m o t l e y  t h r o n g  t a k e s  i t s  e a s e , a  t r o h a d o r  s ig n a l s  a  j o g l a r  : a  n e iv  t h r e a d  z o e a v e s  th ru  

t h e  d in  .

2  . rts h is  m e s s a g e  r i s e s  o n  h i s  j o g l a r ' s  v o i c e , t h e  la d y ' s  e y e s  s e e k  t h e  t r o h a d o r

3 . t h e  t r o h a d o r  e y e s  t h e  m o t l e y  th r o n g  c o v e r t l y  .

4 . a m i d s t  c o u r t i e r s  &  f e s t i v i t y  , t h e y  h o p e  .

5 . in  th e  h u s h  z v h ich  h a s  f a l l e n  o v e r  th e  m o t l e y  t h r o i i g , t h e y  l i s t e n  .

6  . zvhen  t h e  s o n g  is  ozu’r , t h e y  t a k e  t h e i r  e a s e  in t h e  r is i f ig  d in  .

7  . to  th e  m o t l e y  th r o n g

I o f  I

{ v ir g in s  l a d i e s  h u s h a n d s  t r o h a d o r s  t h e  l a d y  t h e  t r o h a d o r  I

t a k in g  it s  e a s e  in  th e  m a in  h a l l  

th e  j o g l a r  s in g s  :

h i s  v o i c e

f i l l s  t h e  h a l l .



1 .  t h e  j o g l a r  d id n ' t  l i k e  t h i s  s e t u p  : in  t h i s  d in  i t  s e e m e d  p o i n t l e s s  ;  s t i l l , le t ' s  g e t  o n  

w it h  i t . ( s o m e  r e v e l e r s  n e a r b y  g l a n c e d  a t  h im  o n c e  o r  t w i c e  ) .

2  . in  t h e  m id s t  o f  t h e  m o t l e y  t h r o n g , a  l a d y  n o t e s  t h a t  t h e  s o n g  b a w l e d  in t o  t h i s  d in  

b y  h i s  j o g l a r ,  i s  in  f a c t  a  m e s s a g e  .

3 . t h e  m o t l e y  t h r o n g  t a k i n g  i t s  e a s e  in  t h e  m a in  h a l l  e y e s  i t s  t r o b a d o r s  c o v e r t l y , 

l o o k i n g  f o r  s o m e  t e l l t a l e  s ig n  .

4  . m in d fu l  o f  t h e  la d y ' s  h ig h  r a n k , t h e  m o t l e y  t h r o n g  in  t h e  m a in  h a l l  s o m e w h a t  

d is r e g a r d s  t h e  j o g l a r .

5  . r e v e l r y  &  r i o t  s u b v e r t e d  b y  s o m e t h in g  a b o u t  t h a t  j o g l a r  o v e r  t h e r e , t h e  m o t l e y  

t h r o n g  t a k in g  i t s  e a s e  in  t h e  m a in  h a l l  i s  a w a r e  o f  i t s  d in  s u b s i d i n g .

6 .  w h e n  t h e  s o n g  is  o v e r , t h e  d in  r i s e s  a g a in  . t h e  l a d y  r e m a in s  s i l e n t .

7.  n o t  j u s t  a n y o n e  

— t r o b a d o r  o r  n o  t r o b a d o r  —

z v o u ld  b e  r e c e iv e d  l e t  a l o n e  w e l l  r e c e iv e d

b y  t h i s  c r o w d  in  t h i s  h a l l .

b e l t e d

w i t h  p u r s e , d a g g e r ,  &  g l o v e s  

t h e  j o g l a r  

h i s  v o i c e  s w e l l in g

s in g s



2 . in  c o n v e n t i o n a l  im p o s t u r e  , f i v n i  t h e  in id s t  o f  th e  d in  o f  r e v e lr y  &  r i o t  in  th e  m a in  

h a l l  o f  t h e  c a s t l e  w h e r e  a  m o t l e i f  t h r o n g  t a k e s  i t s  e a s e , a  n e w  s o n g  r is e s  on  t h e  v o i c e  

o f  t h e  t r o b a d o r  . 2  . in  t h e  m id s t  o f  t h e  d in  in  th e  m a in  h a l l  o i i ly  t h e  t w o  o f  th e m  k n o w

t h a t  t h is  nezv s o n g  r is in g  o n  t h e  v o i c e  o f  t h e  t r o b a d o r  is  f o r  h e r  a l o n e  . 3 . th e  m o t l e y  

t h r o n g  t a k in g  i t s  e a s e  in  t h e  tn a iii  h a l l  e y e s  i t s  l a d i e s  c o v e r t ly  , l o o k i n g  f o r  s o m e  

t e l l t a l e  s ig n  . 4 . w it h  t h e  c o n s id e r a t i o n  d u e  t o  a  l a d y  o f  s u c h  h ig h  r a n k  th e  m o t l e y  

th r o n g  in t h e  m a in  h a l l  a t t e n d s  to  t h e  v o i c e  o f  t h e  t r o b a d o r  . 5 . b e g u i l in g  th e  t im e  

w it h  h i s  n e w  s o n g  in a n  i n t e w a l  o f  lu l l  in t h e  d in  , t h e  t r o b a d o r  e n t e r t a i t i s  th e  m o t l e y  

th r o n g  . 6 .  in  t h e  m id s t  o f  th e  h u s h e d , c a p t i v a t e d  t h r o n g  to  zv h ich  th e  t r o b a d o r  

is  s in g in g  h i s  nezv s o n g , t h e  l a d y  l i s t e n s  .

7  . t o  t h e  m o t l e y  th r o n g  

I o f }

I v ir g in s  l a d i e s  h u s b a n d s  t r o b a d o r s  t h e  l a d y  } 

t a k in g  it s  e a s e  in t h e  m a in  h a l l

t h e  t r o b a d o r

in s t o c k in g s  &  b e l t e d  r o b e  

p r e s e n t s  h i m s e l f

in r a i s e d  v o i c e

s in g it jg  h i s  nezv s o n g

zvhen  t h e  s o n g  is  o v e r , s o m e  v ir g in s  c ro z v d  a r o u n d  t h e  t r o b a d o r  ;  th e  l a d i e s  k e e p  th e ir  

c o u n s e l  ; a  f e z v  h u s b a n d s  a t t e n d  to  t h e i r  l a d i e s  ;  &  t h e  t r o b a d o r s  , k n o z v in g ly  ,

r e c e iv e  c o n f id e n c e s  .
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