Edited by Danien N, THompeson

MicHARL vON DER LINN

Daxm N Tnosrsos
ANNALESA SWiG Poirsa
Seany Winzrams

Priew Rojcawacz

Davio R A Evans
R Larery Tonpn
Juoren E. Oesos

Trosas MoGrary

-1

2 &

8 %

116

IR}

ARTICLES

“Purch und durch entassete™ Muasical
Modemism and the German Critics
(1900-1956)

SPECIAL SECTION

MUSIC SURVEY COURSES:
AFPROACHES 170 TEACHING
Introducion: The Ingredients of

a Masterpicce

e Impossible Coarse: Music in the
Core Curniculum

Ethnomusicology as Interdisciplinary
Musicology: A Case Susly

Noctw Learning through Music
and the Ares: A View from the
Conservarory

COLTECTION
A Welsh Collection of
Mendelssohniana: Lewers

at Abenstwyth

REVIEWESSAY

Cender, Sexuvality, and Method in
Musicology. A review of Conlia
Reclsiwed: Fewinist Perspectives on
Cornder and Musie, edned by Sasan C
Cook and Judy Tson; and Queeming
the Paick: The New Gay and Lesbian
Muscodogy, edsted by Philip Breu,
Elimbeth Wood, and Gary C. Thomas




Sreeney Buom

REVIEW

Levor Hakoblan. Music af the Soviet
Age, 19171987

Allan B. Ho and Dmicry Feodanov,
ods, Shotakevich Reconsadered
Davad Haas. Lewingrod’s Modernists:
Stwedies tn Compnition and Musical
Thowghe, 1917-1932




AUSTRALIA
Moy Chan

Margaeet | Karvoon
Andeew D MoCrode

ALSTRIA
ra Badura-Shods

Uninvrry of New South Wales, Resnagion
Ulsive sy of Salney

Maonah Univessiry, Clayson

Monchy Univordes, Methourne / Unncosiny of
Queenland, Brabane

Ficeand arge, Vienoa

State Usiversiey of Ghent
Univerwieé dhe Libge

Uriversay of Zagreh

Umiversiny of Rirtningham

Rowal Acadeny of Nowsic, Lotsdon
Unhveniey of Livergond

Usndverny of Orfond

Rowal Molloway and Bediond New Coliege, ¥ gham
Rowal Holloway and Bodiond New Colloge, Fgham




CERMANY

Jetory Bowin
Alberchn Schnesder
Herbert Schnesder
Hidert Unvenrscht

GHANA
. T Rvabena Nhesa

JNONG KONG
Careta Ohwom

ITALY
Fateino Della Sca
Gabricl M. Secinscholie

NEW ZEALAND
Gerndd R Sewrrun

NORTHERN IRETAND
Piers Hellawe

PORTUGAL
Masuel Cardos de Neo
Sabva FiShasan Caaelo Boancn

JOPURLN OF IRIIAND
Harry Whaee

(LA EEY

Lev Girobaurg
Gabo V. Grigoriom
Rirnenna Rosad heva
Nelh G Shal hmavaroms

SOOTTAND

Chrissopher 10, S. Fickd
Raymend Mooedie

SOUTH AFRICA
Winlred Lademann

SWITZERLAND
Max Lactolf

WALES
Dl B A Evans
Dravid Wym Jones

Technical Usivenszy, Berln
Univessity of Haenburg
University of Hewdelberg
Rbodache Unbversade, icharin

Irmematkenal Coamrr for AMrkcae NMuss 2ad Dance

Chnew Univerdty of Hoog Rorg

Comervanoto “A. Caelln” L' Aguila, Rome
Pousficss it de Muswca Sacrn, Rome

Universty of Awchland

Queen’s University of Belfas

Ulsbwrruddade Nova de Linbou
Universsdade Nova de Lnboa

Uiveraity College Diabitn

Acyhal 'weve Zhen . Mostow

Moscrre Tehadhomhy Comsorvabory
Caometmoment Lstitome of Theatrsoal Ares, Moscon
Scohenilic Researed Tostitume of the Arm, Miosgos

U niversiry of Ediibuargh
University of Editituirgh

Unveruiny of Selbentonch

Ureverury of Zurwh

Unsnversity College of North Wales, Bangor
Universisy College, Candil / Opsen Universdey,
Cardit!




Editor's Preface

Welcome o Current Musacology #65! This sswe is a lnle bit differem
from those of the past, in that we have devosed a special section of it 1o
the teaching that constnutes music survey courses. As some readers may
be aware, undergraduate education at Columbia University has for many
decades been bails around s Core Currseulizm: Music Humanites, An
Humamities, Liserature Humanities, and Contemporary Gavilization. The
name of the Music Humanides course is Masterpieces of Western Music,
andd it &, essentially, & hastorscal survey of the music of the Western culti-
vated wradition.

Why inchide articles about the teaching of sunvey counes within the
covers of a musicology journal? [ suppose the answer is that as an ethno
musicologise | belseve that the stady of music comprises the study not only
of notated scores and other hisionical documents, but can instead encom-
poos the study of any aspect of human musical bebavior, and this incudes
the teaching of—as well as the seaching afout—music.

Columbia is a researels unnersity, ut the teaching of susvey coures i
abao performed at Bberal ans colleges and conservatories. Therefore, in
addition 10 the views of our own Anpadisa Swig Poirel, we are lorunse o
he able 1o share the perspectives of Sean Williams, who administrates and
teaches a1 The Evergreen Sute College, in Olympia, Washingron, and
Peter Rojoewicz, who administrates and teaches at The Juilliard School, in
New York,

Omnce again, thanks are i order, First and foremost, appreciation is ox-
pressed 1o the authors who have contributed to this bssue, which, (o adds-
tiom 10 those aready mentioned, incdudes Michacl von der Linn, Thomas
McGeary, and Stephen Blum, as well as David R AL Evans, R Larry Todd,
and Judith E. Olson, 1 am gratelal also 10 Dieter Chrstensen, Elaine
Skeman, and the rest of the Advisory Board for their connnuing support;
the anomymous referces on whomn this journal depersds for accomplished
evaluation of submissons; and Marvam Moshaver, Mark Burford, Rebecca
Kim, and the rest of the editarial bourd members for their edisosial skills,
Finally, thanks once again to Joyoe Tsai for compuser support. Prost!

—ONT
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“Durch und durch entartete™: Musical Modernism
and the German Critics (1900-1936)

By Michael von der Linn

1o the 1912 essay " Zunick au Maozan®® the noted conductior and com-
poser Felix Weingartner cvimed that “in general terms something s
wrong and somewhere things are rotten in the development of music to-
day” (ramslated in Bosstein 1993 3).' He had become a confirmed pes-
simist by 1926, Indeed, his 1one is almost apocalyptic:

In today’s period of bratahization of artistic feeling there remains
only the expectatson of a total collapse of all that enlightened minds
have held 10 be great and beastiful. (Weingartner 1965 301)

Adolf Weissmann devoted an entire study, Dve Muak in der Weltkrise, 10
the subject of music’s “present onsis” (Wenamann 1922: i), Even Pawl
Bekker, an open-minded advocate of the avantgarde, conceded thae the
era beginning around 1900 was one of “dasintegration” [ Zensplitternng|
(Bekkor 1926: 216). These sentiments were shared by a diverse group of
prominent crives, scholars, composers, conductors, and musec directorns
(see appendix). Although they debated specific poants, these individuals
agreed that forces undeashed around 1830 had placed music in a perilous
state. This was clearly evident, they argued, i the music of ies leading fig-
ures: Clande Debussy, Glacomo Puccini, Arnodd Schoenberg, Franz
Scheeker, and Richard Stravua ™ The terms of this argument and the body
of works that were its focal point remained consistent until the end of the
Weimar cra,

Crities were not reacting to the technical complexity of new music or ies
often rebarbative natare. They did not oppose innovations in form, geore,
of harmonic syntax, And they were carelul o commend the alent of the
composers they were writing about, It was, in fact, aken as granted thae
they were writing about the most important composers of the day (see, for
example, Weissmann 19220 191), The enitics were disturbed, however, by
the extra-musical ideas espoused by contemporary music, its manoer of
expression, and s presumed eflect on the buener.” These ssues do not
at first seem eapecially original. They appeas, after all, in Plao’s Repadlic,
Corvmnt Mussndogy 63
© 200 Cobumii Lnprrrssty 7
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Aristothe’s Foetacs, and the writings of early Chrstian church fathers like Su
Augustine and St Basil, Equating innovaoa with decline is an equally
venerable tactic; it appeared as early as the fourth century BCE in the writ-
ings of Aristoxenus. Other examples include the reception of the an noa
by Jacobus of Litge, G- M. Artusi’s criticsm of Monteverdi, and Edward
Harsdiek's lengahy assaules on Wagner (which inapired a meanspiried yet
beilliant rebattak e Meisteranger von Naowberg). In each case, judgments
were based on persanal taste and verified by empencal observation.

However, a unique form of criticism began to appear in Germany
around 1900. Claims that the present was a “period of disintegrathon”™ that
threatened el collapae”™ were mformed by an understanding that mussc
had fallen into a state of degeneration, or Extartung. Walser Niemann ar-
gued, for example, that Schoenberg's Faoe Pn fir Orchara was “degener-
ate through and through™ [durch und durch entartete] (Niemann 1922
253). Nicmann did not use endastete as 2 general term of daparagement,
bat as a concept derived from contemporary medicine, In other words,
Schoenberg's work was "sick™ in a clinical sense. This polnt was dear 10
Niemann's awdbence, but it 3 obscure 10 contemporany readers, 1n order
to understand the concept of Entartung, and o appreciate how oritics
acdapted it some conderation of its hisory, theory, and Language will be
necessary.

Entartwng as an Interpretation of Modermity

The theory of Entarfung was astensibly a response 10 pathologhes that
were attributed o urbanization and the rapid gromth of technology dir-
ing the second half of the nincteenth cenury. lis proponcnts argued that
the modern city offcred an environment that was both physically and
mentally detrimental. Regular exposure to the pollution, nolse, and hectic
pace of arban Tife wis linked 1o the detersoration of the peros sysem.
On a sockological bevel, ies [reedom from traditional social ties was seen as
a stnulus for imusocaliey and self destroceive vices. This argument was first
proposed in 1857 by the French physcian B, A, Morel, Refining Morel's
thesis, other Euwropean doctors, such as J. M. Charcot and Cesare Lom-
broso, ancmpted o catalog the factons that ciused degenerncy (sich as
eaintod water and air pollution) and its effects on the individiaal *

These claims seem completely kegitimate at fina, Nincteenth<entury
cities expericnced an epidemic of mental illnes and drug addsction. And
the urban emironment and the industrial workplce s notorsous for
thetr squalid condstions. In Berdin, for example, about 40% of the working:
class populaon bived in squalid apartments that consisted solely of a
kitchen and & common room (Laing 1976 220-23), As many & ten peo-
ple were crowded into these damp, dark, and poorly vencilated quarsers,
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This housing was also located on the edge of the ity near factones, railk
ways, and the ciey dump—a highly polluted emironment. The workplace
usaally presented equally woxic conditions. Given these factors, it & not
surpriving (hat workers anl their familios were plagued by chironic poor
health and the ravages of tuberculosis and other infections diseases. Morel
and has colleagues also put forth a plansible claim that e presence of
taverns, casinos, and brothels in dities encouraged antisocal tendencies,
The number of drinking establishments in Berlin increased dramanically
between 1871 and 1900, The city also witnessed 3 sharp increase in prosti-
mitkon and crime, particulardy sex crimes. The number of ape cases, for
instance, doubled between 1571 and 1878 (Cralg 1978: §2),

The theorsas of degeneration were not motivated by an exclusive desire
10 address these tsues. Had this been the case, they would bowe restricted
their efforts 1o the promaotion of civic improvements like the constraction
of decent housing and treatment for alcoholics. This research was used in-
sead 1o artack the vanous economic, physical, social, and caltural forces
of modernity becanse they were seen as threats to the established social o
der. As conservative members of the upper middle class, the most power-
ful section of Earopean society, they feared these changes wounld destabi-
lize a society conceived in their terms.® This atitade s clearly expressed in
the wrstings of Max Nordau (10 whom we'll return below), His highly -
fuential study Entartumg, which first appeared in 1892, asserted that the
presemt age opposed and, more important, almed o overthrow a “woekl
order that sstishied logic, fetiered wicked behavios [ fwehlosaghat ], and pro-
duced beauty in all the ans for thousands of years™ (Noedau 1995 5),

The source of Nordau's anxsety is neatly encapsulated in Marshall
Berman's ssmopsis of modemnity. Berman has shown that s establishment
ivolved three distinet processes (Berman 1988). On a structural level,
madernazation introduced a broad arvay of economic, social, and technolog-
ical developments initiated by the rise of modern capialisin. [t was, in
fact, probably the most dramatic challenge to the constitution of Euto-
pean society since the French Revolution. Modernity indicates the radical
trassformation of everyday lile, which was especially evident in urban ar-
cas. Finally, wodermisw aimoed 1o articulate the expenence of modermity
through artistic forms, Consissent with the idea of transformation, it was
dedicated to formal innovaton and an experimental ethos. On a philo
sophical level, modernism questioned—or rejocted outright—the values
of bourgeons culture and society, secking instead to cither reform or sup-
plant them,

The tsues of degeneracy were foemulated againg this background. The
term “degencrate” was thercfore not & dsinterested medical diagnosis,
bt a fabed that mdicated specific aspects of modernaty. Claims that linked
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physical destruction o industral noise and speed, for example, reflected
antipathy toward wrbanieation, Lxtories, and railways. Germans were espe-
cially sensitive to this idea because their experience with modernication
was quite taumanc. o contrast 1o Greas Brimin, where industrializanon
had been a part of everyday life since the cighteenth century, a large per-
centage of Cermany's adult population came of age in a predindustrial so.
ciety, Industrial developenent had been hindered in the yean before unils-
cation because the need to address two or more bureaucracios, currencies,
and sets of ade regulations led 10 prohibative coses and an anderdeved
oped commercal mfratructure,

This situation changed dramacically, however, after a contralized state
was creased snder Prasian leadenship i 1871, Genmany witnessed an eco-
nomic boom fucled by rapsd industrial and techinological growth that was
suppaorted by advances in communscation and transporuation. Beoween
1871 and 1873, the period known as the Grinderet, 726 corporations
were founded including the Allgemearne Elktriitdts Gesellichaft (AEG) and
the petrochemicals gant 1 G, Farben, As a point of comparison, the mum-
ber between 1790 and 1870 was only 276 (Craig 1978 81). Germam's de-
sire w0 become an internagonally prominent industrial state was perhaps
most evident in the educatonal reforms of 1872, which Envored moxdern
languages, mathematics, and technological subjects instead of the classi-
cally orsented curricalum of the Gymnasien, The Rrabchal were accord-
ingly upgraded, and institutions such as Berin's Konigliche Technische
Hochsehule came into being. Technical universities were also given the
right (o award doctogates in 1899, By nperaal decree of 26 October 1900
the Gymnasien, Realschule, and Oberrealschule were formally given equal
stats {Leaman, Osbourne, and Sagarma 1995 17). One can imagine the
apocalyptic feelings this transformation imspired among those who be-
lieved In degeneracy. The presumed threat o humanistic Sildaug, one of
the main sources of self-delinition among memben of the Genman upper
maddle dlass, must have been especially appalling,

Chaims that cities promoted licentious bebavior, antsocial activity, and
mental diness were motivated by a revideon 1o the novel econambc and so-
cial ideas that flourshied in urbun emvivonments, These anxicties were ex-
acerbated (and given a focus) by the rapid gromeh of socialism, anarchism,
and other movements devoted 1o social change. The German women's
menvetsent woa gooxd ilbustrason, Lde in cities had inroduced women o
new degrees of pensonal amtonomy and economic power. And by the lwe
ninetcenth century, several were demanding a larger role in the world, an
arguement that was often delivered on street comens and in public demon-
strations, By the turm of the contury more than 850 asociations, with a
combined membership of nearly a million people, were pursuing this
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cause. The most important of these was the Aligrmaner deuischer Frowm-
verain (ADF), an organization that advocared access 1o universivies and
other educational institutions, the ability 1o work in the professions and
civil service, and equal pay. Sodal demands included the abolivon of dou.
ble ssandands in sexual bebuvior, alomg with the reform of marmiage ws
10 lesure the equal distribution of property rights and parental amboricy
(Craig 1978: 212-13),

In many respects, the sechniques employed by Nordau and others re-
call the discourse of insanity that is dluminated by Michel Foucault in
Madwess and Cravlization (Foucanlt 1984: 124-40, 333-39). As Foucault
demonstrated, the power of inguage s used 10 achicve “governance™ over
a person, object, of idea, The act of descripion casses tha person, object,
or idea to exist as “an object of knowledge” in tevms defined by the de-
scriber. In all cases, the manser of discourse places s author in a posstion
of power. Autharity to “govern” is then granted through the compliciey of
other interested parvies. This happens in part because they accept the va-
lidity of the discourse and the authority of the individuals wiso hroaght o
into being. Support is also derived from an understanding that cach party
shares ssmilar goaks,

This process is evident in the construction of degenevacy, The docton
who mvented the thoory of Eatartung enjoved a posidon of amboriny be-
cause they were asumed (o be good people who were devoted (o the welk
being of others. Their status as forward-thinking men of science was
equally mfluental. Ninewcenthoenuury Europe was finmly cosvinced that
scicnce was a beneficial force dedscated 1o the improvement of humanity.
Indeed, this idea was almost an article of faith o the upper middie class.
These inclivicduals also believed thas scicnce existed in an olgectnve realm
beyond human prejudice. They were therefore predisposed to assume
thunt physiciarns based thear actions on disinterested observatbons that were
verified by sound saentific principles, And on i basse pavchological level,
the abiliey of physicians to alleviate pain and suffering through the manip-
ulation of arcane knowledge led individuals 10 portray them as heroes
with parental, magical, and messianic associations.

Givers the prestige of medicine it s not surprising thas the mwventors of
Entartung crafied a discousse that utstized ey language. Opintons were ac-
cordingly cloaked as “diagnoses.” Loaded torms like “case study,” “symip-
toms,” and “ctiology” distinguish this literature, Factory noise was not
smply unpleasant of & potental cause of deafiness; it destroyed the nerw
ous syem, which Sed inevitably wo imsanity, And the feminist s demand for
economic, social, and legal suffrage indicated a mental aberration that led
her 1o deny her “true” namre (see Dighstra 1986 210-54). On a broader
level, individuals who represented social change were “diagnosed” as
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Jumatios, anarchists, or other threats o civic order. In a passage resound.
ing with the language of cliass warfare (and perhaps memoties of the Pariy
Commune), Nordau warned that “on every street corner in the large
citics™ these people were “preaching the gospel of Communism and vio-
lence; the masses are preparing o gel possesson of the government and
drive the raling bourgeoisie ot of the snug offices and sinecures they
have engoved since 17897 (Nordau 1993 5).

Moreover, degeneration wis not samply & set of overt bebavion; it was
siid to be phosically apparent. Lombroso, Mord, and their followers com.
piled ables of physical characteristies and personality trans thal suppos-
wdly dintinguished affected indmiduals, Given their views, it & not surpris-
ing that degenerate stigmata appeared most often on the bodies of
feminiss, factory workers, smmigrams, and other indwviduals that repre-
sented moderniny. This was especially true of Jews because they were seen
as the primasy architects of contemporary Ewrope. This assumption wias
fucled by the peesence of several peominent Jews in finance and industry,
such as the Rothschild family and Emil Rathenau, the founder of AEG.
They were also ;nmyut. paradaxically, as agents of communisen and so-
clalisen, This happenod in pant because Karl Marx and Friedrich Engels
were Jews. Socialism's popalasity with Jewish workers was also noted.
Earlser antiSemitic taditons played a part here. Jews had loag boen stig-
matized as an alien race that threatened the organic coherence of
European society. The areation of human scapegoats explains why the jar-
gon of degeneracy is often distinguished by racis, sexist, classist, and
xenophobic language. “Nenvousness,” for example, was commonly cited as
a sympeom of the modern spent. It was also considered 4 wait unique 1o
Jews because they reprosented modemity, To be i, terms like “nervous.
ness” were not always almed at a speaific group; they were sometimes used
1o artack modernity directly rather than one of its supponed agents.

As Foucault observed, the redefintion of abstract issues as innate char
acteristics of specific individuals s perhaps the most elfecuve way 1o
achieve governance. This practice & also used o manipubate individuals by
playing on thewr capacity for paty, fear, and batred woward an obviously dif-
ferent “other.” At the same time, claims that degenerates were sick individ-
uals lnspired alinsistic demands for their rehabilitation. More impartamly,
the portrayal of “degencraies” as socopaths encouraged people to soe
themacives a victims wha were under asssule from a powerful enemy. In
all cases, people were encouraged 1o desire the elimination of “degener
aes,” either through welkintentioned medical treatment or outright plas-
ical destructhon.

The concept of degeneration probably entered common knowledge
through Nordau's work ® A remarkably encrgede man, Nordau parsued
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parallel carcens as a physician, popular author, political activist, and public
intellectaal. Upon his death in 1925 he had written nearly nine volumes of
novels and short stories, seven plays, and fftoen collections of esanys and
cultural crivkcism. Nordau was famous throughout Earope and his works
enjoved wide currency (Mosse 1995: xiv), He was so well knenen, in Bact,
thaa it was possible to be Gumiliar with bis ideas withour actually reading
his publications (or even knowing his name). His importance o the pres
ent discussion rests on his enormously influental book Estartung. Pub.
lished in Germany in 1592 10 immediate acckaim, it was transixied into the
major Furopean languages within two years. Entartung remained in peint
in Cermany, France, and Haly unil 1909, Nordau's associatbon with de-
genecacy in the popular imagination throughout Europe was firmly estab-
lished by the turn of the century. I Bram Stoker's Draculs, for example, a
character claims that the count is a socopath “straight out of Max
Nordau®™ (Pick 1989 171). This reference wo Estartung without explana.
ton confirms its currency in European culture, When Nordas died in
1925 his obstuary in the London Times described bim as a “world famous
writer” and the “philosopher of decadence”™ (Masse 1993: xv),

The importance of Extartung is especially apparent in the wide number
of critical responses it provoked in Europe and the United Seates.
Prominent figures such s Gearge Bermard Shaw wrote book-length analy-
ses of Nordau's thesis. As indscated by Shaw’s The Senity of Art. An Exposure
of the Curremd Nowswsse abost Artists Being Degemerale, some contemporarios
saw this book for what it was: an attempe to promose a reactionary agenda
through pseudoscicntfic inguage (Shaw 1905), Other reviewers, though
they doubted the validity of his research, argued that Nordaa was describr
g a genuine ok They were optmisic, however, that degeneracy was
merely a temporary condition that would gradually disappear as the next
generation adapeed leself to contemporary Ide (Pick 1989 171). Despite
these criticisms, the sheer popularity of this book indicates that many
readers were receptive on some bevel 10 Nordau's argument.

Entartung was significant in part because ot introduced the idea of de-
gencracy to a broad public. Although he was essentially a ssmthetic writer,
Nordau presented a novel argument thar the ans reflected the degencracy
ol moders society,” This v becanse # bad “infectod”™ several beading antses,
composers, and writers, The sympaoms of degeneracy were therefore appar-
ent in their aesthetic ideals and technical language. The assocation of
these antists with the scapegoats of modernity is outlined in the book™s in-
troduc tion:

Degenerates [ Entarteten] are not always couminals, prostitutes, an-
archisty, vl cortifiable lunatics [eklirte Wakusnmigel: they are often
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authors and artists. These, however, manifest the same mental char
acrenstics, and for the most part the same somatic featares | gristiprn
~und weied auck hebhichen-Zige], as the members of the aboves
mentioned anthropological family, who satkdy their unhealthy im-
pulses with the knife of the asassin or the bomb of the dynamiter,
instead of with pen and pencil.

Some amonyg these degenerates in Mlevaure, muske, and painting
have in recent years come into extraordinary prominence, and are
revered by numerous admirers as creators of a new art, and heralds
of the coming centurics, This phenomenon is not to be disregarded.
Books and works of an exercise a powerful suggestion on the masses.
It is From these prodicions that an era derives its ddeals of moradity
[ Surlchbat] and beanty. If they are absurd [ensoniyg] and antisocial
[ groellschafiferindlich), they exert a disturbiog and corrupting infle-
ence on the views of a whole generation

Impressonist painting was one of Nordan's tagets. Consisent with the
tactics outlined above, he did not express his dislike (or lack of compee
hension) through an angument supported by aesthetic o technical enite-
ria. He claimed instead that Impressionism was vissal evidence of nervous
detersoration. Mare specifically, Impresionises suffered from nystagpmus, or
“rembling of the eyeball,” which led them to perceive nature as “trem-
bling, restless,” and “devold of firm ouwtline.” A weatise by D, Emile
Berger titled Les maladies des Yeux dans lewrs rapports avec la Patholegie
pendral was cited 10 lend weight to this "clinical diagnosis® (Nosdau 199%:
27).

A clear motove stands behind has “sciendific™ language. Suted simply,
Nordau wished to discredit moderninm bocasse it opposed the canons
of taste (and world view) established by the upper middle class, which
he supported actively as a ermtie, novelise, and playwright, He thercfore
attacked amthing that reflected modernity in form or content.” Im-
pressionists challenged wadstional modes of visual perception. They also
rejected the raditsonad lterasy, seriptural, and historical models Lavored
in nincleenth<entury academic painting. The impressionists were drawn
to modern subjects, This is even evident in paintings that featare gardens
or landscapes. Fmile Zola, another trget, emploved a usique nataralistic
prose style to explore the dark side of human natisre and the contempo-
rary world, Ibsen and Tolstoy, another pair of “degenerate”™ awhors,
probed human psychology, and challenged conventional assumplions
about sexuality and the institation of marriage,

The manner of presentation was equally offensive 1o Noedau because o
rejected accepted conventions of etiquette. This was particulardy true with
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erotic topics. The paturalistic portrayal of prostitutes in Zola's Nana and
in portraats by Degas, for example, rojected what Peter Gay has calied “the
docurine of distnce,” a code that permitted erotic subjects only if they
were idealized and cloaked in the (suppasedly edifying) garb ol history,
scripaure, allegory, or the exotic (Gay 1984: 391). In other words, Nordau
may have accepred these works by Zola and Degas i they had offered
darkakinnod odalisques in an Old Testament setting. Although the fame
of Nordau and his colleagues had waned by 1914, their ideas concerning
modernity, modernism, and their buman and antistse manifestations con-
tmued 1o influence Furopean thought (see Kaes, Jay. and Dimendberg
1994 555-92), This would, of conrse, bave senous repercusions through-
out the twentieth century (see, for example, Mosse 1978: 77.112) %

Themes of Extartung in the Reception of Comtenporary Music

Although Nordau’s book was never acknosledged divectly, the argu-
meneative sivle and choice of jargon i German criticism of contemposary
music written between 1900 and the end of the Weimar peniod indicates
its decisive influence. The kack of direct cieation is hardly surprising gven
the broad disscmination of his ideas by 1900, The approach to cultural
analysis owtlined in Eutartung appealed 10 music onities in several ways. On
a basic level, it alfirmed their taste and offered a rationale for their antipa-
thy toward musical modermism, Moreover, Nordan offered an analyucal
model and set of criteria that could be appléed 10 music analsis, He also
offered examples of degenerate compaositional technigues and a lengthy
analysks of the "anusocal”™ nature of Wagner's musie dramas {Nordau
199% 1213, 171-213). The medical language of Nordau™s theory was o
pecially intluential. In fvr Fall Wagner Nictzsche coukd only declare
FPanifal & "sich” work in a metaphornical sense based on 2 personal reac-
don. As noted above, however, oritics who applied Nordau's thesis realized
that they could pursue the “govermance”™ of contemporary music through
a powerful discourse that appeared objective and saentifically credible. !

Social conservatives were the finst o embeace this idea. And their vigor
ot attacks managed to shape the terms of debate by about 1918, Ttshould
be kept in mind, however, that they did not accepe every chaim Nordan
advanced. With the exception of Niemann, the cringes cited in this esay
didd not believe thar mitartete Mk was produced by composers who had
boeen poisoned by the modern age. The degenerate “othens™ were specific
compositions. The critics also rejected Nordau's sdea that degenerate mu-
sic promoted antisocial bebavios. They believed instead that their negative
effects were limited to the duration of the performance, or perhaps &
short time afterward, like intoxication. We should also keep in mind that
these onitics did not nocessarily didibe the contemporany world, alihough
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some cortainly did, One thing is clear, however: they did not wish to hear
musical echoes of modermaty. Indeed, ies overwhelming influence on their
Fives probuably fortified this comviction. Niemann rejected the “musical
Impressionism™ of Debussy and Schreker becanse it reminded him of the
“Americanizaton, mercantlization, [and| industradizaton of all public
Ife."" Weissmann, staking an cven brosdler claim, viewed contemporarny
music as an embodiment of the modemn spirit, a force that was currently
shredding the muscles, nerves, and soul of humanity (Wessmann 1922: 5),

Remarks such as these address the larger question of why contemporan
music prosoked sech an aggresively bostide reaction from the crities. Like
Nowchau, they were upset becaase modernism challenged the acsthetic val-
ues they shared with fellow members of the upper nuiddle class, the social
stratuen that had shaped high culusre since the nincteenth century, The
culturad outlook of this class was mostly conservative, reflocting the nonms
and sexndards promoted by the Gyamnasien.' lis conservatian was also per-
petuated by the high value it placed on the didactic value of hissory and
canonical armworks. Members of this class believed above all thar music
represented an ideal realm of Get, Tnnelichbat, and other qualitics that
stood well above the everyday world. Thus, they expecied opera 1o offer
drama in remote and Mealized terms. More generally, music was suppased
w0 edify, embody such qualities as dignity, grandeur, and elegance, and in-
spire bolty qualities like bravery. On an affective level. respectable compo-
sitions expressed “healthy” feelings like strength and vigor, (The sublime
excepted, intense moods and emotions were not welcome. ) Since men
dominated bourgeols culture it is pot surprising that it tended 10 cele-
brate these and other stereotypical male qualities, Respect for tracdition,
generic conventlons, forms, and techniques was equally important.
Marcover, this clss also held 0 a sense of propricty, that certam topics
were not appeopriate (o be shared in public, Given these assumptions it is
not surpesing that subgeces drawn from the contemparary world, espe-
cially unpleasant anes, were fromned upon 4

Nordau aunbuted three related characteristics to endartete Kunst:
graphic portayals of “inappropriate” subjoces; artstic technbgues that af
fected the body Bike a narcotc; and a contemptuows attitade towasd sock
cty. (Nordau 1995: 7-44). These wopics, and the composers associated with
them, appear throughout the liverature of endartese Musik with remarkable
consastency. Although critics were less sysecmatic than Nordau, they
shared many of his concepts, examples, and analytical methods. Extartung
offered dear models in some respects. According to Nordaw, degenerate
compositbons, such as the prelude 10 Tristen wad lolde, spaurned tradi
tional conceptions of melodic develapment, counterpoint, harmony, and
form in favor of excessive dissonance, avosdance of harmonic closure,
formlessness, motvic fragmentation. and an undue emphasis on orches
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tral color (199% 12-14). Analogses were also drawn [reedy between differ-
ent media. His diagnosis of Zola's nataralism, for example, was used o at
tack seriome opera, Remarks about Impressionist painting were applicd to
Debassy. And conclusbons about the psychosexual orientation of Ibsen's
plaos informed discusions of works like Schocnberg’s Frmartung,

“Inappropriate” Subjects and Their Presontation

Degeneracy was bocated most often in the subjects that attracted con-
temporary composers, Surveys of vocal and program music from Beetho
ven 10 Strauss pointed with alarm at the decline of “clevated” themes and,
on a mare basic level, respect for comventional standards of tste and pro-
priety. Reflecting the influence of modernity, argued critics, music had
become a vehicle for socially tramsgresive material. As Karl Storck pur &,
moderm music had abandoned themes that were “noble, cheerful, and
grand” in fvor of those that were “miserable, sorvowful, and wicked”
[schlechr] (Stonck 1918: 2:301),

The treatment of love and romantic desire was ane example. Works by
Strauss, Schreker, and Schoenberg were often cnticized on this point.
Moning far bevond the limits reached by Wagner, modern compasers re-
placed conventional notions of romantic kove and desire with unidiosen-
sional portravals of Just, obsession, and sexual deviancy, a rend Welss
mann labeled “the perversion [ Verkehrumg] of Eros™ (Weissmann 1925
S04). This s particularly evident i the reception of Salowe and Elokira,
According 1o Nicrmann, they offered “sick, corrosive perversion”™ | krawken
angefresienen Pervensitdr] instead of “healthy sensuality™ [Sinslichher ]
(Niemann 1922: 199), To be fair, contemposary opera cortainly presented
some shocking material. The brothel scene in Schreker's Der forne Klang
and Salome’s Dance of the Seven Veils are two infamous examples, Some
were even olfended by the age difference between Octavian and the
Marschallin in Der Rownbasalier.

Along with this ransgression of accepaable romantic plots, critics ves
acted with horror to a corvesponding “perversion” of characier types.
Critics were especially disturbed by the distorton of gender roles, a topac
that intersected with comtemporany debates about the status of women. In
the minds of Weissimann and others, the centradity of sexual desive (and
an openness about 1) made female characters seem masculine because
they were asuming what was considered a prerogative of opera heroes.
The prosagonist in Ensartung. for example, is posessed by erotic feelings &
she searches tor her lover. In the second act of Der ferne Klang, the primary
female character, Grete, rather engoys hey e a a highly desired courte-
san. Characters such as these hcked the romantic orentation, chastity,
and submissive narare thar formesh charactenized opera heromnes. They
were indeed a Bar ory from Beathoven's Leanara or Wagner's Senta. Male
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charucters were equally disturbing. Instead of displaying “masculine” uales
ke selicontrol, strength, and fortinade, male characters were “feminieed”™
by emotonal excess. Once again, the influence of contemporary gender
debates is evident here, This & apparent, for example, in Bekker's stase-
ment that the modern tenor was “a character part [that was] hysterscal
[ Aysterinch ], pathological, almost possessod™ (Bekker 1926: 156). His choice
of language is significant: “hysterical” does not simply indicate madness,
but a type of insanity specific 1o females. One tenor role of whach Bekker
may have been thinking when formulating this idea is that of Fritz, the
protagonist of Schreker's Der ferme Klang, His nenves exhavssed, his hean
broken, Fritz dics i the arms of his beloved, Grete, in the opera’s final
scene. Bekler would have noticed the samilanity between this scene and
Mimi"s death in Rodolfo’s arms at the condusion of La Bohéme.

The popularity of mansralism (even in historical seulngs) provoked a
simnilar reaction. Operas by Puccing and the veniswo composers were gener-
ally crsticized on these grounds, Thinking perbaps of the executhon and
saicide in the final act of Tows, Bekker claimod that vemvmo depended on
an image of life “conceived in terms as crass as possible”™ (Bekker 1934
143), One commonly cited example was the graphic depiction of Mami's
consumption in La Behéwe; the andience gazes on her withered body, and
watches as she coughs up blood in a squalid attic apartment (see Bekker
1954: 242; Weissmann 1925 204). While he fails to offer specific exam-
ples, Seorck suggests that the portraval of phasical agosy (3 well as sexual
pathology) was a central component of Schreker’s work (Storck 1918:
2:3511). Although he is not speatic, Storck was probably suggesting the
character Ahiano, the hunchbacked protagomist of Ihe Gaachudten. In thas
regard Schreker had clearly violated the comvention that characters
should be wdealized individuals, Depictions of mental suffering provoked
similar reactions. Next 1o Schreker, the composer criticized most often on
this point was Schoenberg, A brief reference in Alfred Einstein's popular
survey, Musibgeschichte, described the composer as “an unrestrained
painter of psyehological anguish®™ (1920: 128). Einstein muy have been re-
ferving 10 hwteria (Ermvartang), lunacy induced by intoxication (Piarsl fe-
mawre), or debilitating anxiety attacks (“Premonitions™ from the Foe Peces
Jor Orchestru).

These accusations bear doser examination. Although these themes in-
dicated Entarrung, they were hardly new 1o music. After all, Don Géovanmi
& an crotomaniac, murderer, and wouldbe rapist; Le Trawsele features a
consumptive courtesan; Panifal has the hysterical Kundry; and the Ring
offers a pair of incestuous sshlings. Natuwralstic pontrayals of shocking ac
tons alvo appear occasionally in these works, Theis reception of Mazare,
Verdi, and Wagner indicates, however, that they were not opposed alto-
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gether 1o such maserial, The critics were offended because later examples
lacked a bager didactic purpose. According 1o Niemann, this “total ab-
sence of any ethas, of any inner moral, ennobling power™ put the “seamp of
death”™ on muach contemporary music (cited in Hailey 1993 49). This was
so becanse it reduced music from an elevated art to a hurkd fosm of enter-
Lasnmen,

Several anitics drew additional comparisons between the vogue for naw-
ralistic depiction and lowgrade eabloid joumaliam. Strauss, Schreker, and
others were often given kabels bike “tone photographer™ and “sonic”™ [Alang
licke] Mustrator (sec, for example, Lowis 1912; 106), Storck cven remarked
that Strauss had a “joumalistic mature” (Storck 1918: 2:2685). These com-
parisons are telling because photography and photojournalism repre-
sented 2 challenge to traditional conceptions of visual ant and journalism.
Ihe replacement of pen, brush, and narvative by a mechanical process
bl powerful conpotations for those who associamed technical innovation
with artissic decline. More imporun, the high degree of mimesis in con-
temparary opers and program masic Jod them o suspect that sechmigque
had become a substituee for meaning. Niemann connected realoan with
“superficabity and spisiteal poverty,” a cdiaam that associated mimesis with
an inabiliey wo interpret or critcze (Halley 19935 43). These optnions also
reflect a central theme i the discourse of degeneracy. a belicf that mod-
ern stimuli led o newrasthenia, a newrologwal condition that reduced the
individual 10 2 passive state in which one could record an impression, but
ot grasp its meaning. It also seemed voyeuristic, even pormographic, a
theme that emerged often in discousssons of Straus’s tone poems, Indeed,
few pieces violate the “doctrine of distance™ so consistently. The deplction
of the composer’s sexual and Eamely life in the Symphonia domertica and Ein
IHeldenldben gave many crities the fecling that they were spying through his
window (see Weingarmer 1901 91-92; Weissmann 1922: 305). Given the
reception of dowestics, Octamian’s suggested orgasm in the opening bars of
Der Rosenbayatier, and the following Lisdesserne, must hive caused some de-
gree of embarrasment.

A plea 10 returm o absolte musie, an idea that & implied olien in this
literature, may hinve been the most extreme reaction to contemporary vo-
cal and programmatic works. The critics must have been remarkably dis
gusted indeed o advocate their elimination. Beliels that these genres
coukd not be redeemed abwo indicates the depth of their pessimism. Given
this prejudice, it is not surpesing that many desired an esentally abstrac
and non-referential music, an idea that was certainly influenced by
Edvard Hanslicks thosis, articulated in his Vow Musikalich-Schdnen, that
music was properly a construct of “forms set in motion by sounding”
| Himend beugten Form] (sce, for example, Louis 1912 325-29). The onitics
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soon realized, bowever, that the compositional language of contemporary
mumic preserted a sec of isues that were equally problematic,
Muscal

According to the cnitics, degeneraton's influence on the techmical lan-
guage of comtemporary music was evident in a neardy exchusive emphasis
on the expressive power of wone codor, or Kleng. (This multvalem enn
also indicated nonfunctional chromaticism, and novel tnbral offecn)
This shift in compositional pesorities, argued ontics, had undermined the
comventions of harmony, riwthm, melody, and formesal strocture, Noedau's
assessment of Wagner's music and Impressionist painting is recalled here.
Welssmann was especially concerned about this, He conceded thae Kiang
had an undeniable charm and affective power (Weissmann 1922: 4).
Despite its sensual and emsotional appeal, however, earlicr composens were
careful 1o constrain this powerful force within burger structural elements.
The perceived rise of degencration ar the e of the century, bowever,
persuaded composers 10 ignore this delicate balance (1922 76-77). Por-
taying the compaser as an ermant sorcerer’s apprentice, Wessmann ar-
gued that the influence of modemnity led him to push Klang bevond
acceptable lumies (1922: 11).

Dominated by Klsag, contemporary mussc had become little more than
a vehicle for the expression of (often intense) emotional states. As Indi
cated abave, crities objected 10 the graphic depiction of “inappropriate”
material. This also applied 1w sonic depictions of mencl illness, physical
paaan, cmotional anguish, and intoxsaton, Moreover, their pieces, which
were given such labels as “Newenmusil,” had a potent ability 1o “whip
up —or even “corrode " —the listener’s nervous system in a manner Mme-
lar to that of alcobol or narcotic drugs (see, for example, Nicmann 1922
152-53). Storck claimed, for example, that this music affecied the body
bike “hashish and opium” (Storck 1918: 2:419). Associaions with intoxica
ton were indoed so common that Weissmann cotned & ncologism o de-
scribe the effect of listening 10 this music: Klangrewch (Weissmann 1925
249). This was a highly charged observation. For many, narcotized staces
suggested the kind of sensory overload provoked by urbas stimuli.
Remarks aboust narcotic qualities also echoed Nordaa's obsenanon that
people were turning 1o narcotics in order 1o cope with the effects of mod-
ern Ie, ssch as a deadening of the nervous systen. Indeed, the e of ex-
ternal stimuli in order 10 experience emotion was consdered a primary
symptom of neurasthenia.

Some argued that the compositional language of musical modernism,
its reliance oo Klang especially, had pushed music into a state of insanity.
These dadms adopted Nordau's idea about the danger of modern stmuli,
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urban nosse especially, by shifting his focus from the nervous system 1o
musical materials (see, for example, Weibsmann 1922: 3-28). Taking up
this poant in “Zurisck su Movart?™ Weinganner stased that contemporary
music was “hyseerical”™ and that it needed o “become healthy again®™ (cited
i Botsein 1993 5). In another essay, “Was kann man Kospooicren?” he
claimed that new music “howled™ like a mental patient (Weingaruer
1912: 217). Exampdes of music that display ssmpioms of “mental illness”
appear throughout the literature of enfartete Munk Nicmann's oritque of
“German Modernism,” which surveyed Strauss, Schoenberg, Schreker,
Ench Wollgang Korngold, Fugen d’Albery, and Hugo Woll, is cvpical (Nie
mann 1922 215-28). Niemann's representative figure here is Schoenberg,
a “pathologecal” igure who pushed musie into a hinatlc realm of “ghastly
visions” [ grafliche Videmwen] and “overexcited . . . subjective insanity”
[ Sevdemlenden ). Each paoce was a “sonic | Aanglichs] pandemsonivm, & musi-
cal hell of horrors and spooks™ [ Grauens wad Spuks] that “unraveled . . | in
cries, groans, and stammers [ Schreaen, Stanen, Stammefn, und Lallen]™ (255,
256).%

Adopting the apocalyptic one of Nosdau and his lollowers, ontics spec-
ulated that unchecked expression would eventually destroy music alto-
gether. One popular theary suggested that, i a manner similas 1o an ndi-
vidual under stress, expressive hypertension fired by Klang would push
musc into 2 state of shock, Wetamann even suggessed thar music would
be reduced o vapor [Dunsthawch] (Weibssmann 1925: 305). Others, like
Bekker, saw this process in organic terms. Like a “parasitic weed”
[ Schmarotzer pfllanze]. the overwhelming power of Klang would gradually
“devour”™ music (Bekker 19200 340), In 2 manner that recalled Nordaw's
preface from Enfartung, critics sometimes questioned the sanity of modern
composcrs. At the end of his discussion of Verblérte Nacky, for example,
Louis concluded that Schoenberg must be a “lunanc™ | Wahnsianige] be-
cause 3 sane person could never wiite 2 work like thar (Lowis 1912: 281),
Necmann even claimed, as did Nordau, that degenerate individuals pro-
disced sntartae Musik (see Neemann 1922 wi-x, 164). Max Reger's career
was one of his case studies. Coming under the spell of “Modernine™ after
moving 10 Munich, Reger abandoned his commitment to [. S, Bach, a
“healthy™ model, His new works, inspired by Stranss and the effects of ur-
ban Iving, displaved “nervous unrest™ [nenvise Uerasr] and “neurasthenic
deterioniation” [Vegfell] (157), They also caused Reger's mental break-
down and carly death (158),

An equally large body of crubcism argued that modermnism was o
erotic, Weissmann argued that Klang's seductive power often pushed ma-
sic into a state of “eronc intoxication” [erstischen Rausch] (Weissmann
1925: 249), This theme is echoed by Niemann, who expeessed discomfort
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over the involintary arousal initated by the "boundless sensuality” of
Schreker's music (Niewann 1922 254). In a similar vein, Bekker con-
coded that Kleng was like a Siren song: the liviener could not escape the
power of its sensual charm (Bekker 1920: 340).

Klang was usually considered “feminine” because (@ was sensuous, alfec-
tive, and coloristic, and becamse it was associated with the gratification of
phosical desire, For many cnitics, is domination of supposcdly male com-
ponents, such as motivic development, form, and rhythm, threatened 1o
emasculate music, [n a remarkably bellscose metaphor from Dy Mask in
der Welthrise Weissmann described this situation as “a battle between the
comstructive power [oufeusndn K] of rhathen and the refinements of
an effeminate and feminizing [verwaichlichenden] harmonic language”
(based on Klangl. Elsewbere in this book, he indicated several “eflemi-
nate” passages in works by Strauss, Schreker, Debussy, and Puccini (Welss
mann 1922: 5, 204-305). As was the cane with the perception of opera
characrers, these remarks betray the influence of contemporary gender is
sues, espocially fears that women were encroaching on a masculine do-
main. Arguments that connected Klang with mental illness also betraved a
gendered dimension, Cestics often assocated it with “hystena™ As inds-
cared above, this was a common climical expression for female insanaty.
Weingartner, for example, concluded in “Zurck su Mozartz™ that mod-
ern music was “hyseerical . . | like an unhappy woman who has been
wrongly imprisoned for a long tme” (cited in Botsten 1995: 5), And in
Niemann's opinion, the “hysterical™ nature of Schoenberg’s music demon-
strated that he was an “clfeminate” |anblcke] composcr (Nsemann 1922
253).

Discussions of “feminized” music often suggested that Kleng reflected a
homosexual sensibility, which was perceived as yet another aspect of mod.
erwity that threstened the Labric of European society. (Homosexuality was
considered by many to be a form of mental dlness, )7 In Der Musik der
Sexene, Wessmann observed that Klengliche music promoted “hermaphro-
ditic™ tendencies (Wemssmann 1925: 250), Emploving a coded lexicon
used 1o describe homosexuals, Weissmann stated that Debussy’s music
suggested & “man withowt masculinity™ [Mean oboe MaunticAbat] (Weiss-
mann 1922: 158-59). This was evident in works ke Proifude 4 Vaprés-mids
d'un foune It s oot surprising, then, thar his “hermaphroditic™ [ zovtte.
Aaftige] music was “timid and superficial,” distinguished by “precious
chords,” and the “sensuabty” [Soenfichba¢] that comes from “overrefined
nenves” [ abormptndiiohen Nersen] (161-62), While this statement sugggests
a prejudice thas bomosexuality was an aspect of French culture, we should
keep in mind that eriglos routinely advanced similar claims about German
and Austrian composcrs,
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The Composer™s Contempt for the Audience
Although its stigmata were not as obvsous as a “pervented” scenanio o a

“narcotc” chord, egocentrism was perhaps the most critical aspect of mu-
sical degeneracy because it encouraged compaosers 1o spurn the values of
the Birgertum. This symptom was one of Nordau’s central themes,
According to Nordau, the hectic nature of modermity encouraged a spisit
of untrammeled selfinterest and comtempt for others—traits he believed
were exemplified by the philosophy of Friednich Nietzsche. The wreaumem
of sutobiographical material was one example. In the past, argued critics,
personal details were used 10 elucidase essential tuths about humaniey,
Beethoven's symphonics, for example, served didactic or inspirational
purpdses by addressing Jofty “universal” ideas. Immune w the humorous
aspects of Ean Heldewldden and Symphonia dowestica, many found their pro-
grams shockinghy selfindulgent. According 10 Welssmann, Strauss had li-
erally put himself on stage for no reason other than self-display (Wens-
mann 1922 129),

A seemingly gramitous relance on snoved Masgliche elfects was another
form of selfaggrandizement. Dazling sounds shifted attention away from
performsers, a tendency Belker obwenved in works by Puccni, Strauss, anxd
Debussy. The way in which orchestras dominated voices in opera was a
moge obvious example. In both Wasdlungen der Oper and The Story of the
(vchestra, Bekker deplored how the singer’™s voice became secondary to
that of the componer: “In every case words or thoughts are stimull for the
techmical development and sonority of the orchestra, ancl in every case the
voices themselves have become assistants in orchestral expression”
(Bekher 1936 268), Thas practice was so widespread that critics wondered
i stage works by compasers like Strauss and Schreker were actually operas.
Hekler thought that “tone poems with voices™ was & more accurate de-
scription {Bekker 1954: 151). A kuger point s indicated here. The com.
poscr’s treatment of the singer suggested a general attitude towards the
auclience.

Crines olten detected an onanistic dimensson in this pussait of sonic of-
fect. Thrilled Yy the pleasure ot gave them, composers came to regard the
creatbon of sensual and exciting sounds as an end mn sself, Bekker sug-
gested that by the tarm of the century composens became so entranced by
the “spell™ of the orchestra that they forgot music’s obligation o commu-
nicate with an audience (Bekker 1936 262-63). Ulimarely, mussc was re-
duced o an antisocial “an for ant’s sake,” This was abo ovident in moxdern
miusic’s willful destruction of the shared vocabulary of musical gestures
and harmonse Bnguage thas had developed since ihe Barogue era. Bekker
summed up this attitucde in his discussion of Strauss, Puccim, and Debussy
in The Sory of the Onchastra. In the wake of modernism, the “value of the
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artwark no longer depended on is importance 1o the community, on the
ability of the artist to reveal the unconscious impalses of the common life
aned express them in antistic forms™ (260). In a similar fashion Einstein
concluded that the fundamentally “asocial nature”™ [Assaalitd] of Schoen-
berg's music was "so abstract, so individaal, and so divorced from all rels-
tion to humanity as to be neardy unintelligible™ (Einstein 193%4: 159),

Comments like these indicate a general perception that the composer
looked down on the public. In D Musk in der Welthnie Weissmann stated
that Debussy and Strauss sought ondy to please members ol “certain upper
strata”™ | Oberschackt] (Weissmann 19220 159). Stravss was often accused of
being a snob who mocked busgerfiche values, a claim that was supporied
by noting the composer™s affinity for Nietache (see Louis 1912: 176),
Some even speculated that modem composers actively hated the puablic.
Referring to Straus’s 1895 tone poem Tall Exleonspaqgel, Nicmann stated
that it was really a self portrait (Niemann 1922 271). Louks repeated this
assessment, declaring that Stranss had an “Fulenspiegelnatur™ (Louis
1912 102). Like TAll, they argued. Strauss was an anarchist who wished to
silnery the social order, commerce, organized religion, law, and sexual
propricty.

A final aspect of perceived cgocentrism was a beliel that the com-
poser was defaulting on his obligation to the commumnity. According to
Neoplatonistinfluenced critics, society should be willing 1o sustxin the
composer, but in retarn for this support, the composer was expecied o
create music thar sasisfied sockery’s cultural needs. In "Zurick s Mosan:”
Weingariner expressed the sense of profosindd boss and abandonment that
lay bencath this hosility: “The deep satsfaction for which we yearn s de-
nied us by the newest music of woday, . ., We are aroised, not satisfied:
fired up, but not warmed; entranced, but not elevated” (rans. in Botstein
T99%: 5). An acwte sersse of nostalga is indicated here, a fecling thar grew
increasingly intense a8 Furope moved through the catachsim of the First
Workd War and the uncertainties of the Welmar Era

Conclusion: Two Versions of entartede Musik after 1953

The term endartete Musih s most often associsted today with an exhibi-
Gon that was sponsored in 1938 by the Kenpfund filr deutsche Kuftser, a di-
vision of the Naz party. Appearing first in Désseldord, this collection of
visual documentation and recordings was shown throughowt Germany
during the following vear. It is indeed ironic that several oritics cited
above were themsedves labeded degenerate by the exhablton’s organizers.
Writings by Bekker and Welssmann were specifically condemmned in the
program booklet. Entartete Musib-Eine Abrechnung” One is also beft to
ponder whether they and other enitics appeeciated the larger meaning
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of the theoey they so freely adopeed. If a disonant passage seemed oo
intense, for example, they could have simply mentioned its intensity
rather than declasing it "degenerare.” In the end, the Naris seem o have
been the only group who undentood the imphation of declaning music
degencrate—and acted upon it by killing as many “degencrave” musicians
as they could.

The concept of enfariate Muish espoused by the cultural leaders of the
Third Reich s sinilar in some respects to the argument ostlined above,
Like earlicr crivies, the Nazis clalmed thar cermim works were degencrate
because they embodied repellent aspects of modermity, and because they
opposed communal valees. They also adopted the medicoscienulic tone
of degeneracy theory. Itis not accurate 10 assume, however, thas the Nais
perpetuared an caslier critical tradidon. The nearexclusive foous on race
s one fundamental difference. Although these clements certainly exist
in the Meramure of degeneracy, it is not the central tenet that it became
during the Third Reich, According 1o the Navis, Enfarfumg was evident m
music that did not embody—or that opposed-—the “German spint.” In
cach cane the olfending composers were Jows, “noms-Arvam,” and gentides
who reflecied “Jewish influences.” This amtude extended 10 music that
was suppocted or commissioned by the Weimar govermment, which was
viewed as a manifestation of Jewish ideals.

Serialman was not condemned lor any intsinsic reason, but because it
was created by Schoenberg, a Jewish composer. Jazz was perhaps the most
olfensive genre because it oniginated in the United Seates, was the cre-
asion of individhuals of African descent, and enjoyed considerable popular-
ity during the years of the Weimar Republic, which was viewed s an era
dominated by Jewish ideology. Tt is not surprising that fowny speelt awf
(1926) by Enmst Krenek, the most popalar Genman opera written durning
the Weimar period, was considered a prime example of degenerate masic.
This Is clearly evident in the cover illustration of the opera’s program
hooklet that accompanied the catalogue for the 1958 exhibition Eulartete
Musik: a grotesque pioture of the African-Amernican Jonny (adomed with a
Star of David for good measure), Ultimately, the National Socialists
blended Nordau (a Jow, ironically) with the racal tradition of degencracy
that was advocated by Houston Stewart Chamberlain and joseph Arnthur
de Gobinean, On balance, however, the most important Nagi text was
Wagner's infamous essay Das fudentum in der Musik (1854), which owtlined
2 st of themes 1hat were taken up and wanslaed into “scsenufse”™ weoms by
Chamberlain, Gobineau, and other racists,

Although this overview suggests a coberent set of guidelines, the defing
tion of musical degeneration espoused by the Thisd Reich was actaally
rather arbitrary and political in motivation, Despite several attempes, the
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regime was never able to define the charcreristics of proper *Nazi™ music
bocause it lacked a coherent cultural asthoeity. The creation and perform-
ance of music in Naxi Gennany was also influenced by several overlapping
federal, state, and party interests, Each of these had agendas and interesss
thar wypecally locked them in conflict™ Given this background, it is not
surprising that the Resch's coltural suthorities were often influenced by
the prolessional stature of individual musicians, personal pares, and prag-
matix political considerations, During the 1950s Strauss found this situa-
tion rather ronic. Considered a degenerate composer since the tam of
the century, he was amused by his new status a8 a standard-bearer of
German musical values during the fing years of the new Reich. In a con
versation with Hans Sevenss Ziegler, the organizer of the 1938 martete
Musik exhibit, Strauss wondered sarcastically why Salsme, with its “four
Jews who sang the purest aronality,” was not incoded (Willkamson 1989.
143). The answer is simple: Germany was not eager to silence its mosa fa
mous living composer.

Paul Hindemith's fate after 1953 i a good ilkustration of the personal
factors thar influenced the musical policies of the Third Resch. On the
surface, Hindemith seemed ke x composer the Navzis would fivor, Like
Strauss, Hindemith was highly respected and world amous, Many consid-
cred him 10 be Germany's most imporiant postwar composer. On a basic
level, his “Aryan”™ heritage was impeccable (he even possessed blue eves
and blond hxir). He was alo famous for his conservative aesthetic, vocal
onticism of musical modemnism, and antipathy toward serialism. In this re-
gard his artistic ideals were congruent with those of the new regime.
Indeed, some members of the Nazi party considered him a national treas
ure, an opinson that was endossed in 1954 by the noted violinit Gustay
Havemann, an carly director of musical activities in Hitler"s government
(Skebton 1977: 120). Hindemith's only personal labilicy was 2 wile who
was partially Jewish, Offacials of the Third Reich were willing o overlook
this, however, as they dad initally with Stauss's Jewish in-faws, These fac-
tors Jed Hindemith to believe that he could susvive in the Thisd Reich,
After several years of conflict with Hitler and several government officials,
which he attempeed 10 evade unsuccessfully through extended says
abroad, Hindemith was eventaally forced 1o emigrate to the United Seates
in 1940,

Hindemith was declared degencrate in part because he was a promi
nent figure in the musscal life of Weimar Germany. As a profosor a the
Berin Hochschule fisr Musik. he was an official who had served the repub-
lic willingly. He also performed reguiarly with Jewish musiclans like
Broaislaw Huberman, had collabosated with Weill, and had cven set texts
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written by the “degenerate” Bertolt Brecht, More specifically, Hitler,
Hermann Goring, andd Joseph Goebels remembered carly Expresssonistic
compositions like his onc-act opera Sascla Susenna (1921), Although
Hindemith withdrew this and other similar works in the mid- 1920, dis-
missing them as juvenilia, the damage was already done. The breaking
point in his relationship with the Third Reich seems to have been related
0 2 specific inddent. Hider had been olfended by a scene from his 1929
opera Newes som Tage, in which a soprano performs while reclining in a
bathiub (cven though her nudiey was diguised) (Skelton 1977: 120). The
Fiahrer was apparently so incensed that he did not realize that the opera
satirized aspeces of Welmar sociery. If Hider had pasd atenson, he proba.
bly woukd hanve endorsed its message, In the ond, however, the bathing
sopeano scaled Hindemith's Bae,

In the altermath of the Second Woeld War the idea of entarfete Mausik,
by now associated with the cultaral policies of Nazi Germany, would
seem o be a concept worth abundoning. Although the 1erm “degenerate
music™ has fallen out of use, its basic ddea has nevertheless persisted to
the present day. In the United States, the spinit ol Nordau is evident in
conservative onticisi of popular music that began (0 appear during the
198057 This is evident in Aflan Bloom's The Clasing of the Amenican Mind
(1987), Martha Bavdex's Hole e Owr Soul: The Lows of Beawty and Meaning
in American Populer Music (1994}, and Robert Bork's Slouching Teward
Goworrah: Modern Lideralirm and Awenican Decline (1996), Similaritics be-
mween their arguments and those of the theorisis of degenercy are often
uncanny. As suggested by the tithes of thoe books, it extends 1o the chowce
of vocabulary and 1one. Writing almost a century after Nordau, Bork
seated in 1996 that “the image of a workd disintegrating, then 1o be sub-
jected o a brutal force, speaks o our fears now™ (1996 preface).
Ultimascly, contemporary American culture and, by extension, society,
“has changed, s changing, and the change & for the wone™ (1996: 126),
Olnervaniors such as these are eerily reminiscent of Nordau's clalm tha
Modemnity was unchaining “the beast in man,” “trampling all barriens,”
and destroving a “woeld order . . . thae has satishied logic, feaered deprav
ity, andd i every ant matured something of beaaty™ (Nordaws 19495: 5),

For critics sach as Bork, Blooan, and Bayles, the present atmosphere of
cultural deckine is the consequence of an unfettered aumosphere of social
permissiveness that was inspired by the social movements of the 1960y,
While Nordau Jocated the roots of cultural degeneration in the physscal
and social effects of modernism, these crivies blame the lasting influence
of Gsera “Bheralism.” The degenerate “othens™ in this case are “liberals™
who were indoctrinased by “radical” professors and other permissive social
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leaders. Their influence on public tate through the chssroom, the media,
asd cudwgal instinutons has foseered, these critkes argue, an ammosphere
that has evoded all standards of decency, This permicious ethos i appar-
eatly quite powerful. Bork even claimed that the creators, sponsors, and
cossumers of cultare have Jost the will 1o censor indecent works (Bosk
1996 140.53). This is also one of the central themes of The Closing of the
Amerscan Mind, in which Bloom argued that a vaditon of restralnt had
governed the recepdion of music since Plato, Influenced by this positive
belicl, educated Bstencrs understood music as

2 series of Mtempts 1o give form and beasty o the dark, chaotic pre-
monitionary forces of the soul=—to make them serve a higher pur
pone, an ideal, o give man’s duties 2 fullness, Bach's religious inten-
tons and Becthoven's revolutionary and humane ones are clear
enough examples. (Bloom 1987: 72)

Having lost this ideal, he argued, music has degencrated into a vehicle
that can only express maw passsons and antisocial ldeas. Musical styles and
techniques changed accordangly to scrve this end {(Blooan 1987 63-72),

In the preface 10 Entarmung, Nordau expressed fear that estartete Kuoast
had the ability to intoacate the masses and promote antisocial sdeas, This
belief also indorms the criticism of Bayles, Bloom, and Bork. Another simi-
Lagity is the sdea that this music needs 10 be climinated becasse it encour-
ages behavior that undermines the forms, standards, and conventions of
society. According to Bayles, Bloom, and Bork, contemporasy popular ma-
sic has encouraged sexual promiscuity (and deviance), violence, egotism,
nihiln, and contempt for authonity. According 1o Bavles, Rap “stokes”
the “fires of adolescent anger in wins that are alimsost sotally destructive”
(Bavles 1994 13). Perbaps the most famous exposition of this theme was
Blooen's argument that linked Rock music and animalistic Tuse:

[R]ock music s one appeal only, a barbaric appeal, to sexual desire
—not love, not e, bat sexual desire undeveloped and sntutored.
... Roxck gives children, on a siiver platter, with all the public author.
ity of the entertainment industry, everything their parents always
used to tell them they had to wait for until they grew up and would
undensand Luser. Young people know that rock has the beat of sexual
imtercownse. (1987: 73)

This music is also destructive because i creates an appetive for greater de-
grees of stimulation. According to Bayles, the popular musec enthusizs
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craves “aggressive, noise-dominated sound, obscene, violent hrics, and
cmotons ranging from sadistc bust 10 nihilistic rage® (Bayles 1994 542).

Like Nordan, these critics echo the theme that sach music threatens
the health of the lstener and that of the larger community. Bark's re-
sponse to this threat is simple: censorship for the good of society (Bork
1994 141-53). Bayles presents a more opuimistic view. I the public
made weare of the potental harm of popular music, she argues, individu.
als will demand something beeter. A larger issue is evident beneath these
proscriptions, one that indicates a final affinity with the spisit of Nordan,
In both cases, modern music &s an irviiant becawse it compels the crive w
acknowbedge the chasm that separates a troubled present from a fondly
imagined past. Ulimately, this nostalgic sensibility seems as powerful to-
ki as it was at the previous fim de sicke,

Approdix

Music Crighes Cited in This Esary

Faul Betber (1RS2-1057) was perbaps Germamy's beading samic critic. In addi-
tion w impotunt biographics of Becthovens and Wagner, Bebler was the author of
several books on conmemporany mus, the sockology of music, and wwic history.
He was also 2 cobamming Sor the Berdiner newente Nackhimicbion and chiet music critic of
the prestigious Seabfartr Aljgrmane Zatung. [n sddition 8o these activites Belder
was acve as a0 Mtesdest at opera howses in Gassel (1925-1927) and Wiesbaden
(1927-1935), Bekker wan initially a forward-thinking champion of contemporary
e, bt Bis opinions became moge conmervative over the coune of the 1920

Alfved Einsirin (1890-1902). Duarisg the 1920+ Einstein was both editor of the
Zeksohnift v Musihanssenscbaft, and 2 critic for the Maschser four (1918-1927) and
the Beriiner Tageblatr (1927-1933) . Hin Conchiche dev Musik wan a0 exaremely popu-
lar woek that went through theee oditions between 1917 and 1954, (1r was Luer
publinbed in Englah as A Shert History of Munc) Einsacin was possimistac about the
ste of contemporary smoic. He v, however, encouraged by the rae of neockoai-
cisen wnd wink i canly supponer of Paal Hindemith.

Foudolf Lowds (I870-1914) was a composer, musse theoriss, crvtie, and conducior
tosed 30 Musich. He published soverad books oo harmony, and analytical studices
of Brockner and Laar His Hormonielohrr, comvien with Lidwig Thuille, indicaces
2 sophinticatod and senwitive yndentanding of post-Wagmerian trends. Lowis was
cqually aceive o a critic for the Munchaer newesten Nackinehten. Alihough be a1
tempied 5o be a gemerous and supportive cnake of comsemporarny mamic, he was dis-
turbed by much of ie.

Wisler Niewsamn (1896-1905), a very consenacve individual, was a composer and
critic active in Hassdwaog and Leipuig. A welleogarded composer {of prograss mu-
sic. especially), Niemann also held a doctorare mn maoicology and wiss active as a
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teacher. He was a eritic for the Lapuger avwote Noclinebies from 199717

RKar! Sacock (1570-1920). A gwofcne of munic a1 the Usiversity of Berlin, Seoeck
was a musicologist with a backgrousd in an hasory. His popular Geschichie der
Musk appeared in several oditions during the 1920, Stoeck mainsined a some-
whiat positive attilude toward sew smuic, (Bough with serious soservations.

Felix Wangertoer {1863 1942), Remembered 1oday as a condacton, Welsgamnes
was renowned as an Impostant composcy and a proffic writer on musical vubjects,
He wan generally conservative in bis views. An Austrian by birth, ke directed opera
heuses in Berlin, Hasbarg, and Viensa,

Adely Wersssann (1875-1929) was, along with Paul Belker, one of Germany's
most influestial manic criticn. He wrote criticivm for variows Berlin papen inclod-
ing the Berdmer Zeatung am Mikay and wis also a Iroguent comtiibanor 1o Anbnsh
and I Mush Welssmann was the author of mamerous critical studics, componer
Biographies, and a bistony of musical Bfe in Berlin. In addition to these literary ac-
eaieies he wins a founding member of the Tnternatonal Sociery for Comtemponary
Mushc (ISCM). Despire his actve involvement with comemporany masic, Weiss-
mann was rather ambivadent ahouat it

Noter

* 1 would like to thank Joseph Auncr, Mark DeBellis, Walicr Frisch, and
Timothy Taylor Sor their incmive comeents on an carlier version of this esay.

1. Unless otherwise noted, all translacsons in this cssry are my own.

2 Igoe Stravindy was 3 curious exception 10 this group, To the best of my
knosdedge, the fim detailed mecount of ki sosic appeared in Hans Mersmana’s
e modorme Munk st Rvhand Wagwer (1927). 1 s not certaln why Stravinsky was
overiookod unall the Liter 1920s. Part of this may have boon a lack of Samiliariey.
Althossgh The Firnbind amd Prirabba were known theoughout Esrope (The Rike of
Spring was Rargely unknown untll the 1990s), Avstro-German muskc clrces dont
sonch wath the composer’s development after the cashreak of the Firat Woeld War,
Germany™s isolation, which wis cxacerbased by the yeurs of political instalaley, by
perintlation, and the contimuaton of warnese bockades, lsted uotil aboos 1924,
Althosagh L Higeor du Seldat received i German premiere mn 1023, regalar per-
formances of Suavinshy’s music only began arowesd 1925, pamanly through the
advocacy of Onto Klemperer and Hermann Scherchen (See Evans 2000), The
handful of references to Stravimks 's Neoclusical woeks in the pose- 1918 liieratuee
are weontly favorable, The atwence of cnitical discussion of The Firebind and
Petrabha, however, suggests that be was not comsidered an smsportant isdluence on
the cournse of contemporary muske (s defined by the AsstroGerman tradiason). e
 quite posible that this belicf may bave been motivased by an ethnic B Craties
may hine sccepied these works becaune they were comsidered exotc products of »
more “primitive” (and chevetore incomeguensal) Sarie maaical cdure, The re-
ception of Béla Burioh, who recemved evem less attenteon than Stravitshy, followed

3 shmilar pattemn.
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3. It is worth moting that thoswe negative opinions bad little effect on the
progres of contemparary music of s popularity with ssdcnces. A new opera by
Strauss, (oo example, generated the Rind of excitement that is asociated today
with movie peemiers. Even difficult compusers like Schoenberg enjoyed a solid
group of sepporsers. Contemporary msic was aho promoted with distincions in
Anbruch and other partisan music journab. Indeod, mary such publications were
established 50 counter the opinkons considered in this essry.

1, For 3 detadied history of dogeneration theory and sty social, cultural, and po-
litica) disscnsions see (ramberlis and Gilman (1985) and Pick (1989).

5. The wpper middle claus win defined im cultural tenms as well as cconomic
ones, [t therofore incladed many millonaires and tided nobles, as woll a shop-
becpers, dlerka, asd other individuah with significantly kwer incomes. Althosgh
this Lanrer group did not enjoy the lifestyle and privileges of the upper msddle
claw, it adopted io values neverthelows. For an overview of this point swee Gay
(1984 17-51).

6. For a deadlled hstory of Max Nordau's career see Mosse (1995 xhiboaxsw).
My biographical remarks about Noedau are taken from thin somroe,

7. A Norduu froely adssitiod, be was ot the St theorist to ook at artistic
mansfestations of degeneration. Farlier work on dhis subject by Lombeoso ioapired
his thesis See Pick (198% 116-17).

8. Neorduu 1993 v. Teasalation modificd slightly wish reference o the Cerman
original.

9. 1t s ironic %0 note that Nocdan's preoccupation with foem and subject ma-
ter Jod him to overbook @ contral poist: criticom of ssodernity wis contral 1 the
modernist entesprse. In this respect Noedau shared a good deal of common
ground with his targets, perhaps mose than be was propared o admir,

10, 11 is interestang o sote, ironically, that the idea of degeneracy o pro-
vded the Iniial mspiration for several worthwhile lnstivutions. such as the
Oheepie Games, Plasned Paremthood (and s European equnalents), the YMCA,
amd the Inlermationad Boy Scouts.

L1 Although the sdea of degenernation wis well estabilished by the carly 19005,
it resarned to the comser of caltural detate in 1918 widh the publication of Oswadd
Spengler’s e Untogeng 4o Abendlendes [ The Decline of the West], Although his
thesis bears a superfical resemblamce w0 that of Nordas, Spengler espoused his be-
lief that contemporary astworks reflecied culearal decline. The teo men beld dd-
ferent theories about their causes, however. While Nordau feared the come:
quences of an increasingly urbanized society, Speagler was respomding 1o the
catachum of the First World War. Spengler alwo rejoctod Norduu's sedical buois.
His explasation wis conched isstead in a vigue, highly speculative argument dies
rived from Idealist history, Cadtures sosc and fell, he mgued, with the inevitable
regularity of the sexsons. Despite bin dazzliog we of terms like "destion™ and
“cansaling,” Spengher did not astempt 10 isoliie the facsors that put these foroes
inte motion, He also lacked Nordun's optimives that human agency could arrest
owlsaral dechone,
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12, Teamlated in Hailey 1993: 42, Nocmanmn also locsed elements of bopres
SOl e Stracss’s 1one poeimns and operas, "Americamization” was most Hkely a
reference (o the stle of modern indusrial capisalivim reprosented by such
Americans a | P Morgan, Jobn D Rockefeller, Henry Ford, and Frederick
Winslow Tk, the Inventor of the assemsdidy line. [ndeod, "Asserica”™ win a comr
monh cined agent of degeneracy,

15, This conservatium was not unilateral. As Gay poists out, some of the st
ardent supponess of sodernism were members of the middle clwses. They were,
hoseever, a distinet minosity, See Gay (1908 24-25, 192-229).

1L In some oo, componens provobed churges of degenesacy in oeder 1o cre-
ate a sensation. Oscar Wilde's Salome, for example. was appealing 10 Serauss in pant
bocanse he know i “degencrate™ treatment of the Saloane sarrative (and its infa-
mons author ) would scandaline the critics, and some of the andience 0o, o this
respect Strauss was honorisg another hallowed modernbe radison: shocking the
bourgeamic.

15 Moo ddlicule to convey all of the conmotations of Klawg in English. It can
mean “sound.” “color,” “one,” "nokse,” and “tmbee.” aloog with “ringling].” or
“resoand fing) " sound. Kleagalso bos supernatural and sovtical asociations

16 Hix examples were Pt fusairr, the Feest Chasaber Symponry, Palloas sand
Metisande, Nae Pyces for Ovchestra, the Second String Quastset, and the Siv Lircle
Foava Piecer, op. 19,

17 For a docussion of homosexund themes in ssndc and culiure of ihs perod
see Gallman (1988 30627}, See also Mosse {1996: 40-106).

I8, Outline of the events i Seraua’s Tal Fulmaponged's hatige Streiche, op, 28;
Introduction of Till; he wreaks havec in the wown marketplace; dsrupts & proces
som of cergy: attempts 10 seduce a bady, then forces himsel om her (but is res
buffed); siunts a grosp of acsdemicy; Till is put on il and semtenced 1o death;
the spdeit of Till lives on (reprise of inorodisction).

19 This bookdet Is reproduced in Ddimling and Girth (19688: 1 27-43),

20. On the foderal level, music fell under the overlapping jurisdictions of the
Propaganda and Education Mnorkes. Coloeral oflicals of indivesdual states like
Prussia represensed another sphere of infuence. The cudmiral wing of the Nao
Party alvo affected musical activities. [ndividual party officials and roghonad
Ganlater plaved deciaive roles as well. For mose detall see Karter (1997 18.22).

21, Simalar soguments have boen advanced by mdivddualy who do not identify
themselves with the politcal righe. See, for example, Gore (1U987),
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Music Survvy Covrses: Approaches to Teacking
Introduction: The Ingredients of a Masterpiece
By Dawiel N. Thowpson

In the scammce, research recerons ity pustification and als suppert—depnie all
the lp service o ‘prore” knoudedge—from the explostalde discovenies or patenis
to aokich it may lead. In the Awmanilies, research recnves it Justifecation—
despete all the bp sevvece to the advanaement of learming—from its applacabil
Wy o teacking. [172]

wedlobert Scholes

Introduction

Pertuaps because | practice the discipline of ethnomusicology, 1 believe
that the stady of music can justifiably include the study of any aspect of
muscal behavtor, incduding the study of the teaching of music as well as
the study of the teaching abost music.' With this in mind, some time ago |
had the idea that it would be an interesting departure for Cament Mus
cology to examine the teaching of music survey courses, with particular -
tention pakd 0 “masterpieces” courses—ol the type that constitutes the
music component of Columbia’™s undergraduae Core Curmculum (partic-
ubarly because the teaching of the Core survey course ks the endeavor most
commonly shared among the music department’s professors aned gradhate-
stuclent instroctons ),

I vanted views from outside Columbia—indeed, from outside the re-
search university setting—as well, so 1 solicited articles from scholar-
admanistrators st a conservatory and at a Bberal arts college. | am there-
fore pleased 10 present, in this special section of Currentd Musicadogy 865,
the viewpoints of Peter Rojoewicz, from The Juilliard School in
Manhatan, and of Sean Willians, from The Evergreen Stse College in
Olympia, Washingron. Annalisa Swig Poirel, an early music scholar here st
Columbia, provides a look at the issue from within the research universicy
iclf; sy own contribution makes mention of some of the unspoken, and
100 often unexamined, musical “givens”™ that contnibute to the production,
dissesination, and cossumption of the Masterpieces of Western Music.

Rojeewicz argues—not surprisingly, for a conservatory scholar, weacher,
and administrator—ahat v more fully undersand the music we are study
ing, there should be more emphasis on the actual dormg of music. Willams
ts an ethnomusicologist and committed teacher and dean at a liberal arts
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college: ar her school, teaching & a team endeavor, and the eaching
teamn’s approach contextualizes music in such a way that their students
also study the history, Bterature, contemporary socopolitical lssues, and
even the language of a culture in oeder to better understand iy mvisic,
Pairel outhines the ideals—as published in official documents during the
counse of the past several decades—that have motivated the teaching of
Columbia’s Core music survey coune, and discusses whether those ideals
have been (and can be) met.

As for myself, what follows is an overview of some of the parameters
that wsally circumsenbe Masterpseces of Western Music, in which T sug-
gest that perhaps the most effective and meaningful way to teach the
course is 1o Introduce a series of oppasitions between those xpects or
components that are usually (or even exclusively) constitative of “pacces”
of Western music and those aspecis or components that do ned generally
make an appearance. This short list of parameters is neither exbaustive
nor comprehensive; there are a number of comextual areas that 1 hane
ot listedd for reasons of space, Neather does this cumsory listing of attributes
and components constitute a systematic, intensive evaluation of any of the
msics mentoned. Tt is smply a Bst, whese informad, ad hoc natare com-
plements, | hope, the conversational tone that can be found throughous
this special section that has been devosed 10 the discussion of the teaching
of music survey courses.

T what follows 1 will paint out tha most decisions that have been made
about what constitutes a Masterpiece comprise a number of other deci
sions that are made (usually) subeonsciously. These are the cultnral
“givens,” which too often remain unquestioned. (A generoas number of
quocations have been interspened throughout most of the following sec-
Gons, although whether the effect should peove 1o be modemist medley
or postmodernist pastiche sewof course—for the reader o decide. )?

Masterpioces of Wostern Music

In the contursey when artistic shilly were watched over by puilds of workwen,
wasterprece was nothing wove tham o graduation peece, o work that warked
the stwdent’s adoance from apprenticeship bo wanler stalws, . ., Bur all the
successons of Berthooen uhoupmdblumthm—&chu
and Bruckmer and Wagner and Mabler and 1 comsovoerly
tdund thesr msciic path the ‘witerporce” lowe, [Fink: 324-23)

= Virgp! Thomson

T sew laterature as properfy historical, in Heapel's view, wosld be to giav some
prisviege (o Lexts that were appositional o negatav i ther refation to the pre
vadling values of thetr tiwes—watoch, nend | say &, are precoiely these texts
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mest often awitted from hists of Greal Books and cowrses in Western Ciw,
{116]
—Robert Scholes

The Story of Western Music is a good tale, Over time, of course, the tale
i told dilferently—anew things are added and odd informaton is altered or
deleted, For instance, on the cvening that [am writing these words, | have
pullied a few texes from the upper reaches of my bookshelves. | have the
“Third American Fdition, revised, Apeil 19477 of Alfred Einsacin’s A Short
Histowy of Music. Eiicin posits five ages of music, indicated by the sectbon
tithes of the book: “Primitve Music™ (which receives slightly more than two
pages of attenvon), “The Anclent Crilizations” (which receives a total of
seven pages), “The Middic Ages.” “The ‘Renaisance’” (which inclodes
coverage of Bach and Handel), and "Modern Times® (in which the final
composer who reocives any significant discussion is Chopan, and the final
composer mentoned in the book Is Janidel).

Nearby on my bookshelves is Walter Wiora's The Four Ages of Muic
(1965). Wiora's four ages are “Prehistoric and Farly Perdod,” "Music in
the High Civilizations of Antquity and the Orient,” “The Third Age™ (con-
stinated by “The Special Position of Western Music®), and finally "The Age
of Techmiques and of Global Tndustrial Coltare.” Wiora has included a
velazively Lurge number ol notatonal examples, which inclsdes represen-
tations of music from all over the world (e.g.. Indian, Isdamic, Lapp,
“pyrmy,” and Persian musics, among many others), in the back of the
book. AN of the examples are in Western notation but inchode no indica-
tions of piich difference relative 10 equal temperament.

Another example of an older selling of the Story of Western Music (o
though most of these writers clearly thought they were telling The Ssoey of
Music) s that which is provided by Curt Sachs in Our Musical Hmtage
(1948, 1955). Sachy's book has 22 chapters; chapers 8 through 22 are all
entithed “The Age of —" Some of Sachs™s fifteen ages are very short—
chapter 1% "The Age of Mendelsohn, Schumann, Berlioz, 152818547
covers an “age” that has a span of only 26 years—and none of the ages
overlap. (Toeday we might dispute the relative importance of some of
Sacha’s organiring ideas chapter 14, for insexnce, & entitled “The Age of
Carissimi, 1630-1670.") All three of these books are built around
Musterpieces of Western Music and the Makers of Masterpleces, and ex-
emphily the nondadectical approach of the cultural insider, who presumes
the superioniy of his own “cultural sarting point™ and who presupposes
that this starting point i the stanikard against which all other musics muse
be judged.

So, what makes 2 Masterpiece? This 1opsc & not, of course, consens
plated salely by musicologmsts, In a recent book tithed The Rise and Fall of
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English, Scholes (19968 114) hus indicared that we cannot understand the
West without also undenstanding the East (o5 non-West), Certainly the
sane is true when the topic is music. Ard pust as we need 10 cover some of
the basics of a few nos-Western musical approaches in order to better un-
derszand what makes Western music Western, we should provide examples
of Western cultivated music that are nol Masterpieces so that students
might better understand what a Masterpiece ks

To at beast partially answer the question “What makes & Masterpiece?” it
will probably be helpful to take a look at several of the constiuent aspects
of Western cultivated music that are usisally never exphicitly anticulsod in
most survey classrooms (or even in conventional Western musicology
courses) and to then supply examples of analogous or corresponding
components of those paoces that are st Masterpacces of Western Music. A
partiaf list of these spects of components could inchude:

1. The Insrsments of Western Musec
2. The Tuning and Temperament of Western Music
5. The Notaton of Weszern Music
4. The Function of Western Music
5. The Underhing Aesthetse of Western Music
6. The Experiencing of Wostern Music
7. The Heanng of Western Music
8. The Listening of Western Music
9. The Perdorming of Western Music
10, The Composang of Western Missac
11, The Elements of Western Music
12, The Reakeation of Western Musac

Again, it s noteworthy that the manner in which Masterpicces of
Western Music exemplify most of the above parameters is almost never ex
plicitly articulated in survey classrooms. Oaly the last two items lsied
(Elements and Reslizataon of the clements) are sof prosupposed. All the rest
of the above topics are wsually assumed: the unexamined assumptions
upon which the Masterpleces are conceived and executed.” Two other
impaortant topics should alvo be mentioned:

1. Teaching Western Music
2. Teaching afour Western Music

The Instrussents of Western Music

Ilumhkdwmandmﬁvwaﬂqdnbcww
mtriomenty and instrumes? families. ., . A berge number of indruments gre
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taught . . . and thewe have long included prano and orgam, the modern
boued strimgs, the woodurnds and trumpet, French Aorn, and trombone.
Moy recently, tuba, perosssion, and saxspbone Aave deew added. A fow other
pedresents are eupht bul do mof comilmiule o e el s schoels.
Most prowinent of these v the gwitar, akick is tauwgh! as ‘dasacal guitar,’
wath styles of folk and popaler seciic ot includad. Oher fratrrements—ssuch
as wels ov harpsichord for carly Eurspean music and certgin mow-Western
enstrumenis—may b taughr dut for lttle credit and wo majos, shile yef
another group, including mandolin aud bamjo, is wol repersented. [1995;
oh 65

—HBrwno Netti

Masterpieces of Western Music ase hoawd, Mown, o struck—nol pliscked.

One of the greatest peculiarities of the Western cultivated tradition is
the abmost complete lack of music for plucked sirings. Newber the lute-
npe instruments nos those from the sither Bamily make an appearance,
The sndard orchestra has o place for lutes, mandobing, or guitars. It
might be argued that ooe reason for theis absence is that the tone doesn™t
sustaln as it does with bowed strings or with wind Instruments. Bur the
same characteristic is true of the piano, The masing of orchestral forces
may have something to do with it—bur then why the almast complete ab-
sence of the plscked strangs from chamber music? This is doably peculiar
because the world is full of pluckedsoring instruments.

It akso goes without saying that the imstruments that generally perform
the Masterpicces of Western Music are not electronic and are not ampli-
fierd I Fact, most of the instrumsents reached their current design at least
200 years ago.! Which instruments do we hear, and why? Which instru-
memts are mol represented (e, which instruments have oot been canon-
ized)? Tt would probably be beneficial 1o understand the socdal conditions
under which some instruments have been selecied lor the orchestra while
others have not. Several scholars and writers have noted the hierarchy that
constitutes, and Is constituted by, the organological seructuralization of
the symphony orchestra,

There is . . . @ dagtinct Kierarcky, wnth the string players acconded the higheat
starus (ahitecollar, ome might say), the brass and percussion Aaving on the
other hand a distinet Nuecollar iveage, bing penerally sgardat as jolly fof-

foans, mot soersengtive, aud gioen o the consumption of large quamtities of
beer. The leader, or concertmaster, is aliays @ tiodinist, a relic perkaps of the

days when the bader of the forst svoling gasw the boat and generally controlind
the performance . . . showing the continwing force of the tradition. [1998:

691
—(Eratopher Swall
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After Western instruments have been introduced and shown how they
work within the Western cultivated tradition, i maght prove beneficial o
show how they have been used m very different ways ouside this tradition
(e, the wse of the violin in Arabsc music, or the clarinet in Meamer),
Other msights might be yickled by brietly comparing the standard instru-
ments of Western cultivated music with other instruments that produce
sound in similar ways (e.g., the violin with the adu, or the dassical guitar
with the pipa),

It might also be wseful o categorize the instruments of the symphony
orchestra in nonconventional ways. One could stary by using the Sachs
Hornbostel system, but then wse various non-Western schemes for both
Western symphonic as well as other instruments. Another way 10 catego
rize instruments @ 1o examine the personaliny traits of the instrumentalists
who play them. For instance, Small's contention (see above) of string play
o' socil status and “conservatism”™ has also boen supported by psycholog-
sl studies of instrumentaliss’ personalities (see, for example, Kemp
1996 149), Finally, it may be imporeant to note that the instruments

canonical stature s largely dependent upon the stature of the composers
who wrote for them.

Fdsward T, Cone says, ‘If you play a wiolin, you can play in a string quarie
ar symphony erchestra, bud wot 10 a paz dand and certainly not i o marh-
ing band. Awong sooduvnds, (herforr, fute, and oder, alich are prisanly
symphowic imstruments, ave “better” thaw the clarinet, which can b syw-
Phonie, pazs, or band. Awong Srasaes, the Fremek horn ranks biphat beause
o Aasu Y customaridy beem wsed am pezs Awmong percwssionisls, fympani is
high for the same reason, " And (exoept for the Dassoon ) U bower the notes an
instrument is desigmad o produce, in gewerel the bower s class, . (The
hear My boy's Laking bessons on the wvolde da gawda’ is (o recelie @ powerful
vgnal of claw, the kind attaching 1o antagwarianion and waswm, gallery,
or ‘educational’ werk, [22-23]

v Pereed Faessell

The Tuning and Temperament of Western Music

Forty years after the dosth of Mersemwe, in 1688, the finst organ avs funad in
accordance uwih kis forwula for Equal Temperament . . . thus setting the
Western atage for nearly theee hundsed yoors of mucc’s golden age, " the dlars
roaws for the complete divercement of the saience of wae from e theory,
the concert Aall for the benevelent fraud of apually-tempered wodulation, the
radios of x million Asurican howwes for a . . . vinge by the industrialiced

barmony-arwie of medascnity, andduwharnudat [Sallivan: 61)
wed farvy Parich
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A further cunonty of osr sensationry (o changes tn patch, is how it &5 under
weed an musical ound. Western music, in particadsr, i dased upew scaln
that use patch changes that are af kst luwnly tivees bigper than the smaliest
changes (hat wr could perceive, |225)

—folin 12, Barvose

I ix quate exvdent that theve is no farther revolstion possble v the Aarwonic
sphere, mome, ol any rate, so long as we confine ourselves o the tempered scale
and merwal drovios by half tones, [Fak: 3530)

—Agron Copland

Masterpicces of Western Music are dompered agually and tuned standandly,

Western cultvated music is built upon the inserval of the semitone.
This can be comrasted with other cultures, some of which bave smaller in-
tervals between adjacent womes of a “scale,” and some of which have lurger
mtervals, There are non-Western cultures in which musical quarnterones
(be., womes that differ by approximately 5 cents) are commonly em-
ploved: in India there are seales in which tones may differ by a ittle as
Jess than one hall of a quanernone; in Thailand there exists the equidis
ant sevenspitch sstem (whereby the distance between any two adjacent
pisches is approximately 17) cents).

Equal temperament, although sull hegemonic, has faced a growing
challenge here in the West during the course of the past several years,
This ehallenge has come on two fronts computer mussc and non-Western
music, and recorded examples can be profitably ploved during <l time.
Fqual semperament may also be compared 1o Panch’s 454ome octinve, the
5%1ome octave, and Pythagorean and juss intomations.®

So far as 15 koo, a 53 note seale aas forst prapased in ibe seventrenth cen
tury by Nacolas Mercator, Dawich mathematician and astronower, aho |
found & mentioned in the writings of @ Chensse theorist, Klnghng.c]w
weond comtury BC ., . JA] 33nate scale soonld groe far purer harmomics
than the present scale, amhnmn Imagine future ages finding i worthy of
adoption, i spite of all its added complexsties—esprcially of wechanical de
wvors srplace human frwgers in the performance of mesic, [189-90)
-javs]nm

The dretronic mediim ¢ alio adding an wabelicvatle variery of nese fimbees
& onr wusionl soove, bul madd smpootand of all, if Aas freed muiic from the
temperad systew, which Aas prevented wusic from kerpang pace with the other
ants and with saence. [Weiss and Tareskin: 520/

—Fdgard Virive
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Finally, the fact that tuning & standardized today in the West can be
contrasted with cultures where wning, chord voicings of pluckedstring
instruments, and ranges of the buman voice age not standardized.

The Notstion of Western Music

ITThe coleurml productions of @ seciety are inextricobly tied to the technodogy
o .. that produces them . . . From this point of viess, the Aistory of Exropean
ar! music wenld ned b understandelle wrhour Encavng womething of the
Aistory of the techmodogy that produced it. Here I'm refernng specifically o the
development of the concert grand paane, sind and string rudrements as well
as the ahole motationsl mystew and the aolution of counterpoint, karmony
praceiee and wse of iythwic structures. To termd of contemporary musse, k-
mologaenl innovation of the ket weral decades Aas cemtered ground prograw-
mable synthesizers, compaters with fheir companion soffavre, as well as
MIDH and sampling systems, to sentson a few, [Struble: x/

—“iﬂ'(‘b‘

The aovitien code tends 8o presemt the complex: set of practaces in the form of
move simplified rdes. [167]
—Jack Goody

Maseerpieces of Western Music are notadad,

Caltivated music & notated on a fvedine saff (or compound thereol )
that has its onigins in vocal music—of necessity making it an abstract code.
As with any code, there are possibilities and limits in such 2 sywstem,
Tablatures—which are “konic”—contain a different set of limits and pos
sihilities, (Nomwithstanding it Emitations, the Western notation code has
been remarkably flexible given the fact that it is not much more than vari-
ous combunations of dots and circles positioned on a grid of horizoneal
and vertical lines. )

Because the Masterpleces of Western Music are overwhelmingly no-
tated in what has come to be called “standard notation,” i might be peod-
itable 1o examine some examples of the following: composed music that is
not notated, music that is improvised, music that uses nonstandard nota
tons (e.g., specfic 0 a piece) or notatsons that are specfic o individaal
instruments (e.g., tablatres), as well as nosations that are non-Westorn,*
Furthermore, we might note the differences between compositions that
are comeerowd i Sermus of Western notation and those that are comenigted (o
notation onky alter their compasition: between those that are composed
(and recorded) with notason and those composed without notation (and
never committed o 1) and between ol performances that involve im-
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provised music and performances thar depend upon notation for their ex-
coutson.

Introduce the aiphobet to a calture and you change is cognitive Aabits, its o
caal relptions, s motons of communiry, Antory and relypion. Introduce tie
printing press with movable type, and you do the same. Introduce spord of-
Light tramimisiion of images and pow make o cultwral revolution. [157)
—Nal Postman

I expect that soom there asll hardly be auy young composer net uying 6 com-
puter and (as yet) undeeloped softuare for composing music. . . . As owr
ooy changr, the lonpwage of music anll change sath it [ fully expect that
wushe wntten with paper and penall and the nguage that goes with it
will soon decome @ Uhing of the pat, [Soruble: xi)

—Phalip Glass

Notation can be contrasted with other, non-notational technologics
that have the same esental funcuon of information storage and recricval
(e digital or analogic clectromic technologees). Bt might be peofieable o
speculate about the different social relations that are produced by notation
—in contradistinction 0 those produced by electronic recording (which
could also inchade a discassion of the effects of sound amplification, inex-
pensive dighal asdio consumer technology, and an overview of the use of
computers and other electronios in seriows contomporary composilion),

It s probably alwo important 1o point out 10 students thae prescriprive
Botation s 3 st of instractiony—not unlike a recpe foe baking a cake, in
the words of Christopher Small (1998)—and, as such, contains probably
the same extreme pancity of nformation about the sondc cvent as does a
recipe about the food 1o which it refers, Robert Lucky, who has been exoc-
utive director of rescarch at Bell Laboratories, supports this contention,
He has sated that there & anywhere from LOOO 1o 10,000 times more -
formaton in speech (or in music) than in their nowted representations
(1989: 240-41).

Finally, it Is interesting 8o note that, depending on whose intercsts are
being challenged or threatened, notation i elther disparaged or approved.
For imstance, 1 lune known musicians who belicve that amone who ot
read notation s not really a masican, Bat there are others who feel that if
you st depesd on notation o make mussc, you're not a real musician.

The Function of Western Music

New Age wusic can despen and regulanize the breath, iwprove digestion,
lovorr Bsod persivre, and dalance the two Aemispheres of the bradn. . . .
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Brain-save measurewents hrowgh clectrovncephalography (ELG) and
Biafeedback egwipment have showum that . . . New Age music cam induce am
Mo@hmw»lzqebpmu)mwpmnm
ation, going into the theta wale (1 10 7 cycles pev woeond ). Flectrical conduc-
tanty (GSR) fests on the swrface of the shim show smilar effects, consistent
uvih the specific physiological covodinates of relaxation. It & this Aealrng
prosoer that has Brsaghl New Age music into common use in btk Aospatals
and executay boardrooms. [l xo-xou)

—Stmyn Halpern

Whale in Wintern muctic, cortein kinds of muctical thewe may suggat image:
or ferlings, the artownding fact is that in tradiional African music, the
rhythons theveiefves are o specific boxt. . . . Duning wy fost day poachicing
[drums] sath Gadeon, [ ey follooving him onll wntil be suddenly performad
o rather complicated serves of rhythms and then went dack fo the dasic rhythm
Ae pas showtng me. A froo minude later @ wam oho bad peand af et me
men! returmad with taco bottles of bevr. {75)

~=fokn Muller Chrrmoff

Mucvic paychotherapist Warren Broxiuky , ., sorole in the Muxic Therapy jour-
wal that, due to the ‘controlied and divected manipulation of the dectronic
madia, " musde surfaced to st the entise popalation [of Jivoael] v devvicg
ing wore adaptrow capimg methods [during the 1991 Pervian Gulf War/,
which racludat instilitng feefings of national unity and establishing support

aysdem, " [230]
—

I doceded that [the Indion concepe of the faunction of music-lo sober and
quiet the mand, thus sendering of susoeptable 1o disvne influences] was the
proger purpose of music. [T]he Rengissamce idea of self-expressive vt
thevefore Aevetical ([hckaorth: 57

~fokn Cage

Masterpicoes of Western Musc are sewfunctional.

Ome of the prevailing tenets of Western caltivited mwasic is thar, ar least
snce the late Barogue, many of the greatest works are non-utiluarian (Le.,
they hanve no fusction other than the pleasure they provide (o thase who
perform and listen). They arc supposedly appreciated best as discreee acs
thetic praducts—independent of any contextual considerations. This is no
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music to dance 10 of march 10 or even, strangedy enough, receive thera-
peutic gain from. The idea that aesthetic appreciation is disinferested is
casily deconstructed, of course, but this supposed (or ideal) nonuse is
perbaps the most essential “ingrediem”™ of a masterpiece.

Funcional music may be dectad o rmpasad, The uses of Tunctional musec
are pumcroas. Two of the most predominant uses of muséc are 1) as an
sdentity marker and 2) for reasons of physical and poychologecal health,
For example, chected music may be used o help 10 cobere a group iden-
ey, whethser that identity s based on ethmacity, socdoecononsic cliss, na-
tionalbity, religion, age, gender, sexual onentation, or other markers. In
the realm of health, elective funcrional musee ncludes music used with
athbetica, relaxation, and other forms of recrcation as well as with various
types of psyehological (and even physical) therapy. There are other urlli-
tarian musacs, of course: music 10 ol stories (ballads), music to put young-
sters to sleep (lullabies), music to work by, music 10 court by, music o
worship by, and music with which o sexually seduce—in Lact, the wes are
almost innumerable, and almost any good ethnography of a musicusing
comemenity (what would 3 nesmusic-using community be like?) will pro-
vide a great amount of information abourt dlective functional music.

There abwo exists imposed functional music. Thas @ masic that is used in
conjunction with psychotherapy, political propaganda, or the rhetonic of
comnmerce for the purpose of modifying the behuior of & ergeted indi-
vidual or populace. Imposed functional masic s not asually coerced (in
an absolute sense) upon listeners; rather, hearing it bs simply a conse-
quence of the tuget’s election of some ather activity. This sort of imposed
funcuonal musie includes Muzak (and other "clevator music™), adverntising
ponghes, visual media soundiracks, and music that is used o eomphiasize ath-
Jetics /sporns matches, political rallies, and other public evenss.

Perbaps the closest that the Masterpicces of Western Music approach
utility are those pleces that are supposedly “programmatic,” but it s obni.
ot that even programmatic Western masic cannot funcsonally commimi-
cate the kinds of specific information that hinguage can. Furthermore, al
ihough mamy of the Masterpicoes are programmatic, many of the other
(greatest?) Masterpioces of Western Music are considered 10 be “absaliie”™
musse (which bs enurely ditfereat from, for instance, the aesthetics that in-
form East Asian cultivated masic),

Another important functon of music is its ability to alter consciousness,
MeClellan (1985 162) uses the terms trance state and maditative sate 10 de
seribe two different types of non-ordinary consciousnos that are typically
part of some religious/ spiritual practices, and he notes thae there are two
distinctly diffevent types of music that are used 1o amain these states of
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conscionsness, {Rouget [1985: 7 11L] wses the terms franee and acsdary 10 de-
scribe these two states.) In very general serms, the attainment of trance is
tsaially asaisted] by Jowd, highly sepentive musics (olten performed prinsa-
rily by drums), while the attainment of costasy uses musical means that are
almost enticely dufferent (e.g., the type of nonpulsed, noametrc mussc
historically played by Zen adepts in Japan).

Finally, “designer music,” produced to enhance spedific psychological
stases—uwhich is & very old idea that can be found Al over the world (s
well as in the anclent Western world)—is now being redeveloped in the
contemporary West (Lanza: 231).

Music 15 snlering info waficine. Mushe wfs wp @ crrtain svbration which un-
guestionably reswlts in a physcal reaction. Eventually the proper vibration
Jor every person il be foend and wislizad. 1 lshe 1o think of music as an emo-
tional scaemer. [Fisk: 3371

s b

Whew Pandit Pran Noth sings, people are trangformed. | never have such a
denpr exprerience lstening fo sucsic as shem [ hear hiw sing. Il made me realice
that's whel it sy all about as far @1 [ was concermed, and that anything ol
was Seside the point. [Smuth and Smath: 269

—4.a Monte Young

The Underlying Aesthetic of Western Music

Nothing sall stay the same for lng. Surprise will follose sevpise, snth sud-
den changes and comirasts. . . . AN thus beeps the hoarers in o consdans state
of arousal. . . . The alility to play the gome of arousing, frustrating or tens-
g, and Soally sansfying the Lstener's expectalion i & mafor slement of the
skalls of componery i the Weitorn concert traditson, [1998: 121-22, 123)
—Chnstopher Swsl]

Masterpicoes of Western Music are dramatic.

Ome thing that it seems s seldom mentoned in music survey courses
w the underlying presupposition of the aesthetic value of tension-and-
release. Unhike plainchant or contemporary “ambient™ music or tradi-
tional shakuhachi (or many other musscs), most Western cultivased music
s drasnatic. Ever since the advent of tonality during the late Renaisance,
and until the experimental and minimalist works of the owenticth century,
Western culthated music has presupposed the value of tensionandselease.
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However, the somic “busyness™ of Western mussc (1., the fact that it ac-
tivedy arouses the consclousnes of most Bsteners by means of a series ol
often exwremely clever manipulations of various audiory parameters) is a
function not oaly of tonality: In response 10 those who say the techniques
of tonal harmony have been exhausted, Small writes thas “those who have
abandoned 1onal harmony often hune not abandoned the aim of arousal
and relaxation that wnal harmony has served for four hundred years: they
have simphy changed their techiiques of achieving n”™ (1998 127), This
seems 10 be true for modernists such as panserialists, for instance, who hold
(usually entiredy uncxamined) aesthetics Gvorable 1o the constant arousal
and relaxation of the listener. Storm and stress, intenpersed with periods
of musical placidiry, nforms the musicking of mach of the wentieth cen-
try's post-tonal modernist music,

Seoruggrle and conflict are the engines that drive the symphonic drama. . . .
Bet perhapn even wore spovtand quations concern (he narralive style iself!
oy aar is represemted should so persistently be stories of spposation, struggle
and mvrcoming o of bad conlaiesent, aly the drama should always end
aith suck finality. [1998: 168]

A Rrtstopher Small

Process composers, on the other hand, usvally seem to have aims that
are entirely dilferent from those exemplificd by ensionand-release
(which, | submit, s why process music is B more radical than high med-
ernien, and which is undoubtedly why the negative reaction of so many
members of the Western ant mussc establishment to minimalism was so
vociferous). Process music is nondalectical in (s changes, and this nondi-
alecticism is related to the question that Small raises above. 1t s also no-
table that the presupposed value of tensionand.release is never ques
tioned in any anahsis that focuses solely on nogation, which wsually oaly
answers the what and bow questions. (Howeves, this is the e of question
—i.c., why—that @ central to the investigative, context-heavy approach
favored by ethnomusicologists. )

The termsionand-releae acsthetsc is present in the overwhelming majos-
ity of Western mwusic, and it repeatedly “grals”™ our conscowmnes,” How
does this compare with the aesthetics that inform music for wrance or
meditation? How does it compare with the aesthetics that inform and are
exemplified by performances of raga, in which “tension™ and release is
provided through means other than functional harmony? How are our
phwsiclogical respornises (o tension-and-release musios and medicative s
sics different? How do these different musics affect our sense of time?



48 Conmexr Musicoaocy

Our wneasimess and our frantsc soramMimg are causad &y our distorted semse
of time, saliich s 10 & contenually rusning oul. Watern culture reinforcn
this wiscomarpltion of time as @ limited commadity. . . . Chant wusic, on the
othey hand, roobe @ diflerent relationahip to time, one in nbich Dime, skl
precious, isw't seance. (1]

—Ihvend Standi-Raw

I went o a Catholic college, wheve my prinapal teacher was Rewbert
Weakland, now Archiusbep of Milsauber. He nas an expert on Ambrosian
chant and & very good evganiil, Sowywbmﬁmyhmmn/md
aith Bis ‘chamd consciousness” . . . and that stll comes ourl in wy present
work, (Swith and Swith: 157]

—Daniel Lent:

I syself am @ static componer because | beline in the insinble and in the b
youd; | belicvw 1w etermity. [Dwckaworth: 65)
e CMiiriey Mestsaen

The Experiencing of Western Music

Masserpicces of Western Music are generally experienced “spectativedy.”

In contemporary Western society at lurge 3 well as in music survey
courses, we gencrally sit and listen 1o the Masterpeeces. We listen passively
or actively (although one of the objectives of music SUVeY Coures is 1o
teach people 1o at least begin to Bsten actively). We do not perform them.,
In Bact, part of what makes them Mastopieces seems 10 be the Gt thar they
have been designed for a cadre of specialists who bave mastered not only
sensitnity of interpretation but, in addition, the athleticsm of echrique,
and this athletic chement (“virteosity”™) ensures that the division of labor—
performers and listeners—will be maintained. We specute. We audic.

[Listenery it & sweeessful frivh scisitn | ave mot an audience, for ‘gudience”
taplies a passive formallty, and wost of these listeners il do something de
Jore the night & out; they sali simg themsdlon, or pley or dance or tell @ yarn
or ‘recimilabion’, ov kerp tiwee to the music by a riptheeic rattle of loose change
in their trouserpockets. . . . This is ot an audience, bul & pathering ahich
anvenls ity frogramene as if goes alowg, sesgoling thoosgh the mipht by dim
of mauy palets. [136]

—Caaran Carson

Although one of the big, unspoken maumptions s that Western cult
valed music is to be lutemad o by people in music “appreciation” courses
hut performed by specialists, a not insubstantial amount of this mussc can
nonetheless be performed by novices.® It is revealing, however, that proba.
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by almoat none of the peeces that have a high degree of performance
accesubility (e.g., many pieces by composers listed in note 8) are consid-
ered 10 be Masterpieces.

The Hearlng of Western Music

A typical sequencing progres for restaurants complemented the daily sating
ridual, The breakfast howrs (7:00-900 A M. ) sffered cheery sunrise melodies
and coffeinatad rhythme. From 900 A M. to noen, backgrousd filler sohettod
appetites watil the afficial lumek daet of hght classical amd spicier straims ave
served, After woore fller deginning af 2200 PM., cockiail tunes cave on @t
5:00 PM. to wix awth pagno and such exotic condiments as vsbrapbone, The
discreet and puintly clasical dinnes hovers from 6:00 10 200 P.M. providad
susbemance in anfrcipation of the cveming dance protocol, which permitied in-
cretsed voduewe and tempo the closer mudnight mcroacked. [42]

—Joseph Lanza

Much of the wusie I discuss cowld be characteried as dnfting or siwply eais-
img in stases yather than devloping in any dramatic fashion. Structure
ewmerges slosnly, minimally v apparently not af all, encoursging dates of
reverie and seceptiavdy in the listener. [xu)

—{sad Toop

Masterpicces of Western Music are (preferably) heard actafy

Western cultvated masic—as tught in survey courses—is always fore
grounded; it should not be “background” misic, Since these sonic olyocts
are valued primarily for acsthetic reasons, this foregrounding s probahbly
to be expocted.” Thas, the preferred hearing of Western cultivated music
differs signiticantly from, for instance, the conditlons under which
Jvanese Blenimgan, Trish wiviie, o contemporary “ambient”™ music are
rypocally heard.

Music that is mof foregrounded as a work of ant is “backgrounded,” or
even omnipresent, The emphasis on “foreground”™ (instead of back.
ground) music s understandable 1o some degroe, but we should probably
also teach stodents what s nol meant to be musically noticed, In the re-
search university, foregrounding an acsthetic object s preliminary w the
act of analysas . ..

The Listening of Western Music

In nght handad indrenduals, hnguistic abifitses are alwost entirely comtrolied
by the left hewessplhere of the brain, ahereas musical seasatioities are langefy
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governed by the right Aewisphere, | . . Muvical traiming presumadly enbances
the potential for analysis of micsical structure by means sbase provesance lies
weithin the brain's bofl hemisplhere, [206/]

wfolin 1. Barros

1t appears that today'’s music afwcarion courses change music listeming from
a nght-brain activily inte a lefidrain one. [73)
v Thowas K. Blokeslee

Syntactical fstening might desemsilize the ear, as syntax in [some paychols
Kirds'] vaes, 18 & now-acoustic sorld, [129)
—Anthony Kewp

Masterpicees of Western Music are (peeferably) listened 1o anabytieally,

Merely paying attention (i.c., lstening actively) 10 the Masterpieces s
not the wleal listening strategy, The listening of Western music is peefer-
ably ssmtacticanalytc. Disinterested appreciation is what we teach.

Noswyntactic (or “holistic™) types of issening (e.g., alfective, associative,
“sensual.” meditative) are not generally encouraged in music survey
courses. The varsous ways in which asditors Bsien has sometimes been ren-
dered as a series of oppositions: anahytic/holistic, cognitive/associative,
anahyvc/ allective, and synacic/noasyntactic, amoag others (Kemp 1996
152). It may be important to note, however, that soance musics repay sym-
e listening 1o a greater degree than do others. 1o other words, it is ap-
parent that most of the Masterpieces repay preciscly the sort of Bstening
that s encouraged in music survey courses. This is perfectly logical, of
coune, but it is probably worth mentioning that the act of bringing to
bear the syntacticanalytic listening strasegy that Is taught in survey courses
(s well as o conservatories, grachate music programs at universities, and
almost all the rest of the institutions that engage in formal masic insurue
tom in the West) on music that is not paracularly syntactic will vield disap-
posnting resalts. (In this regard, it is probably significant that some New
Age music writers refer to much conventional Western cultvated and pop
music as “loreground music,” while many composers and musicians in-
volved with comventional Western music often refer 10 meditative or non-
synacic music as “background music.”)

Music that is comstructed nonmmtactically docs not easily lend ibelf 10
a hincar/temporal analysis of its sonic structure. These “open”™ musics—
which is Toop's (1995) serm, althoagh 1'm using it somewhat differently—
are not easily theorized or systematized, ("Open music™ should not be
confused with “open form”™—d ks Earle Brown—although many opendorm
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pieces do not casily Jend themsehves 10 theorization or syntactic analysis,
cither,)

Although analysss of its sonic structure may yvield information of limived
mtcllectizl interest, nOnSYNEtc masic is very aften utilitarian; it is some-
tmes used as an aid o facilitate rance, meditanon, masage, or reverie. [t
i also the masic that & often wed during muasic therapy sesions. Again,
we might note the fact that music thar casily lends itself 10 smacticanahtic
Tistening is prnvileged & praen for inclusion in music survey texts (and cer-
tainky for analysis by musicologists and theonsis). To be sure, the music
survey clasroom is neither a massage pastor nor a Zen retreat, but withow
articulating the fact that there are legitimate nonsyntactic listening strates
gics, we lose an oppocinity (0 coptextualize, throagh compasivon and
contrast, the listening practices recommended for the Masterpieces.

The Performing of Western Music

Not before Back but before improsvsing, ahich doesn 't hauv the mervous gual
ity of ol of @ prevecital . | . [efverything starts forling averm. Not wcure
warw, pust @ trust in the process. T orust that if 1 sit at the prano TN Aear
sonethang fo play, Vet I'w mever sure it's going to be agen, fomorrse, that
way. [Stckland: 31]

Keith

Foe played a Lt in bars, and for we that’s & much sove pead safuation than
the artificsal realm of the standard comcert with the people stting ot there,
the plano onstagr, the artin dackstage nervousdy uating for the lghts Lo go
doam, (Strackland: 112]

e Lowry Riley

Masterpleces of Western Music are performed formally, and with no pre-
mium placed on spontancity.

This means that there is no place for improvisation, the coroflary of
which ks that Masterpieces of Western Music are essentally unorna-
mented, A performer of a Maserpsece must perform the pisches and the
rhythms that are notated. A minor amount of katmde s allowed for the
interpretation of tempo, dynamics, and accelerands and decelerandi
There is almost no freedom allowed o the interpretation of rhythm, asd
wexcepe for the execution of vibraso—absolutely no freedom o deviate
from the pitch indscated by the notation,

It might be noted thar this lack of freedom extends 1o the comcerto ca
denza: the Bact that the freedom of the performer to “improvise” has been
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relegated o & wellordered space a8 the end of the Birst movement of the
typical concerso only supports my point. And even granting the fact that a
few select Manterpecces make room for music that has not been approved
(e notated) ahead of time: When was the last time most conce

heard a performer execute an onginal cadenza? (This lack of freedom o
express what has not been approved beforchand extends even to the per-
formen' garly in contradistnctson w performers of many other musics,
those who perform Masterpieces of Western Music are usually dressed
conservatively and, il they've pan of an ensemble, in a simsilar manser.)

The fact that the “correct” wany 10 perform a piece is wiitten down in a
text hedps 1o create the “nernvousness” 1o which Jarrent and Ridey (above) as
well as many other performens of Western cultivated music have referred,
In addition, a significant proportion of the audience may know what is
indicated in the score—hence the fact that many will know if the per-
former deviates from the written commandments. (I suspect that the
breath-holding fascination we sometimes fecl when listening to a per-
former execute a virtuosic passage is probably ot unlike the thrill some
people fecl when they watch the trapese artises or the Lo tamers at a cir-
cus: Wil s/he pull ot off )

What are some of the acuvities and components that constitute a per-
formance of a Masterpicoe of Western music? A short list would include:
The use of music stands, notated scores, a lack of improvisation, no ampli-
Bcation, and performances that take place @n “listening rooms™ (e, axdi-
toriums), which are often very different from those venues in which it was
originally comceived that the picces would be performed. B is a large en-
semble, there is a conductor; if bonger works are performed, they are ol
ten divided imto movements. There & an order (o the picces, determined
ahead of time, and printed in a concert program. The andience is silent,
and focuses (or pretends 1o focus) its attenton on the perfonmance, show-
ing its approval with applause (which is allowed only at the end of the per-
tormance of a peece). Flnally, unkke some other musics thar bave exissed
both inside and ouside the West, Masterpicces are not tied (o a particular
time or place. They may be performed at almost any time, almost amy-
where (which can be conasted with, for instance, the eight watches of
the day to which the performance of certain rags have been asagned by
Indian mussctheoretical treatises from the Middhe Ages, or the music as
signed to the elght canomical hours of the Cathaolic chusrch).

We might note that in many respects there are more acsthetic similari-
oes between, say, b camte apera and heavy metal than there are beoween
cither of them and, for instance, Irish sean-nds singing, in which the
performer—uwith his evex closed, sitting in & comer of an ordinary room,
vaice unam plified-——does not oy wo draw attention to himself as a personal
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ity, {In Eacy, it seems that the entire aesthetic framework of sean-mds ex-
presses values diametncally opposed 10 those of contemporary Western
mussc—whether cultivated Western or Country & Western.) This “just
start singing” aesthetic practice is similar 10, for invance, the plning of
Irandan classical instrumental music done on a dagpab—a collection of
modes—in the traditonal manner (in onc’s home, for friends),

During discussion of musical thearer producnon, we might note the dif-
lerences between Hesjing opera—with s acrobatics, nasal vocalization,
and masks—and Western opera; or the differences between comentional
Western opera and the sustere, “minsmalingic,” and {10 Wostern cars) slow-
moving meh of Japan. We could also mention that there is no Western
cquivalent lor the Japanese bunrsks (puppet theater) or the Javanese
wayang kulir (shadowpuppet theater). Finally, Masierpieces are perormed
by musscal-mstrument specialists

The Compening of Western Music

Wiy should wusic be ‘original'? . . . The duty of the compuoser is &0 find the
wod puide. 1t does et matter if this word hat bon said o thowsand timer be-
Jore g long ar & & the nght thing to say at that moment. Jf it is not the rght
thang to sy, bowvavr unheerd of it may b, @ & of no artitic value. Muse
akich s unoniginal is so, net simpdy Because it Aas deen said Aefore, bur b
caniie Lhe compunes Box mol taken the trowhle to wake swre that this avay the
right thimg to say of the nght wowent. [159.-90)

—Raiph Vawghan Willigms

This purpetual quest for nowedlly o1, in wy apinaon, ery dengerose, [Duck-
worth: 64)
—Clrvaer Mexiimen

Masterpleces of Western Music are composed—usually in solitnde and
with a premiam placed on originaliey,

Masterpieces are not lmprovised—unbike the performance of Arabic
fagadim, Indian alapons, franin avas, or many blues solos—and they are
not arrived at through the musical “Jamming™ of a group of musiclans.
Originaliey is peized (one might almost say “fetishized™), There is a value
placed on new and different arrangements of sounds, in a belief that
this constitutes boch artistic originality and cultaral progress. Other mas-
sics (e, many Asian masics) have, on the other hand, an aesthetic that
sees the constant quest for origimality to be a hindrance and unwelcome
distraction from the sk a1 hand. In addition, composers who are a pary
of the Western cultivated tradition gencrally write for instruments rather
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than for specific sascens The Masterpseces of Western Music have been
0 ery olten, at least—for performers who are, or will be, un-
known to the composer. How does this alfect the compasing process?

Esvry man and wowan has a cortain piteh of svice, but then the vorce
producer says, ‘No, this i alto’, ‘sopranc’, temsr’, Baritowe’, or dass” . . .
There are as wawy vosces @i (here are souly; they canmol dv clasdfied. | | |
Besides this, the composer has prodably never Acard the voice of that particu
Lar simger amd ket wvilten ondy for @ certein petch, [48]

~=dlazrat Inayat Kban

Finally, it might be of interest 1o ask what sort of pensonality s drssn to
music composition. Why lune so many of the composers whom we have
canonized (or whose works we have canonized) exhibited sgns of mental
illness—and in many cases, are clinically determined 10 have been seri-
ously ill7% And does it have anything o do with this culture’s cevation of
onginakity and musical progroess

[Aln extensive wudy . . . coeminad the Bographier of 291 world-famows fig
thMMmquMwl&nMd
prychic abnormalitien, disovders, and illnesses awonpt thew. . . . [Rlesnlts
MMJIMI#M(WMMW.{NM
and 46 pereent of writers suffered from sevious forms of wental Wll-health.

(208)
—Anthony Kemp

You read abosd artists and you worship them in wasenms, but you don ¥
want them Doimg around the Aosse, Sheff: 135]
~fohn Lenmon

We want Bach, but Back hiwsnlf is not inmited to dinner. (59)
wMuorton Feldman

The particular aspects of cach of the ten preceding paramctens
{Instruments to Composition) that shall be emploved and exhibited dur
ing the production, dissemination, and consumption of a Masterpicoe are
usually presupposed. These aspects are seldom problematized, or even ex-
plicitly mentioned. Most convendonal musicological reseasch is dedicated
to doescriptions of the Elements of Western Music, with that segment of
Realization of the Elements that is hibeled “performance practice” recem
tag most of the rest of scholarly inquiry.
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The Elements of Western Music

[1]n the course of thinking about [muzical disconrse, 1 once again—afier
wany pears” Aiatus—tosk up interest in Indian tlas, the Arabic durub, the
Yemps” of Balinese gewelany (expecially the accelerating gangsar and
ranghep), and studied meser recordings of African music, that of the
Watusi prople in partscular Jakich] . | . furnished me itk wany ideas.
[Fesk: 378-79)

—Fllsott Carter

Remember the music of Jave af the Unienial Exkabition in 1889, which con-
Lained every muance, coen the ones uv no longer Aave names for. There tonic
and dowinan! had become empey vhadown of use owly fo dupid children,

(Pask: 199)
—(Caude Debussy

The day ahen Clowde Debussy Aeard favanese music pevformnd i the Pari
Exposctson of 1889 sweves particularly symbolic. From that point—én my venw
the bemaing of Lhe waswval taemlieth confury—accdereling communication
and exliural confrontations becawe a focal point of wasical expression. . .
Sound was wind (o find meaning i chenging circumstances, n&tnlhum-
posed as & fawiliar model on 2 barely recogrizalle world. [xu)

—dharid Toep

Masterpicoes of Western Music are petchad in multipies of semitones; me
deved in mukiples of two or three; rhythwicaad through reference to a ssealy
pulse; harmanized triadically; dextured (usually) homophonically or poly
phonically: fimbred nos-nasally; and are meded tonally.

“Flements” is an area rich for investigation, To examine and compare
the acoustic components of music such as pitch/mode, pulse/meter,
rhythen, harmony, texwre, tmbre, dynamics, and arsculaton as they ap-
pear in Western Masterpicces and in Non-Western Non-Masterpieces can
be a wseful 1eaching tool,

Puch/Mode, The pitches of a Masterpicce plaved on a recently tuned
piano are multiples of 100 cents, and the mode is nearly always major or
minor, After imtroducing Fllis's cents satem, stixlents have an acoustical
framework within which 10 place the equally tempered, 200contsto-the-
wholestep system of Western plano musc. By providing examples of non.
Western and/or noncultivated musics that are not equally sempered (or
hepaasonic), but which can sill be described in terms of cents, the instroc
tor will once again be providing the sort of necosary comradistinet ex-
amples that help to make possible a fuller undersanding.
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For instance, onc maght mention the fact that in Indian muwic the thoat
contains seven sivaras {“basic™ tones) but 22 dhrutis (microtones), and that
the distance from Sa 1o R (roughly anxlogous to Do o By, in the Wotern
scheme) could thesretically be any one of four very specific intervals, rang-
ing from 22 cents (less than hadl 3 quartertone) 10 204 cents (whach is a
bit more than a whole tone).'! Indian music provides a welbknown ex-
ample of dilferently tempered musse, but there are in Lot aumeross in-
stances of musics whose melodic and harmonic structure is budlt on inter-
vals other than those delineated by twelve equally tempered semtones per
octave, For imstance, Baganda akadivda music (from Uganda) offers an ex-
ample in which the ocune ks divided into five almost equal intervals, while
Thai music (as poted above) emploss an equidlistant seven-tone octine,

An istructor might also mention that plich and scales are not always
uniform—not even sithin cultures (e.g., in Japan the modle syatem of
gageku is different from thas used by the bato) or even within individual en-
sembles. Javancse gamelan, for example, roquares two sets of instruments
wome tuned 1o the fivedoned dénadve tonality and one 1o the seventoned
pelog. In the Javanese case, no two gamelan are tuned exactly alibe because
of the Javancse aesthetic preference for pitch varability. Another
Indanesian example of clective nonstandardized pitch can be found in
Balinese music, in which gamelan instruments are tuned in pairs—one
tuned shightly higher than the other, which gives the muec ias shimmer-
ing. “trembling” sound, due to the hanmonic beats that can be heard. The
fact that listeners desare that snstruments within an casemble produce
pitches that are pisched o foew conts differently from each other contrasss
sharply with the Western predilection for no ddference in pitch between
instruments that play from the same notated instructions. Finally, Master-
pieces of Western Music are usually compased in one of two modes; fran's
modal syvtem, 80 ke just one contradistinet example, is arranged nto a
series of twelve dasigad.

Finaally, in discussions of the composition of vocal music, we can com-
pare and contrast the Faropean tradition of yvocal masic 1o the Chinese,
noting the fact that Chinese languages are “tonal” or pitchanflected, with
most words buving a number of meanings (2 many as five or six different
meanings, in many cases, depending upon whether the pitch changes, in
what direction it changes, and how it bs stressed).

Pulie/Meter. The meter of 2 Masterpiece is simple, Masterpicees of
Western Music generally group the pulse into segments of three, four, or
six bears, and, with the exception of threebeat meters, are almost never
metered by odd numbens, In India, on the other hand, the el are con-
structed of additive beats. Talas may be as long as over 100 bears (ak
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though most of the comnson ones have amywbere from 6 1o 16 beass per
cvele).

Harmeny/Texture. The harmony of a Masterpicce is friadic and fune
tiemal “Functional™ harmony is undoubtedly the West's great contribution
to the music of the workl, The textuze of 4 Masterpicce is generally homo-
Phosuc or polyphonic.

Fimbre. The timbee of 2 Masterpicce is generally mon-masal and is abmost
always an expression of some combination of the same mwelve 10 fifteen
istruments. The double reeds, of conrse, have a relatively nasal timbre,
but obocs and bassoons are often used for the express aristic purpose of
contrast to the less nasal steengs, clarinets, Mutes, and horns. It might be
productive to ask why the West has favored instrumental timbres that
"blend” 1ogether. Why has an “open thraat” vocal sound been favored
over a masal sound? (A comparison could be shown between cultivated
Western vocal production and, tor instance, tradivonal, caltivased Fast
Asian,) Why is the bef canto vocal style sall caught st conservatories and
schools of music, when there is no longer any need (Le., there exists today
electronic amplification that will allow the use of “matural wice™ in per-
formances of music—cultvated and otherwise)? Western vocal acsthetics
and production can abo be compared and contrasted with, say, those of
Mongolian Aoowi (Bhédmiy or Abddmiy) “overtone singing”™ - performed by
posWestern musicians from Mongaolia, Tibet, and other points Ease (i
well as by Westerners such as Dinid Hykes and the Harmonic Chodr)—in
which cach vocalist simultancously sings & sustained fundamental wne
and several harmonic overtones. (There are, in fact, a number of different
nypes of “harmaonsc singing” or “throas singing,” 2 it is also called.)

The prect paty in the world of sound foday 1s that people are poeng far away
frowe sehat iy colled he natwral veice. | ., Fosl a hall soss made for oone hun-
dred persons, thew for five hundred, and then for five thoswsand. A man must
shout bo make frow thosiand peogle hear kiw, in order 10 beaw a 1vcons, and
that swecess is one of the ticket office. But the magical charm les in the matn
reed wouce. 48]

—Hazrat Ineyst Khan

(T]he operatic, bel canto verce Just irmilales ey ear, siwiler fo the way thar
wralching on e Mackboard wight iritele yours, . ., [Tlo avnne that one
wll aomite for that Iype of vosce i s ime seews &0 e absnd [hecawse] | .
Jor a start the microphone was anvented. [Swath and Seath: 223.24]
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Tewpo. Tempo is a topic that may not receive any attention in survey
conirses, but it might be noted that the tempo of 2 Masterpicoe s generally
stesdy, and between 60 and 120 beats per minute, In general, changes in
tempo occur at distinet section breaks (in fact, tempo changes are one of
the primary means of delineating movement from one section to another
within the piece). If there are changes, they generally ke place without
gradual accelerandi or decelerandi. Finally, Masterpicces of Western
Music are probably never slower than 40 beats per minute {in coatradis
tinction to the pulse rate of Rorean spe, which is 30 o 35 bpen).

Duratson. This is another topic that seems 1o be assumed-—yet 1 should
nonetheless be explicitly pointed out: Masterpieces do not usaally exceed
an bour in duration (i.e., they are usually not less than 5 or 6 minuees,
and, with the exception of 4 number of musical theater works—which
themselves almost never exceed 3 o0 4 hours—not more than 45 minues
1o an hour in duration), This can be compared with, for instance, Tibetan
Lbawe (opera), a performance of which usually fills 7 or 8 hours bat
which can abo bt several duys.

The Realization of Westers Music

Masterpeeces of Wostern Misic are malized through fealty (more or less)
10 & nefated score.

Unlike electronic/computer music and most contemporary popular
musics, Masterpieces of Western Music require noaion-reading snssscians
10 interpret/realize them, One of the first problems an instructor of the
Masterpleces of Western Music course encounters (or should encounter)
i that of performance practice: Which recording of, for instance, Beetho-
ven's Fifth Symphony shall we play in class and assign 10 our studenes’ lis-
teming list? A 31 & isteresting 1o pote that throughout the pablic disous-
sions that have been conducted by members of the educated general
public over “the canon,” this particular isstse has not really received any as-
tention. (IChas mof, presssmably, bocause musicologists are the only people
who care about these issues, and we are the ones who choase the parsou-
Lt recordings—or realiizations—that the stadents will bear, which is proba-
bly also why the iswe of performance practice, although it has been the
subgect of periodic, and sometimes heated, debate within conventional
musicology, seerms 80 reoene almost no explicit atiention i undergradu-
ate survey courses: move often than not the students will simply be com
pelled 1o hear the recorded versions preferred by the instroctios. )

This question of performance practice proceeds dircctly from-—in fact,
is causad by—the fact that the overwhelming majority of this musée is no-
tated sich that it may be recreated by performers, But there are issses of
realization other than those encompassed by conventional meanings of
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performance practice, To take a Bamous example: Varése's Posme dectro.
migue Is “realized” in my classroom through wo sets of wall-mounted
speakers of maddling quality. Yet the picce was designed (ic., composed)
10 be pevformad through bundreds of loudspeakers in the very particularly
circumscribed space of the Philips Radio Pavibon at the Brussels World's
Fair in 1958 and & wis designed 1o be Aard whitle auditons moved about
within the Pavilion, Thus, even with “tape” or other electromic or computer
music, realization of a “plece” of music presenis bssues tor discussion. '?

There isa's much more that can be said herve abowt the classroom selec-
tons of realizations of the Masterpieces of Western Music. Which recoed.
Ings we choose to play in chass depends upon numeroas factons (perbaps
ot Jeast the aesthetic sensibiliey of the instructor), but 1o weach the course
in a “properiy historical” manner (as Schodes s in reference o Hegel),
we should probably play at least oo or three different recordings of the
“same” piece, 10 help make our students aware, at least, of performance
practice as well as other sanes implied by ralation.

Teaching Western Music (Discursive/Experiential)

As an entelloctusl [ belieoe that mothimg can be allosnd to be off lwits to the
wost rgorous analysis. As won as you place any reponse or auwmphion Ae
yond analyiis, or allow any ssdject, awn one that Aas to do aith refigioes
Jaith, to be immune to crilical intelligence, you allow it to decome a fabos
around akech all sty of fears and prepudices vemtually siick end beend. Bt
1 wlso respect faith, And I wnderstand m wy dowes the hwats of analytacal
language aod e ways if can rail, of nol detray, the seullilayerad comerete
news of expervence. [110-11)

wMichar! Bresson

The edweational yystew destroys this natural ability (1o thank nonverbally] &y
pradually chasging the [student's] thinking to verdal thinking in all
areas. . . Though teday's edweational sysdem is torribly unbwlamced bowward
the verbal analytical approach, i & importanr that we dond sell that ap
pooach short. . . The real emergence of wan sarted only 0 fow hosvand
mqwﬂabmnﬂwuhmudmm
Man's highest achievements are o reaull of using the poavr of doth haluvs of
the brwin fogriher. [74]

e [ howuiis K. Blokeskee

AL its rood all lamgwage has the character of wetapher, becasse ne maller
what it indends do be abowd it remains langwage, and remains adsolutely un-
Dkr whatever of & abour. [123]

—fawes P, Carwe
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Masserpeeces of Western Music are taught svbally.

“Speeching” about music has been an ethnomusicological (amd other
musicological) ssue for a bong tme. The problem sn't onh musicolog-
cal: T suspect that any scholarly endeavor is “about words™ Sgfore it is about
the acadensic subjects ostensably being stadsed. A funher peoblem s thas
any imvestigator who relies exclusively on textual sources for primary data
cannot ever “enter into the mystery” of the phenomenon studied (which is
precisely the point of acadomic detachment, although the sabstinstion of
academic jargon for direct musical knowledge gained through the experi-
cnce of "going vative” has both a downside and an upside). In other
words, unless our musicologist or anthropologise & actively partcipating as
well as observing, it seems likely that there will remain an enosmons area
of knowledge unavailable to ham or her,

Indoed the intemtion of the imiollnctuml muy craw o be guidad by molions of
olgectivaty, thal an accursle indevpretation is pessible and desrable . | | and
Mecomee more one i sobich fmmersion nfo the experience of the culture 13
sought, Im short some intellectuals may seek 80 go narer’ (140

e Muoke Frathersione

In [sowe] forms of creative expression investigalion way Lake an endirely in-
tellectmad and metophyvical path, bwt e musie, decavae of the pery natwre of
the art, it must also take @ physical path, [xv)

—tlarry Partch

The hegemony of lnguistic/textual intelligence has begun to be chal
lenged, Gardner (1985), in a well-known formulation, has posited the
thoory that there are soveral opes of intelligence, among which is musical
intelligence——others include linguistic, logicalmathematical, spatial,
bodily-kinesthetic, and the “persomal intelligences™—and that musc train
ing should be offered in our schoals because it is necessary for a “fully ho
man,” wellrounded educanon. '

[t is clavmed that Carl Oxff soudd not adwmit o boy il the Vienma Boys’
Choir if he had already learnt to vead and amile—belicving, ome suppaones,
that the opportumaty to make the wusicalprocasing side of the brain dows.
nals the language processing side nould then Aave been bout. (193]
—fohn D). Borrow

Wrling restructures comsciousness. [77]
—Wanlter |, Ong
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Teaching abont Western Music (Prescriptive/ Descriptive)

Hermeneutics” mew hevwits feel no obligation to face the wusie; they foast, at
their Madelnine and bea parties, on familiar fallacsn (derving o Should”
Srow an " or S, trafficking in unexplicated supervenients) and anthro.
poworphic wefaphors (catagory westabes). They pahadit a umiverse in ahick
statements and thar negations coexist aith squal validity and authonty,
where werely the quiet request for a cognitioely coherent reference to the
speaifics of a partionlar work rowlts in one being bronded a formalint |
wear that bvand gladly (39)

—Milton Babbay

(1]t &5 angund that one contral foature of postmodernism can be related Lo the
changing function of the role of intellectuals. . . . The role shifts from confh-
denl educaler, uho posseses confidence in his judgment of tase and the need
fo would saciely i bevms of ¥, (o that of commentator, who repersents and de-
codes the mumutioe of culieerad odpects and tradinons sithoul padsrng them o
Baerarchizang them, [140]

—Mike Fratbersione

Masterpicces of Western Music are generally “taught abowt™ preserip-
tively.

How, then, shall we teach? It seems 10 me that there are three attitucdes
that one may take toward teaching about the Masterpicces: One can (as
temnpt 1) dacrbe phenomena without approval or desapproval (“This me-
sic exhibits X7). One can describe with approval and enthusiasm (“This
misic exhibits X, which I think is very effective™). One can presersde (“This
music exhibies X, which is why you should respect and apprecate it”™).

Adminedly, these three approaches are abstrace simplifications of a very
complex issue. First of all, the act of prescription (e, the selection of the
Masterpieces to be sunveyed) underlies whatever other attitude one
take toward teaching, Furthermore, there are always clements of proscrip-
ton in any supposedly antiseptic descniption, and there usually seem 10 be
clements of “purce” description in any prescription. Nonctheless, in might
be helpful to problematize the issuc for students, o point oat that the hu-
manistic enterprise attempts to describe what it has already prescribed,
whereas the social scence project pouwrally alfempls 10 nonpeescriptively
describe.

Which reaching atuiade shall we employ: evangelical or scienufic? And
i we choose the fint, how much should we prosclytize? Tn an stempt 1o
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answor this question, [ recently asked my Masterpieces of Western Music
class f they found it more effectve if | maintined a cevtain detachmemt
when decribing the works of the Western canon, or i they found it more
effectne for me to be overtdy enthusiastic about the works, to be, in
oacnee, an evangelist for the works, Those who responded were unani-
mous: they all wanted enthusiasm. (“Should 1 gush?” | asked. "Gushing's
good!™ ane woman in the back row called out) The stdents preferred
enthusastic over neutral description of the music thar | had already pre
scribed,

In music survey courses, Masterpieces are not “taught”™ bt “waght o
be appreciated.”

Coda

Traditions rewain wndisturbed akew we say: &t us swproce ounelioes; bt w
become Detter pramists teachers, conductors, Setler compasers. They remarn
wndisturbed aken e say: ket ws incrrase e knouledge and appreciation of
ood’ wasic. . . . The guality of oualidy that makes any culture significant
mvelves something else, the presence of which comstanily wndermines tradi-
thew. . . . I lavge weasure if is componcndad of futvaligalion, investiganon,
imvestigation. . . . A phalaax of geod pramusts, good leachers, good composers,
and ood” music mo more creates @ sparil of Euoestigation and & cital age e
music than good grades in school ovate a apint of investigation and & body
of thimhing citizens. [xv)]

-—lf.’,m

So, what & this ansmal that is performed formally, expenienced specia-
uvely, Estened 1o analydcally, heard actively, produced “acoustically,” tem-
pered equally, tuned “standardly,” and s pitched in multiples of semi-
tomes, metered in multiples of owo or three, rinthmicized by addidon and
division of time units marked by a steady pubse, harmoniced triadically,
textured homophonically or polyphonically, timbred non-nasally, moded
“majorly™ or “minorly.” and & notated and nonfunctional, s dramanc, &
interpreted by reading a score, and & composed i wlitude, with a pre-
mium placed upon originaling?

Yet this beast s not, i the aggregate, so very different froen many other
musics of the world, In face, the Western cultivated tradition has much in
common with many other traditons. After all, Masterpieces of Western
Music do not showcase improvisation; neither does the Japanose cultivazed
traditon. Masterpicces of Western Music are notated; so are the Chinese
classics. The Western cultivated eradition usually employs vocal syllables in
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the wraining of s musicians: so does the Indian tadidon. The Western
tradition wses a steady pubse; so does much Afvscan music. Many of the
Masterpicces of Western Music are progransmacic; many East Asian works
“describe” landscapes, cvents, and other extramusical states—and on and
on.

L

(Flov Hegel the idea of studying the West ovthout the Fast would be fwdi.
crous. [114]
- Robert Scholes

Many muasic survey courses ake a Great Works approach, but | wonder
i enough tme s spent explaning cxacly sby the works we usually teach
abowt are Great, or how it is, exacthy, that they are Masterpicoes. How can
students underseand thas music’s Greatness if we don't inroduce them
also o music that i Not Great?

Omce again, there is nothing exhaustve about my list of musical parats-
cters, nor 3 there anything comprehensive about this paper’s informal
mention of other musics. The selected examples of parameters and musics
are listed merely o provide & fow examples in support of the thesis that
students can beuer understand what Maserpieces of Western Music are i
we regularly (even o beiclly) discuss Non-Masterpieces and Non-Western
Music.

I think it & therelore impostant to regularly plin recorded examples of
what we are mol supposed 10 be studying. 1 am not suggesting that more
time should be spent on Indian raga than on Mozant during the ckss Gme
of a course enttled “Masterpleces of Western Music”™; nonetheless, devoe
g a few minutes of cach (or a1 least mest) class session () 10 the plaving
ol recorded examples of contrasting musics=—and bricfly discussing
them—will imariably help the students o situate Masterpseces of Western
Music within a broader, more “global® context, and 10 understand the
comrse’s ostensble subject matter better than if they were pot provided
with such coatrasting examples.

Firsally, 1 hope it is cdear that 1 do not mean 8o i any way imply that the
approaches 1o "muscking” (see Small 1998) exhibited by those who arcate
Non-Western Non-Masterpeeces are univenally superior 1o those of the
Western cultivated tradition: they are not, and to believe such would
merely replicate vet again the old hicrarchicalacsthetic mindset thar has
aften stilled nvestigations of musac. In Bt there is a great deal thas [ love
about the Western cultivated tradition (after all, 1 have been actively in-
volved as 2 performer since 1 was ten years old and have for the past twelve
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years tught courses that survey the Western cultivated tradison). It is pre
cisely because | value this music that 1 think it should be tausght in the
mast effectve manner possible, which includes showing more precisely
what the Masterpiccoes of Western Music are through acshetically non-
Judgmental comparisons with what they are not.

Nutn

* Lam graeful 10 Joyce Tsai for eritiquing an earlier version of thas essay.

1. A number of texts address the topic of the weaching of as well as sbowt,
Wortern cultivated manic, See, for example, Finnegan 19689 and Kimpbury 1988
for ctheographec docriptions of the teachang of music s sclected conmumunites,
soe Neted 1995 (on a “composite 1ook™ at the teaching bogh of music as well as sbont
musc @t a stave university musie school located in “Heastkand, US A for a critical
look a4 gener performance of Westors symphome mupec, sec Sesall 1995 foe an
extendod crithgue of Western mt music (includiag i1s pedagogical mechods), see
Sesall 1997,

2. With two exceptions, all of the epigraphic stutements have been mole by
notmusicologisiy: cither composers o scholan and writens outside the discipline.
(This has beon a consclous decishon: quoting within the pages of a musscology
Jowrmal statements about muse that have been made by nonmusicologats is per-
hagn vaguely analogous 10 sy thes that by providing occasional examples of mu-
sy (hat [l conside 2 survey counse’s ostensible subject maser we might be able so
more effectively teach our students about the peescribed works ) Furthermore, al-
though it is mot weaally the case that reference mformaton a incuded with an cpi-
praph, | herve decided in Use cise of this paper 10 inclode bs Yoackets az the end of
each ialiced satomens the minimum necessary reference sformatom—ausally
Jus a page number, Finally, in koeping with the “gemeralint 1one”™ of this ypecial
soction of Carvesd Muncology #65, it muay abo be soted that—again, with two excep
tons—there are mo citasons of arockes from scholarly pasrmals.

3. In an carbier ssue of this joamal, Jonatham Siock (1998 $0-68) examion
the dfferences betwoen the way historical musicologing write scholaldy artickes—
whene readership has both a more circomscribed knosledge Buse as wel i » moee
homogenows aesthetic ideology than does the readership of ethnommicology
Journalv—and the approach wed by ethnossuacologine (who cannot presume
that their readers share » comunon acshete sensbdiiey )

4. Probatdy the lavt “permancnt” instrument o have boen added 1o the stan-
daed syanphony cechestrn is the trampet. The keyod protonpe (mvesied by Antom
Welkdinger) of the modem, vahed srampet wan st presented 10 the pubilic on 28
March 15300 (i« alescar exacthy 200 years ago), when it premicred the Haydn
Trusspet Conceno. The valve wsell was added ca. 1815,

5 In regard 10 the Parsch epigraph. it is interesting 10 note that Chu Teaiyd
published & method of equal temperament in 1584 Since Mencane publahed his
work on equal temperament i 1056, it s not inconcenable thar the theoretical
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temperod scale wan mtroduced o Esrope from Chisa al some poent dursng that
fiftyyear period (although b Chana i1 remained sincldy theoretical, and wis not
pur ineo widespread use untl s reintroduction by the West).

6. Durng the past halfcentury a number of ploces have boen created that use
wsther mouton other than convenisonal Western notation oe Western niotation
that hus 1o some degree been modilicd of B wed i uncomentional wins. A lew
cxamples include Vadd for Lafe (Beth Andersom ), Quartet S Ay Numder of Wing or
String Instruments (Robery Ashiey), 2% Pages (Earle Brown), Calder Pirer (Faale
Brown ), Liro (Harold Bodd), Sels for Viser 47 (John Cage), The Govar Lotrming
(Cornelivn Cardew), Dvagoan (Daved Cope), Rounds (Alin Corran), 2% ( Jon
Gibsom), wsiNe suicr (Wilkam Hellerman), dhseddng (Tom Johnson), Propeution
IV (Squid) (Alison Kaomlen), King Sponch Song (Daniel Lemte), North Awracan Edfipar
(Dansel Lenue), The Bells of Bellegss (Otto Lucnimg), Bell S No. ] (Michael
Nyman), Sonoeity A vs. Soneridy F (Charlemagne Palestine), Pace for Guddans No 1
(Michael Parsonsh, Ripthe Sudien 1 & I (Michael Pasvors), s € (Terry Riley),
Night Speech (Nicolss Remvoaban), Lo Moulens de Panurge (Fredesic Reewski),
Symmaliing (Exbc Salman), Ménrsesaie (R Murray Schafer), Besst { Jumes Yenney).
A Rose Is & Bose 1 o Round ( James Tonney), Litle P for Quertertone Pagvo (T Se
Goorge Tucker), and The Jnfivar Square (Aurclio de Ia Voga), among very muny
othery. (Several of these picces can be found in Johnson 1951) ko addition, a
nuester of textbooks and monographs consain modified or unconventional nots
won, For one example among many, see Cope's Technigues of the Contemporary
Componer—particularly the chagier entitled “New Notations™ (Cope 1997 150-67).

7. Amosgg the composers/sanichans wivo have been actre ln the West, a shoat
list of those who have creased momic tha is nef informed primanly by the tenson-
andecloase acsthetic would inchude: Parick Ball, John Cage, Dom Camphbell, S
Chinmoy, Alvis Curran, Beian Eno, Morios Feldman, Philip Glass, Seeven
Halpern, Lou Harrson, Faud Hore, Ritaro, Alvin Locer, Ingram Marshall, R
Carlos Nakat, Pran Nath, Michael Oldfield, Daad Parsons, Arvo Pan, Ssove Reickh,
Terry Riley, G S, Sachdey, Ryuichi Sakamota, Somes Satoh, Klawe Schulee, Alas
Stivell, Maornon Subotnick, Divsd Svivian, Tangerise Dream, John Tavener, s
Tomita, Vasgelis, Andreas Vollenwelder, Geange Winston, Paul Winter, and La
Momie Young, among very many othens,

£ A number of contemporasy composers lune wrilten mipsc that can be per
formed by people whe do not, foe instaace, read notation (o whao read (e ondy very
minimally). For example, Robert Ashiey, Farle Beown, John Cage, Ahvin Cerran,
Fralip Ghs, Alvins Lucser, Otto Luesing, Meredith Mook, Pauline Olnveron, Seeve
Reich, Terry Riley, Frederic Rrewskl, R Murray Schafer, James Tenmey, and
Christian Wolff are just a few of the more wellknosn compoacn who have writien
peeces thal have a bigh degree ol performance accessibaliny.

9 Mcluham noted this foregrounding aspecs when be said thas “the doaghed-
off environment becomes a work of an™—to which one, by definition, pas
attemtiot—and tha the “new” o part of the “lvishle emvironment”™ (see

Thompaon 2000: 10}
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10, Jamisoes lives s appendis B *Writers, Artists, and Compencrs with Probable
Cyclothymia, Major Depresson, of ManioDepressive Diness”™ (199% 267). Her lis
of composers includes, among others, Berlioz, Brockner, Dowland, Elgar,
Gessaldo, Glinka, Handel, Hobt, bres, Laonn, Mahler, Muosongpdy, Rachmanino,
Rossind, Schuoann, Scriabin, Tehaskowsky, Warlock, and Wold (1995: 269). Kesp
cites a sty dhat identified Berg, Berlioz, Bruckner, Exgar, Falla, Gounod, Maruni,
Mowwoepky, Puccmi, Rachssaninoy, Reger, Satie, Schumasmn, Scruabin, Tehaikos-
shy, amd Wagner mo suffening severe pavchopathology. “Amongs those whane symps
toms were bess severe but stll marked were Chopin, Grieg, Mabder, Mendebsohn,
Rimsky-Rorakov, Rowing, Schoenbeorg, Sibelius, Stravinaky, and Wolf™ (Kemp:
1996. 208).

11, None of the proceding inclodes mention of any of the cosmologecal cossid-
erations: for Instance. that cach of the seven swaras that appear in an Indian octave
has been amociated wich a specific color, planes, and age of a man's life, or tha
older Indian sesiciheorencal works ofien asign ragas 00 the tese of day o well a8
1o the vanous seasons of the [ndian year when ot s, or was, most appropriate w0
perform chem.

12, See Thompson 2001 for moee on “lisiening practice™; see Treib 1996 for a
superh commentary oo the Faome dectrosigee. the Phalgs Pavilion, Vardse, and Le
Corbusder.

13, The wpic of “swdtple intclligenca”™ ha been gathering steam: om Friday,
26 Ocvobey 2001 & conference enttled “Tanovative Methods of Teaching in Higher
Edvcanon: Engageg Mulsple Imciligences” wan held at New Jeney Clry Univers
sity, Gardmer was the featared speaker, and there were advertised 40 be 30 gapens
and demonslratsons o the LOPIC.

The wopic of nonverbal inselligence & also relaed 10 one of the primary goals
of a samber of Fastern spirituad pachs: the slencag of verbal thought, The 1eche
niques and dinogloes that have boen developed in India, Ching, and Jagan (i,
yoga, Taotsm, and Zen, among others) 1o accomeplah this “are the polar oppenite
of verbal Western intellectualism®; furthermore, “one of the greaest barriens in
teaching highly vertal people how to s their right bean s that they cannot be-
leve that they huve a nooverbal comsciousses” (Blaledec: 72).

Some of [these] wechnigues . . . coudd be uwed 5o give stadents a ke of parc

righthrain comscwsmnes. IF the Oviental appuoach was applied 10 classes bo an,

dunce, masic, and spoats, 8 would provide an excellent antidote for the over-
done of verbal thisking in the schools soday. . . . By the end of high school the
verhul consent s often so greas thas e and an theory courwes almoss resem-
ble plyysics cousses. Teatead of learning o “think sseically™ or “think visually,”
the students memoriae verbal rudes 1o pass verbal tesis. (Blakeslee: 73)
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The Impossible Course: Music
in the Core Curriculum

By Annatisa Saeig Porrel

In the university where T teach music history and appreciation, my
course is a requirement. No undergraduate escapes the reach ol Bach,
Beethoven, or Wagner: almost every graduating senior leaves the uni-
versity having been expased to sonata lorm and functonal harmony.
This situation may scem Edenic in institutions where music is an under-
appreciated or underfunded elective, and indeed much of the tme the
experience here i an exceptionally positive one. But for those of us whose
Job it is 10 convey musical knowledge 1o non-enusicans, sometimes o su-
dents who would not choose o stady music if given the option, teaching
music presents a paradox. On the one hand, we are given the opportunity
10 work with cars and minds that are relatively fresh and unjaded, at least
with regard 10 the repertory that we are most often required o teach, Our
students bring perspectives we haven’t considered to works we think we
know well, and challenge us 0 listen, o if for the frst e, 10 pieces we
might think have nothing new to offer us. This confirms our hope that
what we do s worthwhile, and is, for many instroctons, the most rewarding
aspect of weaching such a wide variety of students. At the same time, we are
aften led o quastion the validity of owr methodology and the very prem-
iwes of the course we teach, as we begin to suspect that the studenss’ disap-
pointments and frustrations are founded in real contradictions at the
heart of the curriculum. Although we might persist in the notion that
music education can be for "everyone” (as in Gact this writer does), the re-
curring problems in teaching these courses beg for our attention.

"Misic Humanitkes™ is the commonly used name of the course thar
brings about twentwfive freshmen, sophomores, juniors, and seniors o
my clasroom every semesier. The stated purpose of the course, as given
in the description distributed to every student at the beginning of the
term, is

1o awaken and encourage in students an appreciation of music in
the Western workd, to help them leamn o respond intelligently to a
variety of musical idioms, and 10 engage them in the isswes of varnous
debates about the character and purposes of music that have ooce-
pled composers and musical thinkers since ancient times.!
At fint glance, an untroubling prospect: the coune as portrayed here
sounds eminently manageable and potentially satisfying to the average
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undergraduste, At some posnt in the fourteen weeks of cach spring and
fall term, however, a significant number of my stusdents express dosaadac-
ton with the course, and some become (for a time, at least) profoundly
frustrated by what is uking place in the clasroom. Two complaints are
typically heard in classroom discussion or office-hour consultation: “Why
should we hune o stady masic? We'll never need i again,” and “What |
love about music isn't even being touched on here.” Many students’ frus
trations with the course follow from the sentiments lving bebind these two
comments. Some want to know right away: Why should we Aave to sudy
music? What relevance does it have 10 our lives or our stsdies® The rest of
the group, generally, is happy at the prospece of stadying a subject which
appears so infrequently in their formed academse lives, one which they say
they love and with which they spend a grear deal of their tme outside the
classroom—usually 2 avid liseners rather than as practtoners. These
students’ disappointment generally shows iself a few weeks into the
semsester, a8 they begin 1o grasp the shape and scope of the course,

It is often remarked that Music Humanities, and courses like it, present
a repertory that many students and instructors find lmived or lmicng, by
virtue of its emphasis on the Western classical tradition. Such criticism s
relevant o certain students” reasons for rejecting o questboning Misic
Humanities as it is usually taught. but they are beyondd the scope of this o
say (the Western canon bas, afier all, been under intense scnuiny for the
past twenty years and more, in and out of the academy), 1 have chosen 10
set aside, here, the question of what constitutes “good”™ music o "the mas-
terpiece,” or whether, indeed, such things exist. | do not wish to address
shat music we ought to be teaching. 1 am most inserested, raher, in the
general problems of teaching a subject that is infamousdy resastant to ver-
bal description®—no matter where i central repertory comes from—io
students who have no choice in deciding whether 10 be in our chssrooms
ansdd for whom musie holds vantag levels of significance. For these st
dents, olf music presents difficulties that are, in my experience, only
incompletely addressed in a course geared toward non-practithoners.
No mauter what music we choose as the object of study, these problems
will remaln,

The first group of frasrated stadenta, those who cannot see music’s rel-
evance 10 their larger educational experience, s perhaps peculiar o a uni-
versty such as Columbia, thanks to the emphasls here on a greatrbooks ap-
proach to general education, For these undergraduates, music seems
somehow out of place in the Care, Columbia College's required seven-
course curriculum. The present<day Core includes requirements in the
major academic disciplines, inchuding noa-Western cultures and sciences,
but the “hearnt of the Core”™ (a8 3t s characterized in the Columbia Suliens)
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is represented by four conrses that have come 1o characterize Columbia
College: Lneramare Humanites ("Masterpleces of Western Lievavare and
Philosophy™), Contemporary Civilization (“Introduction 1o Contemporary
Civilization” ), Art Humanitles ("Masserpseces of Western Art”), and Music
Humanities ("Masterpicces of Western Music™) . * Some undergraduates
find s 10 be levelevant 1o a program of study that ks, according to the
Balltin’s description, supposed 0 “explore what it means to be human®
and prepare them for "life as an intelligent chizen in today’s world. ™
Whaat, some students ask, has music 1o do with ideas, with polities, cthics,
morality, or philosophy (subjects explored in depth in Contemporary
Civilization and Literature Humanities)? How does studying a motet by
Josquin or a symphony by Beethoven belp develop the eritical and moral
faculties of “an mselligent atizen™ These students come 10 the course be-
lieving (like many thankers throughout Western history) thar musie i less
able to convey concrete wdeas than the other arts, and therefore is rather
disconnected from the rest of the Core. After a semester of bstening, read-
ing, and discussion, however, most of these students beanve the course con-
vinced that muske can be stadied not ondy as 2 comveyer of sdeas, bur as an
excelient case study of how different cultures throughout history have
viewed music's role a8 such. | am generally less concerned by this group's
frustration with the course, became | know that the curricubum itself and
ey appeoach 1o it are designed 1o address their questions.

To the second group of students, those who are expecting a deeper
anstd more intimate knowbedge of a subject they already know they bke, the
disappointment is more subde, They are readily comvinoed that music con-
veys ideas and can be a revealing mirror of a culture’s aesthetic priosities
and social organizations, For these students, the passionate but often
vaguely worded critique is that the course is “too technbcal” withour “get-
ting at the heant™ of the masic, These are the students who feel that their
bove for music s betraved by the kind ol serutiny 1o which we sulbject mus)
cal works in the chssroom, It is this second group that, 1 believe, bevels tlu:
more compelling onitique of our counse specifically, and of general music
education in particular, While T have fousd it possible 10 addres studenss’
concerns regarding the relevance of muasic 10 a general education, the sec-
ond group’s need for depch withour overwhbelming rechnical information
has proved more difficult wo Fulfill,

Though stadents” unhappiness with the course often bessens as the se
mester progresses, | am pot satishod that it is a necesary byproduct of
seaching music to undergraduates. Whiat &s a2 the root of their frustration?
How & the course’s content, or our teaching ol it responsible? The prob-
beme of todday™s Music Humanities classroom become clearer if we view
them in the context of the course’s initial conception. Both the course’s
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content and the way in which its material was ongimally intended to be
comveyed may reveal the source of the difficulties that | ansd my students
expericnce in the course now, The larger goals of Music Humanities and
i proposed method of lnstraction contalned Gasd contain) inherent con-
tradicons that make it an uncasy member of the Core, amnd a challenge to
seach,

The founders of Columbia’™s Core Curriculum seemed to hane no
qualms about the place of music in general undergraduate educaton:
they were confident of music’s role in the “production”™ of “cducated
men” and were confident that a course in music apprecation would satisfy
thesr stdenty” needs

Fist . ., 2 college gransng the Bachelor of Arts degree should not
mevely pave the way for professional training. but should try 1o pro-
duce eduscated men. Second . . . i educated men are those who pos-
sews an inner life of suffcent richness to withstand the slings and ar-
rows of forune, they must have learned o feed their souls upon
gooxd books, pictures, and music*

These men had an unabashedly Platonic notion of education, one in
which students can be led, by weachers of merit, to improve their “inner
lle” with sustakned expasure 10 the finest produces of human caloure. The
stucly of art, Bterature, s music together will “lead™ students “up”™ or
“out” (educare/educese) of nanural gnorance ino a life where they in twm
will be able 10 “lead”™ others “out.” Books, pictures, and music are gathered
wgether as the three food groups of the balanced spinaal/intellectual
dict: all of them are essential. The “nowsshment”™ provided by the differ-
ent groups is in some sense of equal value, in that reaching our students 1o
rehy on the riches of Jll three (80 conmume square meals) will provide las-
ing resistance w0 the “slings and arrows” of posttaccalaureate life.

The prosentday description of the Core Curricubum, like s predeces-
sor, emphasizes the commonalities between the different disciphnes in the
four central Core courses. We have already seen how the Core is described
as an atempt “w explore what it means 0 be human.” The Core is also
characterized a8 promoting the most practical, general skills of all the
comrses as Columbia:

Faught in seminars himited to approximately tweneyfour stadenes,
they [the foar main Core courses] ensure that 2 Columbia College
education begins with the active, not passive, use of the mind. As a
resuly, these courses are, in the best sense, the mast practcal that
Columbia students take: the skills and habits honed by the Core—
observation, analysis, argument, imaginative comparison, respect for
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ideas and nuances—are nothing less than a ngorous preparation for
life as an imelligent citizen in today’s world *

All four courses xre inended for simalar ends, presumably using stmilar
means: the Socratic diadogue of the seminar, Coune descriptions of the
past, and present practcal expenence in teaching the music component
of the Caore, however, make it clear that the practical goals for cach of the
Core courses are dilferent between the disciplines and are not easily sur
mounted, The specific yocabulary of Bterature is familiar to most under-
graduates before they matriculate: they have been readers and wrisers all
their lves. The technical vocabalary of visual art and music, though, is un-
familiar to the majoricy. The Core's designers knew about this dispanty bes
tween the disciplines, even i they did not always (ully address its conse-
quences. Humanities A~"Readings in and discussions of European
literatuge and philosophy™ (ow divided 110 two courses called Literaure
Humanities and Contemporary Civilization, respectively)—was, as it was
envisioned in the 19505, suppased (0 “develop in the student lerary faste
and pwdgment, a5 well as Bobits of philesophical analysis™ (italics mine).”
Clearly, this was (and Is) a course with relevance beyond the cassroom.
The 196 description of the goals of Humanitios Bl (the carly name for
whart s now called Music Humanives), on the other hand, could well be
subject to the oriticism leveled by some students today: what they learn in
Music Humanities is oo technical and does not address the experience of
meusic they have outside the dassroam.

The student who has completed Humanities B will be adequarely
prepared for funher study of musical style as found in the vanous
historical epochs. The man whose studies must terminate at this
point will have gained a technique of listening, some understnding
of the principles of the art, and will have become familiar at least in
part with a number of masterpieces of the lerature.*

Unlike the description of the other clements of the core, this summary
presents lide in the way of skills or habats that might help the stedent in
life owtside a music history clasroom, Style analysis & emphasized, and the
stady of music risks becoming an erxd in bsell rather than a window onto a
larger workd ol aesthetics, philosophy, personal cthics, oe politics. The
“food for the soul™ wished for by the Core’s founders lies deep beneath a
list of masterpleces o memornze and musical vocabulary 1o Jearn. The
proesentday Music Humanitios coune also emphasizes the technical fea-
wures of music—what the course's founders called its “foreign linguage”
component—though this is not evident from the course descripdon stu-
denis encounter on their Grst day in b,
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There were, and are, explicitly stated reasons for the apparent break
between music and the other courses in the Core. Explaining their doa-
son not 0 inclode music as part of a comprelsensive owoyear course in
all the arts (one of the orginal suggestions for the Humanities compo-
nent of the Core), the IM6 commentators argued that music (alone of all
the ars) requires specialized training before study can even begin to be
beneficial:

Music Is in a sense 2 foresgn language, only a small fraction of which
can be understood without special training. Discussion about ir,
whether aesthetke, historical, or technical, can be of small prafia o
anyore unless it is preceded by the actsl experience of enlightened
hearing, that is, experience sufficiently vivid 10 establish a concepe of
the work under discussson i the mind of the stadent. Slight as the
previous experience of Bterature and philasophy may be in the case
of the average freshman, il s enormous when compared 1o his expe-
nience of music”

This characterization of music as a “foresgn language” is unproblematic at
first glamce. We must be Lamiliar, a1 least nogninally, with the mysteries of
pitch, interval, barmony, and rhythm, before we can begin 1o compre
hend the workings of any musical piece—minic & just oo comphcated 0
discuss without a specialized vocabalary.

Or bs i? Doesn’t the very sdea ol a core carmiculum rest on the belief
that certain works, the ones we have traditionally spoken of as masier-
pleces, “speak” 1o people in all tnses and places® Many people no longer
accept the asumption that such works exist, but a core curriculum such
Columbia’s, in its demand that cermain works of art, litevature. philosophy,
and music be tught o all, docs place us under the obligation 1o ar least
comsider its premises. Does the masterpacce’s ability 10 speak depend on
the technical erudition of the listencr? For the other Core courses at
Columbia, the answer is no, Significantly, both Literature Humanities and
Comemporary Civilization (the two “great books™ courses in the Core
Curriculum) are ught by instructons deawn from a Barly wide range of
disciplines and depariments; even musicologises are theoretically eligible
1w teach these clsses. Music Humanitses and it visual ares sibling, An
Humanatics, are aught, on the other band, almost exclhasively by special-
ts. [t appears, then, that the mysteries of laerature and philosophy can
be penetrated withowt gusdance from a teacher with specalized traning,
but that music’s (and visual art's) depths cannot, For the stadent, this con-
wrast poses a puzzling and often frustrating dilemma. On the one hand, he
s expected 1o come 1o the Music Humanities classroom anmed with inter-
esting insights and compelling questions for open discussion, in the
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tradition of all Core classes. On the other hand, he is told thas, unzil hav
ing been inatiated into the specialized vocabulary that musicians and musi-
cologists use, his discussion will “be of small profic” Furthermore, many
instruscton stracture the Music Humanities semester in such 2 way that the
necessity of initation is underscored: the first two weeks of the term are
dedicated o “Tundamentals,” or the elements of musical vocabulary and
techmique. Iin doing so, insractors certainy coapower (heir students to e
musical teyms more conlidently, but they also emphasize the gull between
music and other modes of expression, (According 1o the general descrip-
von of Ant Humanities, the situation in that course is analogous, with sev-
erval sessions dedicated] 10 building “visual Nteracy™ 24 the stan of the
term. ) '*

Music i further separated from the other disciplines—cven lrom visual
art—in that those who teach its mosteries 1o undergraduates are supposed
1o, i some measure, be able 10 “do”™ music—to be musicians. In pracice,
this supposition halds true rather loosely, buat the proportion of Music
Humanitics inszructors who have sung or played sericusly is nonetheless
coasiderably hagher than that of Art Humanites instructons who have pear-
suwed formal training in painting or sculpture, What art historian s ex-
pected 10 paint or sculpe, even at an amaseur level, in the peactice of his
academic discipline? The study of music—cven a8 a theoretical rather
than applied “science™—has usually, since the Renaissance, required some
practical training in msicianship, We pass this dilemma on to oar non-
specialist stadents when we do not fully bring them o the realm of
competent music making. Students may come 1o believe, in observing
their instructars, that a true understanding of music is closed to those who
don’t have expersence in its creation, constraction, or realizatson.

The initial conception of the Core Curnculum appeans to have nover
fully resolved the conflict between the technical demands of music as a
mudle of commumication and the desire (o present all the arts as oqually
vabd conveyors of humanity's ideas and emotions, Today the same condlice
persists, and contributes o students” frustrations. Perhaps bvause they are
obliged 1o spend so much of their tme grappling with its technical myster-
e without cver fully mastering them, they often cannot perceive the maore
general relevance of music as casily as they can that of the liserary or even
the visszal arts, Warse, they are not able 1o knk musicabeoretsxcal infoema-
tion to the emotional responses they have 1o music in and out of the class-
room. Finally, when stsdents do attempe 1o deepen their theoretical un
denstanding beyooud the radimenis offered by the coune, questions abous
music theory arise from time 10 time that instrscrors can address only par
tally, o ar all. Although there are good reasons for not answering every
question i depth {(eg., it would ke much longer than a semester (o



ANNALESA Swia Poikns, 77

convey the requisite knowledge ), students may sense that they are being
heldd back from full understanding, and their fecling of dusappoinument or
exclusion remains.

I began to address, above, the problems of those who have doubts
about music’'s connection 1o the Core Carriculum’s values. These prob-
lems, while soluble on their own, are compounded when we open the se
mever with a crash counse in muskeal terminology. This is the point at
which the first group of students—those questioning the place of music in
the Core—josns the second group-<those who question the overly techni
cal emphasis of the course. By beginning their musical education thus, we
imply that these studens cannot appreciate music properly without being
tanght ity specal codes and formulss, Whiat becomes of the Core’s claim,
then, about works that “speak 1o everyone™ We, the “initiated,” in essence
tell these stadenits that they will only be able 10 appreciate correctly once
they have massered the rodiments of musical grammar.

For stdents whose personal attachment to music is manimal, and who
are generally unenthusiastic about stadying music for music’s sake, the
wood for coherence is particulardy acuse, Music's technical inguage bears
listhe inherent interest for them, and the course’s emphasis on the funda-
mentals of this language, especially early in the semester, tends 1o pat
them on their guard. Why bother Jearming a new grammar that won't be
useful ever agakn i thedr lives—except at the proverhlal cockuail gabering
(or, more likely in the present cconomy, M the corporate weekend re-
treat)? These stadents generally lean, as the semester progresses, more
heavily 1owards the “cultural contexts™ aspect of the course: drawing on
skills they have used in other courses, especially in the other humanitics,
this componcent of the sllabes can be panicularly rewarding for the pon-
musician. Even then, however, the challenges posed by non-texted music
are considerable, Moge than casual intuiton & required o grasp the rela.
tion between the minuet and eighteenth-century modes of thought, and
such an insght often relies on students’ previous eastery of technkeal is
sues we hove so carefully tried 1o build in the first weeks of the torm. For
many students, our attenpes 1o draw these connections fall flac. If ssudenas
bave not adequately absorbed the msicabeoretical material—and novices
are usually shower to master it than practiced musicians, for obrious reasons
wethe Socratic dudogue of the classroom can become depressingly one-
sidded,

For those students who foel that what they love about music is somchow
being gnored in Music Humanites, both music's cultural contexes and
its technical wspects are of interest, at Jeast up 10 a point. However, they
expect to learn more-—specifically, the (somctinves unspoken) desire 1o
learn how masic can "mean” so much, So much of the first pan of the
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semester is devoted o teaching technical terms and formal analyss that
the self-professed munic lovers in the class population begin to ask: What
does this have 1o do with what [ am hearing and feeling when | listen o
music? Some of the vesistance o techaical information s of course knee-
Jork passavity, like that of Blerature students who accuse their teacher of
“ruining the book™ by subjecting it to overly close inspection. Bue part of
the resstance, [ believe, is a sign of legitimate frustration with our imabality
1o account for music’'s capacity to move, 10 bear meaning, and o elicit
cmodion,

Though weachers of Music Humanities attempt 1o place music of the
European "an” waditon in is lrger cultural contexe, and though we try
1o convey clementary technical knowledge as well, what we generally
“love™ about musiceand what many of our students “love”™ about mussc-—
has relatvely Bide to do with its relation (o philosophy, palite, or theory,
Cenainly, music hissory and theory are interesting, and most of us come
10 write our dissertations, artickes, and books on branches of these very
topics. But they are generally not what made us love music in the first
place, and 1 zm not sure that they fully correspond to what the designers
of the Core had in mind when they spoke of music as “food for the soul.”
What is more, the purely musical in mussc—lonmal considerations such as
harmony, counterpoint, largescale strcture, orchestration, riythm and
meter-is the cause of what, in music, we experience and appreciue
largely through its symproms. 1 would argue that even the best trained
among us “loses” hime o8 hersell in the sensuous aspect of music-making
and Hdsscning with more pleasure than that which we derive from formal
music anahsis per se. Thus, both the situating of musical works in thelr cul
tural comtexts, and teaching the “oreign language” that is 1 the root of
musical phenomena fall short of what is actually valued in music by both
these stusdent music-dovers and their tcachers. And yor, these two activities
form the bulk of what happens every day in Music Humanities. No won-
der, then, that my students who de care about music often come 10 oflice
hours in despaiy over the feeling that what we are learming in clas has al-
mast nothing 1o do with what they passionately felt abour music before
ever having encoumtered the musical terminclogy that we teach as “neces
sary.” In Exirness, it must be siid that the perception of disparity between
what is taught and what is cruly valuable in music tends to diminish o
wards the end of every term, as stodents begin o Integrate formal, ses
thetic, and historical comsiderations with their prooxasting “appreciation”
for, and bove of, music, Bat in nearly every batch of end-ofsemester evalu-
atlons 1 recenve, a group of suudents writes longingly of the cowrse they
wish Music Humanities hadd been, They rarcly are able (o articulate this
ideal course’s content or ssilabus, bue they often invoke a desire o under



ANNALISA Swic Porerr. 79

stand the expenience of musac better, T would argue that even the musically
disinterested. when pressed, admit that music “means”™ something o their
emotional lives and wonder why the course does not trear this aspect of
the a1 in more depeh,

Here we venture into dangerous territory. At meetings of Music
Humanites instnasctoes, we oficn discuss the difficulty of combaning atten-
tion to technical deadl with references o our students” scucments abou
how the music sounds to them, or how it makes them feel. Many instrc-
tors are wary of spending oo much time with these subjective judgments
about the music, for fear that the course will degenerate into 4 “toue by
feely™ freedor-all that undermines the seriousness of our endeavors.
Indeed, our fears are not eotirely unfounded. Students” perception tha
music is somchow not a “serouws” course leads them (increasingly) 10 ex-
pect that Music Hurmsanitics should be the source of an “casy A" try as we
might to combat this perception. It is far casier to grade meaningfully
when memorization of tiles and understanding of formal technicalities
are at the forefront. and we dling to those aspects of the course especially
linnly when it comes time for exams,

Nevertheless, il the course & to have meaning for our students beyond
the classroom, beyood impressing future emplovers with musical trivia, we
maust make it connect to the reasons we, and our students, bother with
music in the first place. This could mean paying more attention 1o sto-
dents” visceral reactions to the music we listen to in class. and 1o the music
they listen 10 ar home, and focusng our technical discussions on the aspects
of the masic that arowse such reactions rather than on only the aspects
that s think are cssential, While | do not suggest abundoning obgective
measures of our stdents” progress in mastering the sechnical material of
Music Humanitics, 1 wonder if more could be dooe to address their long-
ing to understand the “whn™ of music better, A more active, long-term in-
vestigation into stadents” “own” musbe and the reasons they have for listen-
ing to it, not limited o an ice-breaking activity at the beginning of the
semester, could be one useful approach. As students” competence with
technical and formal concepts grows, they might better be able to inte-
grate these wleas into a broad analsis of the susic they listen 10 for pleas-
ure, entertainment, cmotsonal fullillment, or nostalgia, and begin 1o
sketch out possibilities for relating technical features 1o personal re-
sponse. Which chord & e, actually, thar “hiss®™ me so bard as | listen 10 ny
favorite song? How does it relate 10 the rest of the work? (Many instrse-
tors, at Columbia and elsewhere, already integrate a version of this project
o their carriculs, bat it soems (0 have recened relatvely little atrention
as a general approach to the contradictions and difficulties inherent in
the course’s design.) Through sich serious attention 10 students” own
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music and an extension of this approach 10 wosks on the syllabes, both
the “specialist vs. nonspecialist”™ and the "our music vs. thelr music™ gaps
might begin to be bradged,

Such suggestions as 1 have made above do not fully solve the problems
that the course poses. Even the best instructons, oncs who try to engage
all aspects of thelr stadentss’ musical thinking-—~technical, historical,
cmotional—have called this “the impossible coune,” This fecling of im-
poasibilicy does not drive us 10 stop teaching bur 1o constanthy guestion the
nature of our subject and of our imolvement with it Perhaps the most
useful anicude, both for us and for our studenes, s developed if we openly
address the contradictions inherent in the coune: how music was con-
cewved by the designers of the curmculum as just like the other Core diso-
plines, and why it sends 10 be tusghe very dilferemly; its special place in
relation 1o the other Core courses as the provinee of specalists; and ies
“foreign language” component juxtaposed against the adivonal (how
ever suspoct) prenvise that the “gream”™ works we stdy can speak univer-
sally, o all peoples and times. No one, students or instraceors, will find
that their problems with Music Humanities or coures like it are thus
crased, but in making these contradictions manifest. we mighs give our
students the toals to undentand the disappointments and frustrations
they expenence.
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Ethnomusicology as Interdisciplinary Musicology:
A Case Study

8y Sean Willseas

Introduction

Ethnomusicologists belong to an inherently interdisciplinarny music ol
ogy. We often come to graduate work in the field with undergraduate
traiming in Western muséc and anthropology, and take graduate conrses in
polities, religion, cularal studies, multiculural literature, and related
fedds. Like our colleagues in musicology, we learn several languages (at
least one local language and often a national or colonial language as well
as French and/or German). After graduating with PhoDs in ethnosmes-
cology and beginning carcers as assistant professors, we are generally ex.
pected 1o teach four or five cournes & year, including a Western “classical”
music survey course and very often a world music sunvey course.! Of
course, this graduate school aack does not apply to all of us, bat surely 10
many. When the moment comes 1o present survey course maternial 1o our
students, however, we tend 1o back awexy froen that interdisciplinary ap-
proach in favor of covering as many arcas, genres, and muscal terms as
possible, Greater coverage may be the norm either becase it was ordered
from the college administration or simply because it reflects the way many
of us received survey comrses & undergraduates, This article uses the case
study of interdisciplinary work in music at The Evergreen State College as
a potential pathway to greater depth of understanding at an undergradu-
ate bevel than one might otherwise achieve.

The Evergreen State College

Teaclving music ar a small undergraduate liberud ans college bos s a<d-
vantages and disadhantages for both teachens and students, both of which
are likely 1o be recognized at cach end (reaching and learming) of the in.
structional spectrum, Among the disadvaniages are the small numbers of
curmicular offerings, appropriate Bcilities, support stafl, and performing
ensembles. When that small liberal ans college s descnibed as having “the
best academic reputation of any regional Bberal arts college, public or pri-
vate, in the nation™ (US. News and Werld Report 2000 College Guide), and
B “known far and wide for s inerdisciplinary, collaborative coardinated
studics programs” (Kliewer 1990 182), however, the advantages outweigh
the dessdvantges.” Since 1967, The Evergreen Stare College has been known
i acadomic and admanistrative circles for its innovative, snserdasciplinary
Curva Masokgy 49
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approaches o teaching and learning, for s handson work across every
discipline, an for its secadfast refusal 1o conform to traditional methodod
oyt Although many graduate programs in cthnomusicology fully expect
their students 1o be mterdisciplinary, it is often much more difficult to re-
locate the model of effectve graduate school teaching to an undengradi-
ate context

A large number of structural features set Evergreen apart from most
other small liberal arts colleges. | was hired in 1991 o bring “workd music™
to Evergroen, & mostly undergraduate public liberal arts college with only
two fulltime music faculty, no formal departments, no majors, no faculty
ranking, fow cxams, and a system of narative evaluations instead of grades
Most teaching and learning at Evergreen is done in yeardong, seam-aught,
fulltime interdisciplinary “programs” centered on an issse or problem.
Evergreen’s credo, as printed in the College’s catalog, is as follows:

L. The main purpose of a college is to teach, and good teaching in-
volves close interaction between faculty and students,

2. Collaboratve or shared keaming is better than leaming in bolation
and in competition with othery,

& Teaching across differences is critcal o leaming.

4. Connected lesming—pulling together different kleas and conoopts
=3 beter than keaming separated bits of information.

5. Active learming—apphing what & learmed to projects and activitios—
s bener than passively receiving knowledge.

6. The only way 10 thoroughly understand abstract theories is 10 apply
them 1o realworld siiations.

How do music stadents fare ar a place where buslding a raditonal ms
sic track is virually impossible, and where jazz bands, orchestras, choirs
and yows of practice rooms do ot exist? The shortest answer is that thoe
students build their musical knowledge through an understanding of con-
e,

Teaching the Western Canon

Fach of the (now four) fulldme music faculty rotare through an intro-
ductory program, olten tiled Foundations of the Perdforming Ares. In a
faculey team with participants from dance and theater, we present the
Western canon of (music) theory, history, performance, and composition
through worksbogs, lectures, films, and seminars, The dance and theater
faculty members do the same for their respective disciplines. By the end of
the year, cach student not only undentands the “lnored” disapline, but
also has o fundamental undenstanding of music's sister disciplines of
dance and theater. Most importantly, however, the performing ans of
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Europe and North America are lirmly grounded in hissorical, political, re-
bgious, and philosophical context. Each faculty member in music is free
w0 offer stulents that background in the wa most approprisie to his or
her training and interests, and in consultation with dance and thearer col-
beagues.

An example of this approach in Western classical music is our weaching
al the Chassical era. Students not only read about Mozart, Hndn, and
Beethoven, but they have 10 be able to understand and discuss in semanars
the Age of Enlightenment and ity effect on the performing arts and soci-
ety in general. They also have 1o know about the position of the Otoman
Empare at the end ol the cighteenth century, and the impact of Turkish
culture on Western Europe. When | teach this program, [ include a sup
plementary lecture on Turkish music so that my stsdents can hear the
Turkish elements in chassicalera picoes ' Students compose minwets in the
Classical style, which they must perform for the ¢k (even if they start ot
being unable to play an instrument, they must at Jeast perform a melody
and bass line together on the paano before they complete the program),
They may also learn o dance a minuwet.

When I icach the music of Debasy, T sometimes isnvite a colleague from
the visual arts to discuss the works of Monet and others of the Impres
stonist cra. 1 hune abso done the slide show and lectsre mysell, Depencing
on the year and the teaching team, Foundations of the Performing Ans
may actually include a2 member of the visual ars faculty, Becawse Ever-
green is fortanate to have a Sundanese gamelan from West Java, | often
bring in my ganelan ensemble o perform so that the students can better
understand the relationships beoween tones. Whether Debussy revealed
direct influence from the gamelan (or other Asian musics) in his own
compositions is stll under debate; making the stodents aware of the dis
cusion (and, mdeed, engaging them in it during seminar) & quite en-
Eghtening. When my gamekan players then invite my program members o
uy out the gamelan, the ssues (and their grasp of Tmpressiomiso and of
Debaray at the turm of the century) become much mare focused for them
than if they sinmply read abour them in an arocle.

The previons two examples huve boen taken from the Foundations of
the Performing Arts program; however, the majoriey of my seaching oc
curs outside of the EvroAmernican “classical” masic realm, The following
two examples are typical of how ethnomusicology appears in the context
of a fulltime undergraduate interdisciplinary program at Evergreen, In
cach case, fow of the students came (o the program with significant train-
ing in music or cultural stadies.
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Aslan Performéng Arts and Culture

In the 1996-97 school year T taght a program tithed “Assan Performing
Arts and Culture”™ with a specialist in dance of the Orisa region of East
Central Tndia and a theater specialist in Chinese opera, Together we not
oaly offered an inroduction 10 the four expressive cultare areas of China,
Japan, India, and Indonesia, bat also created a performance combining
Chinese opera, Orissi classical dance, and Indonesian music. A typical
week included intensive instruction in Hindi (or Mandann, or Indo
nesian) language, tai ehi practice each moming, seoinars on Asian lisera
tare in tanslaton® flms, and lecures or presentations on music, dance,
theater, politics, and religion. By the end of the fina quarter, all studenss
could speak rodimentary aspects of their chosen language, and were able
to make basiclevel presentations of Chinese opera, Orissi dance, or
Indonesian gamelan 10 their colleagues. They cach gave a lectare on a sine
gle mpect of an Asian performing art: for example, the v of masks in
soh thearer, gender sses in Chinese opera, or politcal aspects of game-
kan performance. In the second quarter, students worked o deepen ther
understanding of the languages, of the individual performing arts, and of
the cultural comtext of thase arts. Each one wrote 4 major (25-page) paper
about an Asian performing art, in addition o textbased “response pa-
pers” prepared each week prios 10 seminas,

By the end of spring quarter, all students had taken instruction in
dance, music, and theater, had parsapated in handson workshops on
makcup, lighting, sound, costuming, and set design, and had created a
three-hour performuance. The main performance piece was based on the
Indian epic The Makabbarate (whach is abso performed across Southeast
Asia). The o fighting armies from the epic comprised warriors doing
stunning acrobatics and fight scenes in Chinese opera style, with the bead-
ers of both sides dancing the story (with supertithes) in Orvissi dance siyle,
and musical accompaniment from the Sundanese gamclan and anghivag
bamboo rattles and drums. In addition, students performed a selection
from the Chinese opera repersoire called The White Snake, and a very small
section of The Ramayana. In the latter, the character of Rahwana is mor-
tally wounded by Rama, both performing as Chinese opera warnors.
Rahwana then begs his wife's forgiveness in teans, and she—an Orisad
dancer—performs her lament upon his death. The accompaniment was
from the Sundanese temdeng Sunda repertoire, with two songs speaitic o
those events in the epic, When the evening ended, all 75 stxdents (in full
costume) danced a piece from the Sundancse jaigongan repertoire.
Seudents designed and creatoed maost of the costumes, and developed and



86 Cumgent Musiconoay

ran the lighting plot. The sets were designed and built by the studenes,
and included a Chinese pavilion, an Indonesian pavilion, an Indian ten-
ple, and backdrops with volcanoes, rice fields, and batikanspired clouds.

Interdisciplinary Approaches to Irish Music

The Awakening Ireland program is another example of interdiscipli-
nary teaching with ethnomuscology (see the appendix for & sample sk
labus). | teach this program with a philosopher and a Berature specialise,
Together, the three of us present a set of perspectives on lrsh histosy,
spiricuality, folklore, language, mythology, music, gender issues, liveratare,
oral expressive culiure, and politics. In the first tvo quartens, students find
out abom ancient Irish culare, the conquest and the famine, Irish
America, the “Troubles™ in Northern Ireland, and the impact of the
European Undon, They learn songs in English and in Insh-Gaelic (and
bearn the basics of Gaclic comenation), attend «&l8 10 learn setdancing,
and many of them plck up an instrument like the pennywhisde or bodhrdn,
They participate in heated debates about the political situation, have semi-
nars about James Jovee and Seamus Heaney, beamn 1o read and write po-
etry using Irish meters and imagery, and watch a full spectrem of lrish
fikms, They cook Irsh food for poclucks every few weeks, and collect family
stories (primarily about displacement and emigration). The susdents ore-
ate & major integrative paper every few weeks that brings together ele-
ments from everything we have studied, For example, a student maght
write a paper on seaweed and les position in the intertidal rone—depend-
ent om both the land and the sea—<citing seaweed songs, poctry,* the film
titled The Field, lectures on the medicinal properties of seaweed, and the
importance of scaweed to the cosstal Trish, Or a studlent might create a pa
per examining the ways in which the Irish refined their image in early
twentieth-century America, changing a desperate famvine song ("Come Lay
Me Down®) 10 a sellcongramlatory political advertisement (*Muldoon,
the Sobxd Man”™),

In spring quarter we bring our students to Ireland (County Donegal,
oa the northwest cosst of the Republic) and house them in small cottages,
sometimes with Irishspeaking families. They sudy the kanguage inten-
sively each day, and ke lessons in sean-nds fold style) singing. pennywhis
the, Bddle, or bodkrdw. They also take classes in archacology (the immeds
ate area is strewn with dolmens and stone circles) and local crafis like
stone fenee building and tpoary weaving. At might they ke classes in lo
cal set dancing, poetry readings, and theater, We gnll the stisdents in senm-
inars ia the aftemoons. After they retum, they are required 1o write a 35
page integrative paper. Students who enter the Irish program dazrded by
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the wonders of Riverdance (or wanting to dedft in the mystic mises of the
Irish past) come out at the end with a much clearer understanding of the
position of Trish music in Irish sociery in the past and the proesent” They
also come to understand the tricky interplay of religrous, polingl, and so-
cietal influences on mausic and musicians,

Practical Considerations

Evergreen differs from most other institutions in that it does not in-
clude a grading system. lnstead, we write a pagelong narmative evaluation
of each student at the end of cach quarter, We abso spend up o an hour
or more with cach student at the end of the quaner o go over his or her
development in critical analysis, verbal articulation, mtellect, and general
grasp of the matenal. In musse, thae evaluative session mighe include a dis-
cussion of the stisdent’s skills on a particular strament, Winh only 25
seminar students o work with for an entire year, we come o know our stu-
dents extremely well, and can be quite specific in our evalsations of their
development, learming processes, and overall potental.® In additon o
our narratne evalustions, we tend 1o know our students so well that exams
sometimes are superfloous. When you see a student nearky every day anxd
work cdoscly with that student in a semanar, You come 10 more casily un
derstand that stadent’s grasp of the “core knowledge™ of a pasticular cul-
nare and ils music,

My purpose in offering these examples of how | practioe ethnomusicol-
ogy at Evergreen s 1o point out the advantges of the end resule: under-
graduate students who can approach musics of the world (including
Western classbeal music) with many of the same interdisciplinary capabils-
ties as graduate stodents T’ it Jogical that our undergraduate students
should know enough abowt Islamic cultures (and read at least some of the
Qur'an) to place Arab classical music in context? Would you talk 1o your
stisdents aboue current South African vocal music without a seminar on
apartheid? Would you teach sea shanties withoul exking your students on a
boat and (liserally) teaching them the ropes™

Imerdisciplinary study is a luxury, and it costs money. Faculty salanes
are quite Jow so that we can maingain our low Bculty/stadent ratio of | 1o
25, Compared o other institutions in the region, a large proportion of the
College™s money (most of which comes from the stae) goes o direct in-
struction, rather than Gacilities, support stalf, or grounds maintenance. We
have very linle in the way of spores, and few wealthy alumni. We average
twenty houns a week of direct contact time with our students, and cight

hours a week of college governance. Writing specifically of professors at
Evergreen and similar campuses, Riewer notes that “the emotional and



885 Comsext Musicowocy

phosical energy and insensity required of Bculty at these campaises s often
beyond bebief™ (Kliewer 1999 226). Faculty members rarely repeat a pros
gram, choosing nstead 1o switch teaching teams and arcas of study cach
year.'w As a result, we are all required 1o stay current within noc anly our
own disciplines, but also those of our current teaching teams. [t is a haven
for those among us who are perennial students, and hell on carth for
those of us with poor time management skills.*!

i vou are unable to comince your administration to swilch 10 a more
interdisciplinary model, you do have the option of incorporaung the
ideas, oven into survey courses, My first sugestion is 1o do more with less:
cover fewer areas with more depeh. Rather than examdning Africa and the
Americas i fall and Europe and Asia in the spring, comsider West Africa
alone in Gl and East Asia in spring, changing emphases each year. If you
plan 1o cover Japanese theater masic, sk your stadents to read Fumiko
Enchi’s Masks (about meh theater) or Junichiro Tanizaki's Some Prefer
Nettles (about dumraku puppet theater), For South America, try José Maria
Argucdes’ Deep Rivers or Alejo Carpentier’s The Lost Steps. No work of liter-
ature will be the perfecy complement 1o a survey course in music, but
sometimes it s exactly the problematic works (as in Colin McPhee's A
House tx Bal) that Jead 1o the best discussions. Break your students into
seminars once every two weeks for more effective skillkbuslding in critical
analysis.'* Many of us Jead indormal seminars as part of our lectures cach
day, but it works even betser sometimes 10 teach with vour mouth shat, By
making this a formal seminar, you indicate 10 your students thar you ex-
pect a certain level of preparation and engagement in the topic, not sim-
ply kneeqerk reactions to the lectare of the day.

Hold a potlixk once every term, and require yous stdents to locate
and prepare ingredients for culturally appropriate recpes {(or local substi-
tuies for those ingredicsts). Break them into cooking teams of three o
five people 1o minimize the financial impact on them. Ask the students to
talk about the foods—when amd why they are used, special methods, etc
Ask your colleagues in other disciplines o small groups of your students
may s in on particular loctures outside of your regular chass times (for ox-
ample, an introduction to Idam, the current politcal sivaation i Beasil,
lisguwsstic anthropology and iss application to Malagasy cultare, deforesta-
tion and tourism in Cosza Rica). Invite the students of your colleagues to
do the same, especially for your large lecture courses with several hundred
scats, Latly, involve your students in community events, such as small-
group performances at a local farmers’ market. Granted, this approach
may work only for survey courses with a performance companent !

I is uneful 1o normalize the use of appropeiate indigenous terms in the
classroom. This does not mean onldy the musical 1erms, bat also terms that
convey something of the abovementioned core knowledge. In teaching
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abour Brazibian music, | ask my students 1o budld a seminar around the
term saudade, the Portuguese word for which we do not have quite the
equivalent in English. ' Among Brasilian musicians, sawdade comes up so
frequently in conversations and in song lyrics that understanding it &s sins
ply a muast for understanding Brasilian misic, In Indonesian musc classes
1 use a bandful of local nonmusical terms regularly, and these words ak
ways seem 1o find their way into my students” daily speech with one an-
other. When 1 reach my students 1o speak Irish as part of their work in old.
style Irish song, 1 explain that the only way (0 cxpross posscsson is (0
imdicate that somcthing is “ac”™ you ' Providing our students with insidess’
knowledge about Linguage also offers a glimpse into the ways in which s
ditsonal musicians shape their cosmology.

It is very challenging o give up some of the detasls of music in one’s
teaching. Students come iwwany with fewer indigenous terms and fewer ar
cas covered. However, vou will hune browghe in outside elements that help
not only to cement the musical material that you have already presented,
but also 10 ground the stadents” expeniences in context and /or handson
experience, Remember that “freedom from conventional academic struce
tures sustalns and nourishes educational innovason” (Kliewer 199% 206).
When the students noed to know more, they will know where to find the
informsation. Our work develops theis skills in critical thoughy, in under-
standing cultural context, and in appropriately locating musical practices,
beluniors, and concepis.

Appendix

1. Yemloug syllabus for Asian Perfonming Arts mnd Culture. tsught by professors
in echnomdoslogy, Indian dance, and Chinese apera.

Schedude
Moo SO0=1000 T €0 (0 spring quarter; pahongen)
1000212200 Lecteres
100500 Language Workshops {Mandarie, Indosessan, Hindi)
Tuoes GO0=11:00  Performance Workshogs  (gamelan, Ovissi  dance,
Chinese opwera)
1250230 Filiis
Wed GO0~ 1 000 Taw Cha (n apaing qpuarter paipvngen )
10:00-12:00  Seminan
Thun  200-1100  Performance Workshoge  (gamelan, Ovissl  dance,
Chinese apera)
1250230 Lectures

Fall Quarter
Week One: Introducton 1o Chinese Opera.

Awignmens for next week: Chinese Opera Performance, T8 Wenda That Wi
India, vol. T {pp. 1-78 and 157-58), by A. L. Baobam,



MW Curxeny MUsiCoLoGyY
Week Twer Introdiction 1o Indian Hissory and Pesformang Arts India: Ewgpere of the

Spari.

Assignment for noxs week: Ching: s Hicory and Coltwre by W. Scots Marson,

Week Theee: Introduction so Chimese Hisory and Posformizg Artx Ts Lav!

Asscgnesent for next week: A Howie in Bali by Colin McPhee.

Woek Fosnrr Introduction wo Indoaessan Histosy and Culoure.

Assgnmecnt for noxt woek: The Tale of Gongi by Mok Shikaba,

Week Five: Inerodisction 10 Japancse Hintoey and Culture,

Assignment for next week: Guro Kelucharan Mahapazara (Ovissl Music and
Dance) performance, The Wonder Thst Was Indis, vol, | (pp, 232256 and
297-342), xnd anticles on Blem o be handed out in clos. Finish gathering
books and arciches for your essay.

Weck Sox: Himduism amd Iskam; The Bandat Quenm,

Assgnement foe next week: The Teoo of Fook by Benjrmin Hoff, and Embvac Tige,
Feturn 8o Moaniaiv: The Essence of Tei i by Chussgliang A Huang. Finish wii
ing the firat draft of your research essay, and tum it in on Monday.

Work Sevem: Confiscianinm and Confacian Mwdc: Taotan

Asqgnasent foe next week: The Wonder That Wan Jndia, vol. 1 (pp. 256-287), and
Zew in the Art of Archery by Eugen Merrigel: complete the second diadt of your
rescarch ey,

Woek Fight: Boddhien,

Assignaent for pext week! Complete woek on your essay. have it ecady 10 tum inow
the time of your presentasion, Fiassh peoparatons [oe your presentation.

Woek Nine: Susdent Prosentations.

Assigrement for nest woek: Fisnh peopuratioen [oe your presentation: create a draft
of vour selbevaluation,

Week Ten: Ssudent Presentatioos,

Assggrasent for nest week: Evalustions. Come with cvahuatioon of sell and faculty,
Read The Wonder That Was Indis, part 1L {pp. xvis-xx. 91<153, and 251316,

Winter Quarser

Week One: Japanese Theater (Kobuki); Set Dosign W

Assigresent for next woek: Soadies in Rabuki: 9 Acting, Mavie, aod Jutoricel Context
by Beamdon, Malm and Shively,

Week Two: Japunese Theater (Nob and Bwsssky), Dance (Swyoh and Buioh), Mo
(s0do nstrumental eraditions); Costume Desigan Workshop.

Assignament for next woek: Shakunisis by Rabdasa; Chirs and Chasdolba by Tagoee.

Week Three Indian Theater; Lighting Design Workshop.

Assegnament for next week: T Mababbarats by Chakruvarths V. Navasimhan.,

Week Fous: Indian Clasical Music and Dance; Lighting and Carpentry Work-
shops 1.

Assigomnent for next woek: Chinese Thaater by Colln Mackerras, chagiers 15 onldy.

Week Frve: (hinese Theater; Lighting and Carpentry Workshoga.

Assignment for next week: Chiness Thaater, chapters 6 xnd 7. Finish gathering
books and artches for vour research eway.

Week Sex: (hinese Theater; Farmnll My Concsdving: Chinese Muvec.
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Asigement for next week: furanae Shadoo Puppets by Ward Recler and “The
Education of a Dalang” by 1 Nyoman Sedaoa (photocopy). Finish writing the
Furst draft of yosr research ossay, and sam # 0 on Monday.

Week Seven: Indomesian Theater and Dance: Sound and Moda Workshop

Assignment for mext woek: Read photocogied hasdouts on Indonesia. Complese
the secomd draft of your rescarch essry, due Monday of woek eighe

Werek Egghe Indonesian Music; Makeup Workabop,

Assignment for next week: Complese work on your essiry; Buave it ready to tunm o at
the tewe of your presentation. Finkd preparations §or your presentamon

Week Nane: Student Presentationns; Contueses /Painting Warkshop,

Assignment for pest week: Complese work on your essay and Bnisd peeparatoons
for presentason; if you heve alrcady completed both, create 2 draft of your
selfcvaluation,

Week Ten Stundent Preseontanons, Covuies/ Paleting W

Asdgnment for next week: Evaluations, Coane with evalsations of self and faculny,

Speing Quarter

Week One: Technical Theaser Wi

Assignment for next weeks The foy Lack Clab by Aoy Tan,

Week Twoe Techmical Theater Workshops.

Assignment for next week: oo the Red Lanters by S Tong.

Week Theee: Techeical Theater Woekahopo.

Assignment foe next week: The Guide Iy R Naravan.

Week Your: Performance Projaration.

Assignment for next week: The fnner Courtyend by Lakabuni Holsstrom.

Week Five: Performance Preparation.

Asignment for next weeks Masks by Fumiko Encha,

Week Six: Performance Preparation

Assignment for next week: Somve Prefer Nettles by Junicharo Taniaks

Week Soven: Perfoamance Prepasation,

Assignment for next week: Indonesizn shoet stoties (various authoes).

Week Eight Performances in Seawde (Nosthwest Folkide Festival, Musenm of
Hmtory),

Week Nine: Dress Reheansads and Cucaoue.

Assignment for next week: Clear your scbedule for the entire weel. Expect 1o be
aallabie afser the finadl performance 1o help srike the set and dean up.

Week Ten: Final Perfocmances.

Assignment foe next week: Evaluasons, Come wath evaluacoss of selfl and faculty,

2. Fall Quarter syllabus for Awakening Ireland: From the Power of the Bards 1o

the Call of the Euro, trught by an edhmomusicologing, o philosopber, and a liter-
avare professor.

Week One: Cond Mile Foike! Themanc Overviess
wn L0~ 100 Prograes introduction (read O hEithin Before Thursday )
Oralicy and Liveracy. pel (Charlie)
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9/28 100012400
250530

9/ S00-11:00
12:5)-2:30

245515
Assignment for next weck:

Week Twex

10/4 SO0-11100
1130100

10/5 1000 1200
2.50-53%0

10/6 200-11:00
12955
45515

Assignment for next week:

Week Theee:

10711 Q001100
1ES-1:00

/12 10401200
250-530

1013 G001 100
12:%0-2%
24%X%15

Asmignment for next week:

Week Four:

10/1% 001 1:00
S0 1:00

1019 1000-1200
50530

10/2 S00-11:00
125-0%
245515

Studving lreland (Patrick)

Films: Histvry of frelond. Alasioens, pel
Starting o0 Gaelic (Sedn)

Integratine seminan (come prepasod with fe pocms
from the Froguin Beek of Contemporary frish Potry, be
able o read aloud and duouss them with your col
leagues)

Final

Tie Tdon (Thomas Rinsella) and pages 559 of The
Cubtvral Comguant of refend (Kevim Colling).

Ancient breland: Poetry and Place

Book seminars on e Tds and Collins

Garlic in Language, Place Names, and Soogs (Sedn)
Bardic and Dvidic Traditions (Seidn)

Animased e Galne Tndegy: Bl Arfantesns, pud
Readisgg of “Translaticen,” Orality and Literacy, pi.2
{Charlee)

Integrative seminan

Final gathering

Lowry Eantly Bleoimg (Esther DeWaal).

Ancient Freland: Spiritualey and Place

Book seminars on foery Eerahly Blessing

Indigencss Christianity (Patrck)

Weeld Oral Narrative and Linguistic Ties {Charke)
Film: Celtie Menastionm

Gaclic Poetry and Song (Sedn)

Integrative scminarn

Final garhering

The Sevpent and the Goddess (Mary Condren). First inte-
grative paper dse on Tuesday, October 17 in your
semimar beader’s mailbaox.

Andient Irclind through the Conguest
Book seminars on The Serpesd and the Codidess
Om Writimg Poetry (Charlie)
Patrick and Beidges (Patrick)

Film: The Seont of Roan Paish

Integrative seminan

Final gashering

Assignment for next week:  The Caltural Congued of Isnland (Kevin Collisa).



Week Fivwe
10/25

10/26

/e

Assigniment foe nest week:

Week Six:
11/1

1ns2

1/3

Asugnment for next week:

Week Seven:

/8 L00-11:00
1550100

1 10:00-12:00
230-0:3)

/10 S00-11:00
12:50-230
A5

Asvaggnment foe next woek:

Week Eighn:

11/15 9001100
11:50-1:00

116 190.00- 1200
230-5:50

nns ATl Duay

9.00-13:00
1HS-1:00
10:00-12:00
230-530
SO011:00
15:50-230
245505

9.00-11:00
1150100

10:00-12:00
230530

S00-11:00
12:50.230
TAMJ00
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The Comguest

Book semshnurs om Tie Cultwrad Conguest of frefand
Anchens Irish Music {Sedn)

Telling Stories (Charlic)

Filin: The Curse of Cromswell and The Pesal Days
Geming Performance Grosgn Together (Charlic)
Integrative sevoinan

Fimal guihering

Puaddy s Lawmess (Thomas Gallagher).

The Great Hunger-As Georta Mir

Book seesinars on Paddy s Lawend

English and Irish Historiography of the Famine
(Patrick)

Respoesding o the Famsine (Pawick)

Film: When defand Starved

Aczrany: Fimalise performance gromps

Reading of Thomas Murphy's The Fomive

Ineegrative seminass

Fimal gathening

Unmanagrable Revolutionane (Margaret Wasd). Secomd
mtegrative paper due on Twesday, November 7 in
yourr seminar beader’s mailbox,

The

Book scaminars om Cnmasagrable Revolanenanes

TRA

Men's History and Weasen's History: The Parnells
(Parick)

Gaclic work (Seda); Sl Mether ferdand
Collaborative study om exam topics (exam (10 be
handed our)

Insegrative semina

Fimal gathering

Three Fleys (Sedn O'Casey ).

Fasty 20 Century Urban Dublin

Book seminars on O'Cusey plays

Tradigions of Moral Force amd Physical Foroe
(Passick)

Colaborative siady om exam Lopics

Ganlic work (Sedn); film: The fuformer

Fannds yous exam; tum it in by 5 pen

Assignment for nlih week: Dwllisers { Jamnes Joyce).
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THANRSGIVING BREAK (NOVEMBER 18261
Week Nine: Early 20 Century Usban Dublin

1129 G900 1190 Book scomumars om Dedines
11:30-190 The Art and Politios of Scdm O'Casey (Patrick and

harlie)
11750 1000« 1200 The A of James foyee (Charbie)
280550 Pl fane and the Papcock and The Dvad
1271 90011400 Gaclic work (Scin); reading of “The Rubng of the
Moon®

1230-2:% Insegrative seminam
2:45-%15 Final gathering
Assignment for sext week:  Third integrative paper due on Tuesday, Decomber 5,
in your sominar beader's mailbox. Propase your per-
formances! Poctfolion are due 1o laculty by 24 houns
afver vour performance.

Week Tex Performances
12/6 G001 100 Performances
H130-1:00 Performances
12/7 10001200 Performances
L90-550 Performances
12/8 D00-1100 Evalations
12230-2:% Evaluatioen

Nodes

1. For a mose detwbed stody of Me within schools of music, see Neul (1989,
19905),

2. Eveagreen i located on a thousand acres of tempernte rainforest in the
Pacitic Northwest, withan the city limits of the ssate capéiral, Tt bas 2 soodens body of
about 4000, and 174 Gacudty, S8% of whom have & Ph.D. or terminal degree. The
faceley are 455 female o 36% male, and 267 of the faculty are people of color.
The stodents are 39% female 10 415 made, and 175 are sudents of color,
Evergreen bas four fulltme faculty in music; in additon, Evergroen emploss sev.
eral parvoeme musse facslty. With no tradisonal degartments, the misse, dance,
and theater facudty are grouped sogether with media and visual arts faculty in the
Expressive Arts Flanning Group,

$. “The mision for which The Evergreen Stase College waa fousded is fulfilled
by an estieutionwide cimame of cogagement, imvolement and insellectual curos
ite, We find these achievements 1o be almost unparalicled i higher education n
the United Sutes” Quoted from the Commiwion on Colleges Evabation Report,
October 19095

4. Dusing this poat year | beought in six dowen cromsants and tdhed with the
stadenss about the creation of the erolssant in commemornton of the Onoman
appeoach o Vienna, | am not sure that the sadenas thocoughly connccsed crom-
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sants (representang the Iamic croscent) with Mozart, but 1 cortainly bad their full
atention while § dsributed the cromsans.

51 hase mcluded in the appendix two examples of a typical syllabus tha |
would use for an interdiscpnany program that inchedes etdmomusicology. |ty o
find good examples of bocal nermure (or notited verions of oeal literaiuee) for
the soudents; hosever, i the Goe of Indonesian, | sranstated five sbyort sones oy
self and peosented them o the students, | alwo give my Irish program wadents fne
versions of one story thae 1 trasslased from frish Gaelic.

G 1 ofen give them a poem by Aldan Carl Mathews, titled “The Deaths of Irsh™

The tide gooe out for good
Thuty-oue words Sor seaweed
Whiten on the foreshore.

The stadents learn this poem in conjusction with (heir stadses of TrndCackhonot
Just the Banguage tself, but fis fall and recent rise s swentiethconury Irish and
Irids-American society. The trochiac nature of s secomn] and thicd lines alwo s
5 the Gaelic tendency to empdusice the Gt syllable of cach word, saking those
Bewes mone mherently Gaelic,

7. Akthough the students Tve i a rural area—and study traditional rish music
wttien we ke them o Tredand, they can't Belp being exposed o nourly every asv
pect of curvent brish popalar owdinre asd s musios, from Sindad O'Connor 10 The
Coers,

S Generally speaking, the students both bove and late the evalstion process.
As one of my ssodesas pat i, "1 would sssch radher receive a C than an exaluation
thas detaded overy avpoct of my mediocre potentzl.”

9. Evergrocn Roeps and stalls two bowts for programs 10 use cach year, whether
for manine scientiss, maritime Brerature specaliss, o ethmommscologists,

10, I the 2001 schood year, 1 am weaching with 4 Baddhine prics and a comena-
mcatsoen specialar In 2002 | teach with a feminist theoris and a filmmaker. In
P08 | may weach with a marme coodogist, | was recenth sont by the taspavers of
Washington staic to the Galipagos ilands, where | dearned fint-hand about geal
oy, evolutson, and marine bacdogy with a docen science faculiy, Thn exurmonds
nary Laculiydevelopment opportuniey wis (nscnded 1o enable science and arts fac-
ulkty 1o develop new prograoms blending the tvo disciplinaey penpectves. Although
1 joked wath the looe geologat on the tip about creating a peogram called "Rocks
and Roll,” the one | genuinely imtend 1o teach is called “The Shore,” which will fo-
<1 oo hysman cultural mteractions with the issertidal ronce.

11, We Treguentdy offer goest lecoares 10 the prograss of our colleagues, 1 res
crmthy gave a lecture/ prosentation om brish musical rospooncs 0 the famine for 2
program on econoumics and agriculinre; [ bave taught songwriting 10 creative
writing programs, and led forest ecology students in processonal dancieg with
bamboo ratthes. | have cven given a lecture on the nincleenth<entury syssphonic
and “exotic” music woed 1o represont allens m sclomee fictom films and sclovidon
ahorwy, inchadang Ster Trek.

12 The ideal seminar size Is abowt a dozen students. However, a group of
eenaydive is il fcasbde, Aak your ssadents to brng n a resposac paper 1o 2
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book, film, ot peece of gasic, and 10 peepare for criscal anaysis. Meet these as a
colfeehouse or your own home, and make sure they speak. bt not only prepares
them betier for graduase school seminzn or even reabwoeld discussions, bt i alo
cases them 10 extemporancomly supe critical opindons and cxpees thems in a
way that exaends far bevond the "1 3&e it™/ " don's ke i dichotomy thar charac
vertoes many undergradeale mioradtions,

13, In dhe Muwic and Dance of Beasd and the Canibbeas program, we had oo
students join with & large Jocal Satwada (Beankan processional drumming) come
musity group. The group woelcamed our students as deummen and damcens (-
chuliegg those with Do peevious expericnce), and they ® performed in Ofymgea’s
annual speingtime “Procession of the Specses.” m which thousands of communiey
members dros up s agrects of nature and parade chrough the stroets. The betw-
Mwnppludaﬁlnihelocdppufumdum*mw-kn

Asbanas (who precede the dowmmers in Carnaval), and recruited humdreds of
dancen, Ameong the schoolchildren drossed o rsndroge, the teenty men carmying
a fullsized replica of & gray whale, and the many soaring eaglos and baticrfhes, the
Satwrada group CCSamba Ohwa™) was a highlight. e creamed indelible memones for
ousr stdents, and was 2 chone o Rio a8 many of these students will over get. Not
Boedd S0t o survey cousse.

11, Sandode bs often translaced as nostadgia, but it also implies longing. biter

15. The lrish id Add agem randates o “Usere o a fiddle at me,” imphing equal
agency on the part of both the Gddie and the ovasician playing i The Lasger implic
cations of ownenship abo concerm students whon it comes 1o discussing the
Enginh takoover of Irisdy Land, sod who “owes”™ ind when local words do not ex-

press the concepa,
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Noetic Learning through Music and the Arts:
A View from the Conservatory

By Peter M. Rejervica

The sam of edwcation is therefore the creation of artists—aof people efficient in
various mode of exgoestion.
—Herbert Read

Imtroduction

Higher education needs a theory with which 1o program schools with
the goal of leaming with one’s entire being. Leaming by means of ab-
stract reasoning alone precludes a meaningful and productive life.
Comemporary Me in its complexity requires an expanded notion of intel
lect. Sadly, our universitics oo often alicnate students from themsehes
and others by an overcmphasis on undergraduate specialization and pro-
fosssonal studies (Douglas 1992), marketplace values determined by finan-
cial and insrumental performance indicators (Readings 1996), and an
unwholesome sense of the intedlect as objective, rational, and abstrace,
Seudenes graduate believing that they knoas—but they do not “know” in the
complex ways that integrate the senses with reason, o eritical thanking
with imagination {Rojoewicz 2000). They do mot possess minds disciplined
for intellectual adventere. Rather than elfectively developing their fulll in-
tellect (Rahman 1997), most college students display limited sensing,
piecemeal perception, partial undenstandang.

Healing their cognitive splits requires an educanonal experience based
upan a unifeed system of pedagogical valises and activities 1o join the head
and the heart. | offer Noetic education as an approach o seaching and
beaming, as embodied activities that seek o expand studemt beracy, bes
yored the capacity for written Bainguage.

“Noetx™ comes from the Greek word mows, meaning allencompassing
wavs of knowing, inchading ratonal and acsthetic, docursive and nondis-
cursive.! Noetic education has as s goal an enlarged mind, cssential to
whodeness. 1t secks development ol the faculties of human cognitdon, in.
clisding the perceiving, feeling, and imagining that are necesary for de-
veloping a wide repertoire of learning modes, including non-rational
modalivies associated with the ans. The holistic approach of Noetke edu-
cation can help students learn to interpret the literal and metaphoric as
pects of thought, feeling, sound, movement, vision, and intersubgectvity,
as pust of an ansbased general education.

Carvrnt Mumondogy 4%
© 2007 Catwmsn Univemsty a7
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Music survey stdents should be given opportunities to know music not
simply as passive listeners, but as active producers of music. | recommend
improvisational in<lass activites x one way of developing the integrity of
mind, body, and sound, cqually essential 0 a musician as w any other
highly functoning human being. Faculty should use improvaational ars
activities in their music survey dasses for several reasons,

First, learning through handson experience produces greaser stusdent
understanding of what and how they leamn. Engaged in acsthetic activities
and the making of artifacts, students gain an intmare ksowledge of iheir
subject matter pot eanly submitted to codification or analyis. Intimate
knowledge of music and the ars unifies subject and object, thinker and
thought, knower and kanown, By participating in the making of art, stu-
dents do not recedve information passively, bat actively discover and con-
struct knowledge, The ans provide students opportumities for direct bearmn-
ing and embodied knowing, beyond the intellectualizing of expenence.
The meanings of art inhere in the forms of art, in the mediums them-
schves (Dewey 19534). Knowledge transmitted by proposinons & discursive
in pature; science is the model for discursive knondedge. As non-discursive
forms of knowing. the arts do not state so mch as express their meanings.
Discursive knowledge, according to Susanne Langes, functions like a
pointer that directs attention to features other than itself, providing a uses
ful wol to leam about the faces of the world. Non-discursive lorms of
knowledge present their meanings divectlv—not mediated Bnguistically.
The ares are the model for nondiscursive knowledge. Boecause it invalves
intuition, emotional affect, and unconscious processes, non<liscursive
knowledge cannot be presented in discursive form (Langer 1976 165.80),
Most music sarvey coarses transanit information rather than teach through
doing. Handson, non-discursive learning s more permancnt than bearmn-
ing through explicit verbal instrsction since it employs the scoses and the
intellect together, leading 1o msights that immedsately become part of the
stisdents’ knowing, as opposed 10 facts w0 be memarized later. Verbal in-
straction proves most profitable when o follows on the heels of hands-on
learning. to clarify issues, answer questions, or identify concepts that have
emerged. Verbal inscruction helps o teach what stadents already know
bt hane ot sudficiently verbalized (Newille 1992: 16),

The second reason musiorelated activities should be a standard part of
the pedagogy of imrusic susvey courses relates to the foemation of personal-
ity, The different bearning styles promoted by artmaking provide cognitive
channels required for ordering the abilices of the self. Because it provides
opporwnities for the enhancement of multiple lacultics of heart and
mind, art-making calls forth the fundamental components of the self
and organices them into provisional structures by which we expenence
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differemt wans of being alive so sust the people we are and are becoming
(Booth 1997: 24). Extending ounelves in and through the arts, we remake
oursclves in silutary wars along the lines of the human spirit’s longing lor
wholeness, for contact with what & sacred and human. Herbert Read knew
that “The aim of education is therelore the creation of artisis—of people
efficicnt in various modes of expression” (1958: 10). The analytical disci-
plines of higher education, while essential, do not by themschves address
the issue of the full development of the human. A human being is not a
disembodied mecllect, but a being of phwical, social, and sellexprossive
qualities. To educate a person fully requires that we attend to thase multi-
ple neads, Tobin Hast's rescarch on the nature of inspiration reveals “that
an exchsively rasonal stvle of knowing is assocaned with a constelladion of
problems that have depresion and meaninglesness & theie emotional
center and are characterized by excessive mental processing, often in the
form ol woryy, anxiery, obsession” (1958 7). To avoid alicnating sudents
from their keaming, their power, themsefves, we st provide them with op-
portmities for in<lass an acuvivies that allow them o act directly upon
their inner knowledge in concrete, meaningful ways which vialize the
body and fuse rational ingquisy with emotion and spine. A mind disciplined
in thas way is simudtancously more abstract and more concrete, Higher ed-
ucation needs the Noetie visbon of learning, which promotes the unity of
abjective and subjective knowledge, and bridges the splic between the self
andd the world.

Thardly, we should expand the univenity expericnce bevond the Rmita-
toms of a textbound curriculum. The goal is w0 engage students in an.
making in order 1o enrich human knowledge and 1o make it more wideh
accessible for personal and social use. Noetic education seeks to familiar
e specialized knowledge by making it wable by young and old, trained
spocialists and nonspecialists in other academic disciplines. Since the last
decades of the twenticth century, the academic notion of knowledge no
longer vests simply upon the value of knowledge product but also upon
the natare of inquary, enscement, and rhetoical discoune common Lo our
academic enterprise. Noctic education squaves nicely with this joinmt cm-
phasis on the value of knowledge and ns mvestigatson. By emphasizing in-
quiry, documentation, rellection, and asesanent of learming, faculty can
make valuable contributions to teaching as a scholarly actvity. Through
detailed portfolo mappings of their intellecteal processes, stadenes and
teachers can bearn more about their mutaal learming. By promoting the
process of handson inguiry, as well as the wse of carefully sclecred texts,
we define intellectual work broadly, 10 include the ways people can work
creatively on group projects of knowledge, as well as rich, sensory leam-
ing. Learning the basics of music in a muscular way, as a player does,
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should not be exclusive to professional musicians, but should be 2 funda.
mental learming experience in the gencral education of humanists, as
well. Learning by active, handson experience makes education enjoyable,
which is a prevequisite lor productive, liledong learming.

Learning through the Arts
There seems o be something inherent in the images of each arvistic

“language” thax prepares the mind for a variety of sophisticaled cognitie
activitics, both quantitative and qualitative. Image-making is the mind's
fundamental actwvity of knowing: no cognitive operation is moee central wo
cotscionsness. New learning results when experiences peovide, confirm,
or modidy images of onesell and the world. Whatever we are conscious of
exists in the mind as an mage, As primary units of consciousness, images
exist in all the sensory modes of perception. Images of ssght, sound, taie,
touch, and smell abound in the mind. Not simply metaphors for ideas, im-
ages redace 10 how people acquire, organize, retrbeve, and use inlormation.
Imagistic thinking is & profitable mode of leaming and koowing, Scien-
tists, like artists, note the function of imagery in thelr creative work.
Jeromse Fricdman, recipéent of the 1990 Nobel Prize in physics, insists that
“Reasoning is constructed with movable images, just as poetry Is™ (1999
11), Einsein acknonledged the key role that kinesthetic and visual im-
agery plaved in his Gedamhen experiments. For instance, he imagined him-
sell moving with a beam of light at 186,000 miles per second. This imagi-
nal expenience resulted in the reformulation of electromagnetic theory
(Speider and Troy 1985: 11), A vison of benzene molecules in the arche-
typal form of the uroboros (ie., a snake with its tail in its mouth) trig-
gered von Kekule's discavery of the sixcarbon benezene ring (Sheikh and
Sheikh 1985: 8-0). Carla Hannaford (1995: 31) asserts that broad-based
knowledge rests upon an interrelationship between disiner clusters of
multisensory images, She points out that when we read. for example, our
baains conunually masch words with stored sensory lmages so that we can
comprehend the text. When we lack an mmage for something, we buove dil-
fculty grasping its meaning.

The best scientists have always integrated affective, inmitve, and imagh
mal modes of peroeption and knowing with analytical reasoning (Polami
1964) . “Scientific reasoning.” in the words of Peter Medawar, “is a kind of
dialogue between the possible and the actual, what might be and what &
i fact the case™ (Haack 1999 46). Nobel Prise-winning physicst Eugene
Wigner stated unequivocally that “the discovery of laws of nature require
first and foremost intaition, conceiving pactures and & great many sub-
conscious procosses” (Hart 1998: 11). Intuitive flashes provide the rapid
generation of hypotheses for testing reality. In a letter to an asociate
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describdng how he sobved a problem he faced unsuccessfully for four years,
the mathematician Kasl Frederick Gauss wrote, “As a sudden flash of light
the coignsa was sohed. . .. For ny past 1 am unable o mame the nature of
the thread which connected what 1 previously knew with that which made
my saccess possible” (Foedman 1999: 11-12). A good intuiter may be en-
dowed with some special cognitive quality, but intuition’s effectivencss ulk-
tmately depends upon a braad-based knowledge of the subject matier
(Bruner 1963: 56-57).

In additon w0 InEiton and WNCOAKEUS PrOCesses, Prominent artists
and scientists use a senves of other mental skills and operations. Root-
Bernsecin (1997: BS) lists seven cognitive trais common 10 both groups:
accurate observation, apatial thought, kinesthetic thought, sdentificaton
of essenval components of a complex whole, recognition and invention of
patterms governing a system, empathy with objects of study, and visual, ver-
bal, or mathematical synthess and communscation of resulis. When math.
cosatical clements of the mind fuse through musical experience with
acsthetic elements, studentss undergo an activiey of holistic kiowing that
challenges, at least temporarnily, divissons between reason and fecling,
mind and body, text and context.

John Miller Chernoll (1979) discusses how drums produce dance
rhythms that mediate social relations among the Dagomba people of
Noethern Ghana. The Dagomba value aural and Linesthetic aspoces of mu-
sical communication mose than they value words. They maintain that the
beast thinks. Rhwthies absarbed by the Dagomba psyche from bisth pro-
vide the means by which people relate 1o themselves and to each other.
Rinthm creates a social as well as an aesthete reality. Dagomba dancers
“feel” the beat within thair entire mind-bocly instrument, Through phys-
cal movement, music and sockal knowledge unite; one hears the music
and understands it kinesthetically through dance, Music and dance, learn-
lng and everyday life, fuse. No meaning, no comprehension of the cul
tural occasion and one’s role within it exists divorced from full aural, phys-
ical, and mental paricipation.

1F we £ail 1o understand the ways our bodios respond 10 the basic situa-
thons of life, we forfeit important cues about how we know ourselves in the
workd. Movement, balance, and wuch relate 10 the development of con-
schoums learning. In societies where children reccive latde phaysical stimala-
ton or suffer disturbing evenes, and where adules rarely ouch, the tactile
swatern stagnates. Touching, perceiving, and thinking intersect; intells
gence residdes in every cell of the body, Thinking is not done &y the brain,
but simulancously v and throagh the mind-body. Particular emotions
sch s joy or ansiety relate choscly 1o receptors at the ocllular level of tis
sue, bone, and blood. Robert E. Thayer (1996) demonstrates that moods
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arsing in the body determine the Kincds of thoughts we have and whether
WE peroene a given situation as a crists or an opportunity. Reports indscate
that children and adults with learning disabilities often display a deficient
sense of rthythm, An essential role of rhythm in an organem and in 2 sock
ety is to synchroniee its parts and systems. Owr bodies are thinking, mind-
ful boxdies.

Dance is not sinply about obscrvieg the beauty of form and designs it is
also a macter of our bodees secing and understanding oaher bodies in mo-
tion. The process of seeing dance is more than intellectual; it is also an ex-
crcise in muscle memory. Our muscles may thnch when we see a dancer
perform a difficult sequence of movements. This form of somats under-
standing relates w0 a form of physical therapy in which a therapist showly
mones the limbs of & paralyzed person in a manser that mimics walking.?
The person remembers and activates the experience of walking, which i
imprinted on the body’s imermal sense of pattern. The body recalls what
the mind camnot grasp. Therapist and patient trust in the validiey of noo-
rational Kinesthete knowing.

Dance activates in us a deep, primal understanding. Dancer Janct
Heyneman has attempted to connect body and mind, nature and spiric by
mastering the svwidors movement of Japanese nsh dance. During a prac.
tice sessson, she understood an image from a song, which found a deeper
meaning in the physical movement of sumsdors. Heyneman muses on the
event this way: “Itis something imprinted in that memory that & the com-
mon ground ol mind and body. . . . It's 2 memsory that combanes all the
physical senses plus some emotional and spiritual sense of patterns”
(1989: 41). She expenenced in ber movements a meaning she could not
analytically explain, bat her bocly understoocl, Once she sacrificed the
need o analyze the movements, she observed that her “body gradually
found the way by iel,” Tradition states that nok dance agose from the
movements lnspired by a god. In that state of inspiration, with its in
ovitable release of control, the body follows s paths of memory and
makes physical the outline of the dancer’s inner life. Heyneman points to
the power of music and dance o provide structured access o personal
knowledge.

We should neither slight nor take for granted the sensing of the body
in anstic performance, dance or music. Any student of a music survey
counse whao desires 1o understand music from the inside of s nondisoar-
sive, metaphoric language by thinking i sound, and not mercly about
sound from a positon of intellectual removal, must expernsence music in a
“muscular” way as o player, By performing ssic, students undenstand it as
a means of realizing artistic designs, ideas, and purposes. Jerome S,
Bouner makes the same point in relasosship to physics:
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The schoolboy learming physscs s a physicist, and it s casser for him
10 Jearn physics behuning like a physicest than . . mastering . . ‘mid
dle language'==classroom discussions and textbooks that @ik about
the condusions in a Beld of intellectual inguiry rather than conter-
ing upon the inquiry itself. Approached in that way, high school
phosics looks very littde like real phasics, social studies are remonved
from the wsues of life and sociery as usually discussed, and school
mathematics 100 often has lost contact with whar is a1 the hean of
the subject. the dea of order, (1965: 14)

By handson engagements with music, stadents can leam 10 develop a sen.
sory and kinesthetic vocabulary with which to communicate and under-
stand music from the intimate position of an insider, rather than merely
BQuining a ip«hhmd vocabubary of critscal academic werms with which 1o
describe music from an intellectal distance, By its very nature, discunsive
Language tends w subordinate the body in Gaor of the mind, therebn pre-
cliding the possibility of Noetic consciossncss, According 1o Aldous
Huxley, words dissolve direct experience and our recollection of it
(Nakagawa 2000 182), Moshe Feldenkrais Blkewise notes this “tyranm™ of
abstract language: "As verbal abstracton becomes more successiul and
more efficient, man’s thinking and imaginstion become further estranged
from his feelings, senses, and even movements™ (Nakagawa 2000: 182),
Students” Noetic comprebension as integral mind-body beings requires
that they have some primary expenience of music making.

Noetic Learning in the Classroom

IF music sarvey sudents are 1o think i music, sohing aesthetic prob-
lems and making intellectual decisions in the medium of sound as part of
2 haolistse bearning that & aural, analytical, and muscular, a participatory
musical component must be part of their inclass experience. Learning
to play music, keaming how to dance 10 musac, learming the metaphoric
language of music must be part of our general education methodology
contributing to fully aninsaced thinking. Noetic learning reguires that our
curriculs include but move beyond the development and wse of the ot
cal tevms of listeners and observers. | recommend that improvisational
exercises be wsed o transform susdents into rellective “operators,” and
thus promote musscal learning and knowledge that is “indooking™ rather
than “ondooking.” Before presenting some practical exercises for non-
musicians by which (o incorporate Noetic learning in the chassoom, |
shall discuss the relationship between improvisational performance, think-
ng, and living.
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Composers of the Western classical uadition have utlized improvisa-
tion effectively. In the nineteenth century, however, improvisation declined
as an lmportust facior in determining one's overall musicaliy. The incis-
trial age fostered a climate nipe for specialization and professionalism in
most domains of lfe. A serles of unfortunate divisions ook place between
compasition and performance, popular and classical forms, and the old
arnd the new.,

Until the mid-nincteenth contury, the musical world expected com-
poscys 1o improvise. Histomians have noted the improvisational activities of
Bach, Mazart, Haydn, Becthoven, Liset, Paganing, and others, Giuseppe
Tartind's 1747 wrinten exposition on violin playing, I'arte dd arce, included
a chart indicating 17 ways of embellishing a particular adagio melody, That
same year, as a means of demonstrating his considerable musicality o
Frederick the Geear, Bach richly ormamented a theme given 1o him by the
Prussian king. Chopin improvised frequently at the piano, and some of his
improvisaions tumed out 1o be among his most acclaimod marurkas, In
1756, Mozart’s father Leopold wrote a monograph on various pleasing
ways o extemporize on a fantasia, In his 1955 esay “Brahms the Pro-
gressive,” Amold Schoenberg wrote that “composing is slowed down im-
provisation; often one cannot write fast enough 10 keep up with the
sarcam of ideas™ (1984: 439), Leonardo da Vinci was an improvisational
virtuoso on the viola da braccio. He and has companions composed op-
eras, for whach they crcated the poetry and music in the moment.

Despite virtually disappearing from the Western classical madicon, ins
provisation can be found in other forms of mussc jazz, pop, raga, klermer,
and a bost of African tribal sdioms, 1o bst only a few. Perhaps the collective
poyvche requires improvisation in onr cultural kinguage, since it plays o sig-
nificant role in human creative expression.

In the process of improvisation, unlike re-creation, no score provides
guidance. To improvise, you must be able 10 live and make decssons in
the peesent moenent. Memory (the past), intenton (the futare), and ints-
ion (the now) merge and focus the mind. The time of inspsration, tech-
nical execution, emotional texuuring, and communication with an ands
ence become one, You st Bathlully susrender 10 the process of creative
profilem salving and not be bound absolutely by technique. The rationale
for what you do in improvisation reses squarely on your experience, which
m 0ot limited 10 technical training. Musician and author Seephen
Nachmanovitch insists that when improvising

You certainly use your training: you refer it undentand it ground
youirself in it, but you don’t allow your training to blind you to the
actual person who s sivting in front of you. In this way you puss be-
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yood competence to presence. To do amything artistically you have 10
acquire sechiigque, bat you create throsgh your technigue, and not
with i (1990: 21)

Clande LovwStrauss (1966: 17) refers to improvisational thought as
dricedage, the process by which people created myths in preliterate sock-
eties. A storyteller sings history, anccdote, personal and collective dreams
o storics that mark 2 people’s identity and perspectives on the world,
The bncsdewr is a kind of handyman, a jack-olall trades, a folk “engincer.”
A highly resourceful and imaginative crestor, he faces problemsss as they
arise and makes decssons. No intninsic or pre-established order, system, or
design dictates the maserials he employs. His associative and meaphaoric
Eaculties of mind permit him 10 soe and utilize found objects as the func-
tonal equivalent of wols. College professors as dndsdeurs avold absoluce
positions on a musical wext or isae which stadents must accept. Facalty as
drcoleuns encourage students 1o explore their kaming esvironment and
allow them 1o be surprised or challenged by unexpected insights pro-
duced by their improvisational thoughts or performances. They allow stu.
denis appropriate lengihs of time o pursue potentially profitable tan-
gents, or assist them in pursaing the matter in greater depth Later.
Improvisational teachens regard all 1exis as pretexis 10 students” learming,

Improveation provides an occasion to learn how 1o think in the meta.
phoric languages of the ans, not simply thinking and knowing abous them
from outside the acsthetic experience. The instrumentalist whose music
shveet fadls from its stand, or the vocalist who temporanly forgets the words
s at a koss, unbess he can enter the reality of the work, so as to play s the
spirit of Mozare, sing i the spint of Figaro, Intelligence manilests iself
not by how much we know how to do something, but how we respond
when we do not know what 1o do. Our intelligence s sharpened by any sis-
wation or activity, like improvisational art-making, that presents us with
problems that we must sohe for ourselves and for which there are no an-
swers in books (Haolt 1967: 137), The musican must get inside the com-
poser’s head, so 1o speak, and effecuvely utleze the composer’s way of
hearing, thinking, and moving. The artist must do something of what the
master composer, choreographer, or poct has dooe; the artist must know
something of what the master knew. Like the bracoleur, the impeoviser must
utilize the “odds and ends” of life experience o moet his cmerging artistic
needs. Improvisation is the proving ground for knowing how to know and
learming how o learn in an environment of emserging challenges,

Beyomd the fine or performing arts, we smprovise in bife, Specch is cer-
winky the most common form of everydayy impeovisation. From the basic
raw matersal of vocabulary and a set of operational miles called grasmar,
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speakers are able to generate an infinise array of creative witerances and
wiitten statements. Nachmanovisch observes, "Whether we are creating
high art or 2 meal, we improvise when we move with the (low of time and
with our own evolving consciousness, rather than with a preosdained
scrapt o recipe. . We then begin 10 experience areativity and the free
play of improvisation as one with our ardimary mind and our ordinary ac-
tviny” (1990: 17, 19).

Moreover, we know that improsisation s life. Mary Catherine Bateson
(1990) argues that most people no longer possess & single Constant vision
of themselves and their lives, She contends that many people have three
or more carecrs before retirement. Skills and maerials for Bshioning a
life are no longer clear, Many people, particularly women, can no longer
follow paths wead by previous generations. Basic concepts used 10 con-
struct a sense of self and meaningful activity—work, home, love, commit-
ment=have changed. Like the bricodenr, many of us must yespond to
chance and the uncertain availability of resources, We combine and re-
combine familiar and unfamiliar clensents of expertence in respanse o
now life sinzations, We follow grammatical principles of acton and an
evoling lfe aesthedce in order to see the creative potential in our con-
flicted lives, which may be interrupted by divarce, uncmplovment, sick-
ness, and geographic relocaton. According 10 Bateson, Ife as improvesa
ton means continually reimagining the future, reintorpreting our pos,
and imbuing the present with meaning. Like improvisational art, improvis
sational Tiving does not make something from nothing, but offers a poach-
work of personal and professional achsevements stitched from a pattern of
multiple commitments and aceivities. Impeovising a life acconding to onc's
inner design means rehing upon an unseen foundation of fundamental
convictions and talents that prodisce outward effects when acted upon in
social situations. Thinking and Fving as improvisation liberate the mind
from the noton of a single legmimate path 1o follow.

Students of the humanities shoukl be expected (o impeovise with -
ages, weas, alliances, and parterns of behavior, critically challenging the
concepts, perspectives, and values of thetr teachers, as well as thase of the
clasical and contermporany artists and authors shadied, They should be en-
couraged to creatively propose efficacious alicrnatives 10 selected workd.
views and attinsdes, speculating as 1o what passable outcomes those alier-
matives might hine prochuced. For example, to be able to think mn history,
stodents must imaginacively enser ies dramatic ebb and flow. They must re-
enact historscal events, devise courses of possible thought and action that
might have altered our narratives of the past, deepening our understand-
ng of why we are now where we are, and how concerned and thoughttul
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e and women got us here. In this way, scudents do not study history for
its own sake bat as a means of studying the world, Thinking in the drama
of history more vividly informs students about life than can dry cacalogues
of names, dates, and places. This Noetic process of thinking i the subgect
matter of history can be accomplished by using enhanced entry points—
philosophical questions, narvatives, videos, pocms-—that require studenss
to punue information and experiences essential o understanding a bis-
torkcal event or figure. Noetc leamning actvities, inchuding bat not lonsted
w simulations, role playing, problem sohing, dramas, and case stadies,
can also be used o know history as an organic experience of mind-body.
In this wary, history Fves o and for stuclents,

An improssatonal mind allows people o make decdsions in the moment
—about which thoughes, foclings, and actions can be punued, and for
what reasons. The ares and humanities can liberate one’s selfl from narrow
though, fecling, and behavior that diminish our apirit and shackle the
mind. To the degree that we can perceive and organize our expernences
in different wans, thereby changing them, we are free. Encouraged by
handson experience with life, music, and the ars, cognitive freedom in-
volves intention, feeling, and the handling of concrete instruments, all
of which relnforce and enhance Noctic kearmning. Improvisation coords
nates reason, mtuition, emotion, movement, and Imaginaton 1o create a
unified act. Improvisaton and free play create a place where thought is
muscular perception, amd body is simultancousdy mindd,

In their personal encounters with significant anworks, students engage
in aesthetic decision making and problem sobving that paraliel ideas and
actons inherent in selected masterworks. Music instructors choose among
the salient ideas of the semester—tmbre, orchestration, musical form—
and design a sequence of activitkes addressing a pasticular musical concepe
around which (o imole students directly in the process of makiog art, In
this way, stdents experience what it is ke to think and feel and leam in
art, gaining an insider’s knowledge of 4 master artist’s compaositional
process, while at the same tme exploning their own creative possibilities.
This transaction with the artist and the art places a premium upon acdier
knowledge, not information delivered from the ouside. The process of
learning by discovering their inner knowledge provides students with op-
portunities to schect the direction and the substance of their bearning,
shaping the ways their world will look, sound, move, and feel. Trans
formations arise through cmbodied interactions with the world (Hocking
et al. 2001), and as a result of these ransformations, students develop
powers of antention that they can bring 1o any situation of life as the basis
for learming and creative living.
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After they actively imvohe themselves in saues analogoas 1o those Loed
by a master artst, stisdents listen 1o compact discs or attend live perform-
ances of the music they have studicd, Becnsse of their pre-performance
research and Inquiries, students make connections between the musical
perdormance and the acsihetic challenges they previoandy Baced in the chss-
room, gaining powerful insights and understandings. The “aha”™ momem
of learning is the sensation that between an external anifact and the free
play of the mind there is a fie or correspondence that resonaces with us in
pleasing or disturbing ways, Without this capacity 1o recognize a corre-
spondence or nightness, nothing can be known or leamed ( Jones 1992
535), In this respect, the aestheticartistic experience i the groend of all
knowledge and therefore must be part of any program of general instrsce
tion, Experiential artistic learning an and through misée enhances peroep-
tion, inustion, and critical thought, strengthening the pedagogical senses
ol wonder and relationship. Encounters with works of music, after work-
ing in music, strengthen students’ capacities to perceive, listen, and think
attentively, By having an intellectual and hands-on experience of the possi-
hilities of sound. music survey students can become more articulate about
their understanding of the master composce’s work: thinking i Bacilitares
thinking abour music.

Finally, teachers working creatively within the Noctic educatson moxlel
provide students with frequent opportunities to absorb and reflect upon
their perception and experience of music, uskng a vanety of means 10 doc-
ument what and how they learn. Documentation tools include portfolios
ol student wrigings, audio/video tpes, chares, graphs, or maps. Through a
detailed documentation process, stadents begin 1o bearn about their learn-
ing and how it is essential 1o their wellbeing, Stsdents develop and
sharpen not only their ariicalthinking ability to analyze and interpret
content, but abso their reflesive ability for melothinking, that i, thinking
about the nature of their thinking, a self<onscious awareness of the na-
tare of their mental processes. Pordolios allow students (o docament axd
map thewr kewming, share their perceptions, discus them, and reflect on
them privately and collectively.

To provide a pracical basis for Noctic leaming in music survey clas-
rooans, | recommend the following activitios. Classroom instructors should
adapt each activity described below according 1o length of class tme,
coune purposc, and inventiveness of teachers and sudents, At the end of
cach activity, or woward the end of each class period, instructors should
provade ample opporunity for students 1o absorb and document their
experiences. As a result, students come 10 betser understand not only what
they lean, but also how, and under what condutions. Faculry should give
immedate, continuous, and relevant feedback 10 students in order to
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encourage their reflexive thinking skills. By the end of 2 semester, | lre-
quently observe students taking greater responsibiliey for their education.
Inquiry includes rational analysis, creative synthesis, and the ability to
adaps 1o a variety of perspectives, as well as increased curiosaty and empa-
thy for the material. The suggested activities that follow do not presap-
pose that students possess specialized musical training or ability. These
arvenaking acunvities work equally well for students ranging from middle
school to college,

Timdre. Have students place a common materiad like rice in a badloon 1o
create a kind of maraca. Instract them to shake their balloons, noting the
tone quality, Fill other balloons or the same balloon with beans, aats, pen-
maes, pasta, or whatever may be available, Add air to some balloons. Create
drums by using balloons as drumheads and tin cans as resonators. Play
them with pencils, pens, or sraws, Play each instrument, noting the nu-
ances of timbre produced by each balloon or drum. Instruct each student
1o begin 1o categorize the various sounds into secoos. Ask a series of ques
thons mvolving a number of timbre consideratons: Which balloons have a
muflled, echoang, or danking sound? Next, organize the students into
groups for a collective composition. Give them a directive as wo what their
composition should atemplt 10 express: anticipation, sadness—or smply 2
cool, “feathery™ sound quality. If the feathery quality is chosen, play a mu-
sical selecrzon where an “alsy” flute solo exists, sach as Debussy’s Prafwde &
Uapris-wmidi d'un foune. Now play for the class other musical selections
where the lssue of 1wne color & primary. Have studenss reflect in their
writing portfolios on the composers” varying uses of timbre, Ask them o
consider what correspondences or dillerences they can perceive between
what they did and what they hear in the compact dise selections, Ask them
whether their heightened sense of the umbre of different instruments
helps them 10 grasp the composcr™s expressive purpose, revealed by his
calling for a particolar instrument or combination of instruments.

Ovchestration, After dividing the chass into small groups, guide them
through a series of related steps that help them 10 compose 2 one-minute
musical picce using e diferent “lnstraments,” enther of their own mak-
ing aor {percussion) instraments that may be easily obtained. Encourage
stsdents 1o wse their instrumenes in distinctive ways. Ask them to wdentify
the sound quality produced by each instrument, noting all subtieties. Aficr
they get a sense of the capability of their instruments, bave the groups
spread out throughout the room so that they can create and rehearse
their compaositsons. Make sure that they can point (o a spealic beginning,
miaddle, and end, with each section possessing it own distinctive theme
(e.g.. wonder, teyror, inpocence). After they play their works, advise the
students o reflect on the process and (o state theis reamons for each
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instrument choice and the order of their entrance, At this point, bring
ineo focus an orchestraton idea important 1o the course. Play appropriate
musical sebections, asking stadents why they think the composers chose
certain instruments 1o be played where and when they appeared. Raise
questions for students” comsideration, sach ass Why does the flute pick up
the melody heve? Why s this musical section given 10 the brass® Students
should reflect upon the entire sequence in thewr portfolios, documenting
their perceptions and productive activities.

Sonate Form. Place stsdents into small groaps and inseruct them o de-
velop a simple rhythmic phrase by tapping it out with a pen or pencil on a
desk. Choose one such phisse and connect it to another sisdent’s phiase
on your way 10 creating ABA form, Have studenss develop a second theme
group by freely combining, breaking up, repeating, exiending, or recom-
bising the phrases in ways that contrast with the fint theme group. Now
require that they provide a rhythmic phrase thar establishes a change in
tonality by having them use the pencil 1o sMrike a book or obyect other
than the desk, as a brdge between section A and section B Have studenes
repeat the fint theme group and challenge them o determine how o put
the themes ogether in an ABA form that sounds interesting. Next, have
the students perform their ABAs with their pencils and pens, perhags ad-
vising them 10 add a brief or extended phrase as a4 coda. Finally, listen to
the groups' picces helore plaving o compact dise recording of selected
conrse materials (e, a part of Mozart’s Symphoay in G Minor), Have the
stsddents listen carefully, noting how Mozan decided the stnsctural msoe
faced by cach student during the in-class activity, Ask them o reflect in
their writing portfolios on the range of different solutions thelr chssmates
offered 1o the same formal challenge.

Singing. This activity can be used 1o investigate the notion of “dualogue”
i music. Listen 1o compact dise selections of two voices engagod in a kind
of callandresponse sequence, or the music of a quartet in which o in
sruments seetn to be speaking o one another. After dividing the class
into grosps, instruct them to convert a dialogue from a selected deamatic
play into a musical diadogue. Prohibiting the use of words, advise studenes
10 use classemade or other avalable instruments 10 find musical equiva.
lents to the dramatic moments of the dadogue under comsideration, In ad-
dition, instructors can have students work musically with language. For ox-
ample, provide or have stdents sedoct a line of Robert Frost's or Wallace
Stevens's poetry, Direct them to create a sosunsd picoe that uses the lines in
a variety of ways to make an artistic point. To get students o work anist.
cally inside munic, Bave them manipulate the singeng in wans thar illami-
nate selected masical ideas, Ask the student groups to document the expe-
rience so that the others can perform it in front of the class. Refloctions
should be madle in writing-postfolios.
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foprovasstaon. After dividing the class imto groups, gve each student a
topic upon which w improvise a story or a speech (e.g., “The Films of
Rurosaea,” “How 1o Make the Triple Play,” “Winning the Lottery,” “The
Art of Liviag Well®). Each group & 1o function & a chonss. For each cho-
rus select a conductor who lissens carcfully as cach member presents his
onc-minute presentation. Next, have members of a chorus stand and re-
cite their pieces in front of the class, as the conductor cues them in and
out, calling for some 1o speak simultancouwdy or not, disecting their dy-
namics and range, and drawing out various onal and rinthmic qualites.
The challenge lor each group is 10 create a contrapantal choral composs-
tion. After each conductor leads his group, have students record their in-
dividual and group reflections, observatsons, and insights in their pordo-
lhos, comparing the conductors” acsthetic choices and strasegies, as well as
the overall masicality of cach chorus, In liew ol stoties or speeches, each
student can make nondinguistic sounds or gestures o be “orchestrated”
by the conductor (Adolphe 1991: 27).

Compesition. Have students use their balloon maracas, drums, or any
available percussion instruments 1o create a series of different sounds.
Challenge students to create a special aural affect 10 parallel a moment in
a masical piece stadicd in the susvey course, Instruct the small groups 10
make decisions about bow they maght shape a sound narrative. Have them
compase and entitle a piece that represents a thundenstonm, for example.
Fach group must notate its work clearly enough 1o allow it 10 be played by
the other groups. After hearing cach group's componitions, play a record-
ing of the “storm sequence” from Beethoven's Sixth Symphony. Instruct
students 1o listen carcfully 1o the qualiy of the sequence, noting in their
portdolios any ohservations, insights, and questions relaced o their work
andl Boethoven's, What choices defined his acsthetic decision-making and
musical problem solving? Have the sindents document cach other’s com-
positions in another notation sysemm, Weitten rellections of the experi-
ence should follow.

Conchasion

At the heart of Noctic education is the practice ol freedom—{reedom
to think imaginatively beyvond ddeologics or authoritarian systems, free-
dom o express creatve encrgies that propel and direct the human sparit,
freedom to become one’s own inellectual authority. A free socicty needs
schools that promote the epsiemological pluralism required for effective
decson-making and evaluation of competing clains. (For instance, st
dents can comvert their artistic decissor-making and problem-solving skills
into one of the most important walts of ciozenship: ontical consideration
of one’s political values and those of politcians and candsdates for public
office.)
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To be healthy, an open sockety requires 2 broad concepuon of literacy
—broader than just written language and number, since they do not
account for all the vartous means through which thinking and meaning
can be expressed. We need to orient learners to their senses, enabling
them o hear what they Bsten 1o, see what they obwerve, taste what they em,
and feel what they touch, thereby asserting the integral role of the body in
the reimagiming of society. Noetke education is a form of sodal criticksm
that offers a fundamental and necessary alternatve o our disembodied,
hypereasonal university educdon. Schooled in the an of improvisational
thinking and doing, Noetic beamers can help faculty and administrators
embody awareness of the arts in ways that balance other important msodes
of learning and knowing. and provide emvironments of creative inquary
and production as models for other demsocratic insttutions. A democralse
society will benefit when its schools emberace more than the intellect’s re-
duction 10 economic ratsonality, by increasing the diversity of nrellecnial
penpoctives, procucts, and performances, while raising the mean of all
(Eisoer 1998 50). Educational equity resules not simply by providing peo-
phe with opportunities to enter college, but also by providing them oppor-
tnities for integrated kearing and whole knowing from their educarion.

When our colleges and universities foster a single form of literacy, dis-
cursive xnd severed from s moornings in the senses and the lmaginaion,
thought splinters and gives rise to the departmentalization of knowledge.
The will slackens, the human spiric saffers allenation and fatgue, and we
lose an integrated vision of ounselves as 4 community, Healing comes rom
mind-bexdly experiences of wholeness. Noetic education secks 10 develop
intersenisory percenving. thinking, imagining, and kaming through the
arts and humanities o overcome lopsided development and 10 reclaim
fullness of being. We need o imagine the health of higher education not
by “making it up® ln a pejorative sense, but by "making it visible ™

To disclose and generate meaning, to be speculative and innovative by
reading kmages across the spectrum of cultural representations—these are
among the powers of Noetic lerucy, To “read” is 1o think, interpret, and
foel in images, generating meanings in relation to our lives, Thinking
braadly in the images of the global arts and humanities helps people con-
woct with their primal humanity and rediscover the basic impulses bohind
the arusticaesthetic experience and the pracice of thinking and knowing.
Lacking the capacity to read images, we remove ourselves from the great
cooversation of humanaty begun in ancient imes. An inability to read im-
ages diminishes our capacity 1o compeehend books, find meaning in our
music halls and theaters, peroone truths in political campaigns, or criti-
cally understand the role of communication media as transmitters and
shapers of our political culture. Failure to understand the nansre and role
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of images in our mformason age makes us vulnerable w0 manipulation by
charlatans, specialinterest groups, or promotens of Neawey consumerism,
On the other hand, students of Noctic consciousness are prepared 1o dis
cern complex codes embedded in everyday experience, with which they
can explacate the paradigms of meaning that streciare their realiny. A
democratic society needs Noetic thinkers capable of intimate participation
in life, rather than just casaal obscrvers, I we can learn to grasp the exsen-
tial wisdom of the workd's forms of representation through an expenendal,
arts-based general education, we can abo learn how o see, feel, speak,
and move beyond the epistemic blindness of narmow thinking and leaming
which makes s vulnerable (o bethargy and despair.

Notes

* 1 am graseful 10 Edward Bilows, Eric Booth, Ron Price, Fran Quinn, Ron
MacKay, and Mel Dachs for sameroos convenasans that have ensiched sy appre-
ciatiom and undentanding of learning through the srs. My exploration into the
subject begun with o course thar Billous and 1 taught for several years at The
Juiltiard School and the Nastille bosssute for the Ants. Thanks 30 Ron Price fos
his commaents an an carlier draft of this aeticke. | am apprecative of the critscal
sagpestions made by Dan Thompson, oditoris chief, and the ancenymows referecs
of Cumvens Musicology.

1. Former astronass Edgar Mischell founded the Instituse for Noetsc Scienoes
in Saalito, CA 2 roscacch foandasion for the stady of soind and it divense wans
of knowing in an interdiscaplnary masnes. Whercas Mitchell's sssitute focuses on
human consclousness, | have applied the word “noetc” 1o leaming and education.
In the ancient Greek workd, Socrates and Plaso reportedly engaged o 2 peoces of
dislectical questioning referred 1o & noris—ingaitive insight.

2. Ellens Lasgger has sated, "Alhough cerain therapies have acosally made use
of some version of this mode (body theragees or nearolinguatic programming),
full mastery s not their goal, Recogminng the diflerence between going theough
1he motions and moviag one’s body o awvaresess beings w inwe the dossain of
mindibaness” (1997 ),
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A Welsh Collection of Mendelssohniana:
Letters at Aberystwyth

By David R A Evans, R. Larry Todd, and fuduh E. Ofson

A report in a recent edition of Cament Musacolsgy drew attention o the
litleknown Powell collectson of music manuscripts, now housed in the
Hugh Owen Libeary of the University College of Wales, Aberyowth,' The
mmnercenthcentury bibliophile George Powell presented the majority of
his vast collection of books, manuscripts, paintings, and mineral speci-
mens to the college between 1872 and 1882, and it has since provided
scholars with an imaluable source of rescarch material, Among his uncata-
logued privase papers there exists a folder containing his collection of an-
tograph betters, most of which date from the cighteenth and nincteenth
centuries.? The majority of them were written by French liverary figures,
bat a smaller portson of the folder’s contents i given over 1o leters by
composers of note. There are single examples by Onslow, Offenbach,
Adam, and Halévy, and two by Padicllo, bat the remaining sixteen letters
were all written by that most assiduous of cormespondents, Felix
Mendelsohn Bartboldy. Eleven of these appear 1o have comse o the col
lege as a result of the Powell bequest: recent investigations hanve shown
that the remalning five belanged 10 another of the college’s benefactors,
Sir Hugh Owen, after whom the univensity library is named. The sixteen
documents span a large porcon of Mendelssohn's life, the carliest being
dared 1852 andd the bt coming from 1847, the year of his death, For the
parpases of this repont the Mendelsohn documents have been amranged
in chronological order and bave been asssgned the numbers 14160
Despiite the ravages of Gme, all of them, save a reply to No. 9, are quiae leg-
ibde. The carliest letver is written in French; all the others are in German.

OFf the sixteen documents in the collection, all excepe No. 12 are pub-
lished here for the fima time. They disclose new information about several
facers of Mendelsohn's life and career, inchuding his social engagements
in Paris andd Berbin (Nos. T and 9), details about concert life in Leipng
(Nos. 5, 4, and 13), and Mendclsohn's own creative work (Nos. 2 and 5,
regarding the publication of the Midsumwer Night's Dreen Overture and
the completion of the chormes o Anfigone). In several Jetters the com-
poser responds o special requests, e.g., 10 consider a plan for an opera
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libretto (No. 12), to assst in publishing some vocal trios (No. 7), to bend a
portrait (Nos, 14 and 15), and 10 write a recommendaton for a musician
(No. 11). Mendelaohn is also shown in an adminstratve role, a8 an evalu-
ator of some wayward stadents w the Leipeig Conscrvasory (No. 16). The
recipients of the letters include minor musicians and Lttdratenrs of the
15308 and 18805, but also the well-known pocts and playwrighis Adolf
Boager, Wolfgang Robert Griepenkerl, and Ladwig Tieck. Punctuation,
spelling, and spacing m ranscrptions (and, wherever possible, in tansia-
tsons) follow that of the Mendelssohin documents.

[No. 1]
Maclame,

acceptes ies remercimens pour aimable
invication que vous avez bien voulu me
faire. Je dois vous pasaitre bien coupable
de ne pas étre déjd venu mod méme vous
remerdier pour Toutes les boatés que vous
avez eu pour mod, & vous dire combeen i
regrené dlavowr @6 prive du plaisic de
powvoir ére avec vous lundi passé: une
wsser fonte indaposition m'en 4 empéché,
{ je suis forcé encore 3 garder ma chambre) mais
demain |'espére poanvolr la quiner & je
m'empresserai Alors de Yenin vous remercer
& de vous dire aver quel plaksir ' accepie
votre ivitation pour Runsdi prochasin,
Recevez les sentimens bes plus distingués

de votre trés devoud
21 fevr. 1832

Felix Mendelsohn Bartholdy

Dear Madaw,

Please arcept way thamks for the grocious iuvitation which you Aave peseroudy
extendad (0 me. You must consider me very ungrateful for failing 1o thank you in
person for all the kindness you Aave Mestosead on s, and o tell you Aow seuck 1 1o
gret having missed the peavure of beimg sath you fad Monday: 6 sowenhal woere
mdiposition porvwnted wy coming—1 xas forced (o heepr to my defroom yef again-—
but | hape to be able 1o leaoe it tomaryoss and [ anll then Aasten & come and thenk
yous, and o tell you snth whal plegywar [ aocepe yowr imvitotion for wext Mowday,

Please seeevew kendest regards
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from your 1wy deaviad
Felix Memdelsobin Bartholdy

21 B 1832

This letter was written during Mendelsohn's Parisian sojourn of Decem-
ber 1851-Apeil 1852, During this tme he finished the first version ol his
cantata Me erste Walpurgisnachs; appeared in French high society: met fre-
quently with the planists Chopin (who made his Parsian debut on 26
February), Kalkbrenner, and Ferdinand Hiller; saw the poet Heinrich
Heine; and attended some meetings of the utoplan St Simonkan sect. At
the Conservatoire his Midswowmer Night's Drvam Overture (op, 21) was per-
formed by Habenock on 19 Febeuary, two days before the better, and the
Reformation Symphony (op. 107) rehearsed. Mendelssohn was heard be-
fore the French court in a performance of Beethoven's Fourth Plano
Concento. Mendelsohn contracted cholera duning an outbreak of the dis-
case in Paris, and this debaved his arvival in England, where the Hdvides
Overture was premicred by the Phitharmouic on 14 Moy, The composer’s
pocket diary conixing the entry for Monday, 27 February, “soirée Lom-
bard,” presumably the second engagement to which his letter refers.*
“Mde, Lombard™ s written on the revense of the leter in Mendelsohn's
hand.

[No. 2)
Nachschrift fur den Stecher:

Alle Rreuze, Been, B Quadrate, hurz alle Verdnder-
ungen u. Correcturen die in diesen Stimnsen

mit Bles oder Rothszift oder sonst gemacht sind,
sined gialtag, und werden also nach dem Bleistifie
gestochen.

Es sind 2 besondere Summen, Violoncello und Contral+]
basso, da. Diese missen in ginge Stimme susammmen
gestochen werden, unter dem Tieel: Bassl, Gehen Violoncello
u Contrabasso rusammen, so wird nur eane Linie fiy
beide gestochen, weichen sie vom cimander ab, so werden e
awet Linien, und wenn dic Cello's gethedlt sind, 3 Linien
(2 fir dic Cellos, cine Fir den Contrakall )

Die Violinstmmen missen so etngerichter sean, dall
man nicmsals umzadrehen beaucht, wenn die Violinen
getheilt sind, w. 2wei Systeme haben. Eben so filr die
anderen Sateninnumente.
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Facddmile 1: [No. 2] Felix Mondeluohn Bartheldy, posscripe for fhe crgraver. ineried in »
letsee 30 Browkopd & Haersel dased 19 Ageil 1832 included with parss Soe Bis Mdimmes

Nght'’s Dosam Oversere (teprodeced with the permassion of the Libeary, the Usiversiy
of Wales, Abcrywewyth).
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Dic fis werden simmdlich ausgestochen.
Der Titel ist:

op. 21

Postsonpd for the engraves;
AR sharps, flats, naturals, in sbort all ewemdations and corrections which haiw
feen made e these parts in lead o red pesaal or othenise are valid and thus b be
engraved accovding o the pencil marks,

There are two particalar parts, visloncnllo and contrabasso, theve. These must be
engraved in gme part fogether wnder the title bassi. If the visdoncello and contro-
Baisor monw fogether, then only cne lne is o be engraved for doch. If they desonte
Sfrom ome anceher, theve showld be two limex, and if the cellos are divvded, three lines
(tuwo for the cellas, one for the contrabass. )

The vicdin parts must be s arramged, that one never nevds fo furm the page if the
iodens e divadad and hasy tuo staoes. The save for the other string instrumenis

The [passages warked] bis avr 4o be completely engraaed [written owt].
The tithe &4

—— .

op.21

On 19 April 1832 Mendelssohn dispatched from Pans the parts for his
Mutsumeeer Night's Dream Overture 10 Breitkopd & Hacreel® In the Jetter he
included a spodal note (abonve and Bcsimile 1) with instructions fos the
engraver. The Overture was published in parts by BE&H in December 1832
(an Engdlish exdition of the parts and foar-hand pano arvangement had ab
ready appeared from Cramer, Addison, and Beale in July) * The somewhat
unisaal invtractions concermning the instrumental yout were necessicaed
by several passages in the overture in which the strings were subdivided,
mast notably in the celebrated music in E minos o depict the ehves, It is
not chear who has crosacd out the Gide in the above Nachwhnft. The parts
pablshed by BEH in December 1852 bore the title Ouvertaine 1om Sommer.
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nachistraum wom Shakespeare fir grasses Ovchester componart 2om Felax Mendels:
wiin Bartbaldy, i.c., the same 28 the crased-out title but with the additional

“far grosses Ovchester.”
[No. 3}
Hochgeehrer Herr

Thr mir durch Dem. Mallinger dberbrachtes Schreiben erfreute
mach sehe, da o mir die Bekanneschalt decser hieheswirdigen jungen
Dame verschalfte, u. mir Gelegenheit gab wenn anch nicht so viel, als
ich gewiinscha hdae, dennoch hin u. wieder 2u ibhrem Belanmwerden
in der hiesigen musikalischen Welt beizatragen, Sie hat auch bei ciner
unserer Audlihrungen in der Rirche mitgesungen, u. mit viclem Bei
Fall der hicsigen Musikfreursde,

Ihr Brief kam einem meinigen 2uvor, den ich Thnen Kngst schacken
wollte, i ebenfalls in Bezichung auf eine Sdngerinn, Wir haben ndmlich
seit cinigen Wochen Dem. Clara Novello aus London hier, welche ich
bewogen habe bei ihrer Rese nach dem Continent cinige Wochen bier sa
verweilen u. sich in den Concerten hiven 2u lassen. Es wire ihr sehr
crwitnscht Gelegenbeit zu finden Berlin 2 sehen . sech dort
ctwa awischen den Acten im Theater hiren 2u lassen, u. dic Frage ist
nun ob See Thren Eindlull verwenden wollten, um ihr diesen Wunsch
anerfillen, v, ob man ihr ein cins oder sweimaliges Auftreven in
dieser Antwirde susichern koomen. Dem. Novello st eine hichst gesehanack-
volle ansgebildete junge Singerinn, Schilerinn dey Malibean, mit
frischer jugendlichen Stimme, dabel eine sehr angenchme Exscheinung,
die wie sch micht awvifle, bei Thnen sehr gefalion wirde, u, ich
kann sie mit Aulnchugkeit in jeder Bezichung aks elne vollkommen
reffliche Sangerinm empfeblen. Wire os Thnen sun mdglich ihr diesen
thren Wunsch zu erfillen, so wiirden Sie thr w. auch mir cinen
grofen Gelallen thun u, mgleich, das bin ich dbereeugy, dic Berliner
Musikfreunde recht sehr verbinden. Ich bitte Sie mir bald méglichs ein
Paar Zeilen Antwort 2 geben e bin mat vollkammner Hochachiung

Ihr ergebener
Leipeig 4 20" Now
1837
Felix Mendelsobn Bartholdy
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Deeer Sir,

Your communication, ahich sas delivered to we by Miss Mdllinger, pave me the
grestat plocvure, becawse it mallad we o get 1o know this charming young lody,
and pave me the opportunity, thowgh not o the extent that | wight Aave neshad,
wall of contrabating sowvenshal (o her becowing Anoarn in the sucical woeld heve. She
Aas alss taken part in ome of our performances im the church, and with wack ap-
Planse from the wasic bonvrs Aeve,

Your letter antiapated one of wine, which I wanied to send to you for a bimg
timwe, and also in mgurd [0 @ fewale singes. Namaly, for the past far wedks uv Aave
Miss Clara Nooello heve from London. | have pervwaded her durimg her journey to
e continent to spend o fesr wooks Aeve and Se heard in the concents. She avould very
wuch like the chance to see Berlin and to sing there Setswern the acts in the theater,
and the guation & nos whather you would be alle 10 use your tnuence, in arder 1o
Sl her avish, and whether she could be guarenired 6 single or dowlle appearance
i this way. Miss Noweflo is @ most tasteful, aducaled young singer, @ pupil of
Malibvan, asth & freh, yowthful ooice, wnited o & wery pleasant appearance, sekack
{ do nold dosdt would plaase those arownd you, and I can mcommend Aer sincerely
in every regerd @ an excellent singer. Tha, i 3 soeve passable for you ko fulfill her
wishes you svuld & docng ber and alse we a preal favor, and at the same nme, [
am conpinced, the broers of muic v Berlin sould be very much im your debt, Please
send we an ansuer of a fewe lines as soom as pessidle, and 1 revain with complets re
spret,

Leipig, 200k Nov. 1837

Yoaurs truly,
Felax Mendelssohn Bartholdy

Addressed by Mendelssohn 10 “Herma Hofrath Teichmann,” presumably
Johana Valenune Telchmana (1791-1860), 2 singer in Berlin, The so-
prano Clara Novello (1818-1908) was the daughter of the English music
publisher Vincent Novello, Her teacher, the Spanish mezzosoprano Maria
Malibran, had died tragically in 1836, from complications following a
horseriding accident. In Seprember 1837 Clara Novello appeared at the
Birmingham Musical Festival, in which Mendelssohn conducted his orato-
o 8 FPasl The composer then invised her o Leipng, where she made
her debut at the Gewandhaus on 2 November. Two weeks Later, she was
featared at the Pavlinerkarche in Mendelsaln's performance of Mozan’s
arrangement of Handel's Mesagh: among the soloises for that perfor-
mance, for which a chorus of 300 was assembled, was a Frhulein Mallinger,
an alto described by a reviewer in the Allgrmane wauskalische Zatung a5 2
* Theatersdngerin.™ Mallinger had been recommended o Mendelssohn by
Teichmann, who had written the componser on 6 November *
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[No. 4]

Leipiig d. 3** Jan.
1541

Hochgeehrer Herr Holvach

Anbel die Abschadt des Concertenewurts, in welchem
b Thre ssmantlichen Verbeserungen mit bestem Danke
aufgenommen habe. Nur in 2 Concerten (ndmlich dem
Haydnschien u, dem Mozartschen) habe ich mir die Frei-
heit genommen noch ctwas 2 verdndern, da mir s in
dem enstern leid that, macht cine Symphonic m haben, u,
somit die ganze rweite Hilfte ohne Haydosche Symphonse
20 lassen: u, daich ferner auler Winter gern noch ciniger
andren Componisten aus Mozarts Zeit gedenken wollte.
Das Duett von Sacching w das (noch niber 2u bestimmernde)
Gesangstiick vom Romberg habe ich deshalb eingeschoben,
. bite See nun, was Thnen davon u, in den Gbrigen
Concerten (in welchen ich aber nur hie u da Kleinigkeisen
geandert habe) nicht recht s, wieder zu verbessern und
den Entwarf absdann an die Gbrigen Herrn Directoren
circuliren zu lassen. Es versacha sich, dall ich mia
siammilichen Stick=Anderungen von Theen, im Voraus cin-
verstanden bin, w sie dankbar annehmen werde.

Hoc huc hnsngwall stets
Ihr ergebener
Felix Mendelsaohn Barthaldy

Leipesg, 3nd Jan. 18491
Dear Counselor,

Enclosed &5 the copry of the plas for the concerts in slieh | Aave most gradefully
included ol your suggertions, Owly in twe comcerty (that is the Haydn and the
Mocart) have [ taken the hberty of changing sowething forther, because i botherrd
me nod Lo have a sysphony i Ui first one, aod thu bo letve the entire socond half
asthout @ Haydn symphony, and because further | would like to include apart from
Winder [from the Seasons ], some other composers from the tiwe of Mozart. 1 thus
pucluded the duet by Sacching and the (o be determeined move prvcisely) vocal prece
fy Rowberg, and I now ask you fo correct omee again everything which does not
please yout in this and in the remaining comeerts (in which, though, I Aave ondy Aere
and theor wade winor alterations) and then cireulale the plan Lo the romaining
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directors. O cowrse 1 agree im advance with oll the changes in piocer wmade by you
and adll acoepe them gralefully.
Respectfully alaays,
yours truly,
Felix Mendelisohn Bartboldy

The letter, to an unnamed director of the Leiprig Gewarndhaus, concerns
Mendelssohn's plans for the subscription concen series, in partscalar, a we-
ries of “historical concerts” that he gave in Januvary and February 1841,
which featured the music of J. S. Bach, Handel, Haydn, Mozar,
Becthoven, and composers from Mendelsohn's ume. Sacchini: Antonio
Sacchini (1730-1786), composcr of apera serie; Romberg: the violinis
Andreas Romberg (1767-1821).

{No, 5)
Hodchgeehrier Herr Holrah

Heut bin ich mit den Chdeen zur Amigone fertig geworden, und ein
Theil denciben ist bervits beim Abschreiber, Auch sollen wie ich gehant
habe bereits kn dieser Woche die Leseproben beginnen. Diirfie ich Sie
da wohl fragen, wann ex Ihre Zeit erlanben wird mit mir Giber
mehrere Puncee su sprechen, und ob Sie einen Tag aur Herliber-
kunft bestimanen kianen, oder ob Sic in Potsdam blaben . mich
dort exwarten wollen? Es miBite dann aber freilich bis zum
Endle der Woche aufgescboben biciben, weidl cin ensctzicher Catareh
mich seit einigen Tagen ans Zammer foselt, w. mir die Fahrt
auf der Eiscobaha wohl bis dahin verbleten wirde. Ihrer Bestammung
engegensehend bin ich steis

Thr ganz ergeboer

Felix Mendebsobn Bartholdy

Berlin d. 27 Sepe. 1841

Dy Connselon,

Today I fimished the chomures for Antigone, and sowe of them are already avth
the coppist. Also, | have heard that the reading rehearsals are to begin alwady this
werk, Condd [ then ik you 1o discrcas several points uvth se phen your frme allses
i, and whather you cowld andicate a day on which you cowld come over, or ahetiver
you wish o revein in Potsdam and solll expect me there? It wonld Aave fo be de
Layed until the end of the wwek berause o lemble catarrh ket sncerceraied me in wy
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Facdmdle 3i (No 5] Felix Mesadelwohn Bartheddy. beticr 10 Ludwig Tieck dused 27 Sope,

1541 (reproduced with the permission of the Libeary, the Usiversity of Wales,
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roows for some days, and if would not be possidle for wee to travel by tratn until then,
Asoaiting your farther adaver in this matier | rewain abeays
your masd devotad
Berlin, 27 Sepe. 1841
Felix Mendelssohn Bartholdy

Recipient identified from the context as Ludwig Tieck (see facamile 2),
On 8 September 1841 the Prussian monarch, Freedrich Wilhelm IV, had
given Mendelsohn the titde of Kapellmeister. Mendelsohn had been
stmmoned 1o Berlin as part of a plan to revitalize the ans. In respoase o
the King's efforts to revive classical Greek tragedy, Mendelsohin com-
posed music for a production of Sophocles’s Antigone, including an over-
ture and settings of the choruses for made chaoir, He collabarated on this
project with the classical scholar August Backh and the playwright, novel
i1, and poet Ludwig Ticck, who served 2 the royal “Vorlea,”™ or coun
reader * Rehearsals began at the end of September, and the new peoduc
ton was premicred privately before the court m Potsdam on 28 October.
In 1845 Mendelssohn completed music for Oadipas s Colonos, and evi-
demtly began o ponder music for Owdiges Rex, which would have com-
pleted Sophocles’s Theban trilogy. “An Ludwig Tieck™ i penciled on the
letter in an umidentified band.

(No. 6)
Hochgeehrter Herr

DaB Sie mir durch die Zueignung threr so kunstvollen Ubersetzung
des Byronschen Don Juan cine groSe Freude gemacht haben, wullien
See wohl, und doch kann ich nicht umbin [meiden] Thaen meinon allerbessen
Dank daffir noch cinmal und auls berzlschste aurusprechen. Die
schédne Ausstattung und das bequeme Format erzeigen nun dem
Aulleren des Buchs denselben Dienst, den Thre Ubertragung
scincem Gehalt exseigte; es wird unser cinem doppedt so anschaulich u.
ruganglich gemacht, und filr das alles rusummen missen Sie
tausendmal bedankt sein. Hofentlich kann ich Ihiven das bald mind
hich sussprechen, da ich nichsten Monat bestimmie cinige Wochen in
Leipzig rusubningen gedenke; einstweilen nehmen Sic auch die
schriftlichen Vensicherungen meiner Erkenndichieit freundisch auf,
u, erhalten Sie Thre Freundlichkeit

threm ergebenssen

Felix Mendelssohn Bartholdy

Beslin d, 31 Ocrober 15341
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Ivar Sor,

You knew that you would previde me aith great pleacivre by dedicating such o
skllful tramsdation of Byrow’s Don Juan, and yet [ cannet ket the occasion pass
althont expesieng do you once agaie vy heartfell thanks. The beauniful appearance
and the convemint formal perform the same seroice for the external appearance of
the dook which your translafion does for its content, it becowees douldy so cloar aud
accessille to we, awd for oll thix together | muat thank you o thousand tiwes. | hope
I can expeess this (0 you verbally wvry soom, s mext month 1 defiuitely ratend o
spend a few sevks in Lapeig, In the megntime plegse alse aconpd the uwitten asywr-
ances of my indebiatness b you. | assure you of wy friendshige.

Mot uncerely youn,

Felix Mendetrsoln Bartholdy

Bertin, 31 October 1541

The reciplent i idenuficd from the context as Adolf Bauger (1816-1870),
who dedicated 1o Mendelssobn a tanslaton of Byron's Don fuen. Rotger
is more well known as the poct of some verses that inspired the opening of
Robert Schumann’s First Symphoay (“Spring™), op. 38, In December 1841
Mendelssohn beielly considered Bouger's plan lor an opera libretto on
the subject of the legend of Se. Genoveva, A Btiger™ is written on the letter
in an unsdenufied hand.

No. 7]
Hochgechrter Herr

Es thut mir aufrichtig bead Thren Wunsch hinsichilich der Terzetten
michr erfisllen zu kdnmen, so gern ich dies gethan haben wiinde. Doch
kenne ich hier u. auch in Leipng keinen Verleger, von dem ich die
benannten Bedinguagen (so madlig u billig sie auch scin migen)
erfillt 2a schen holfen kdnnie, auch selbst ohne dieselben
wikrde es schwer sein, Sthcke dicser Art 2ur Hermusgebe ana.
beingen, und so sche ich mach in der Unméglichkeit Thnen in
der angedeuteten Weise nitzbich au werden. Das Manuscript
erfolge hiebel aurnick wnd indem ich nochnsals bedavre thnen hienin
nicht gefillig scin ra kdmnen bin ich mit vollkommner Hochachtung

Efuelr Wohlgeboren
ergedensicr
Berlin 1" Now.
1841
Felix Mendelsobin Bartholdy
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Dear Sir,

1 aw truly sorvy that 1 canmot fullill yoser sk wnith regand do the Teratts, how
evey much [ wosld heve dhad bo Aave done so. But 1 knose of no padlisker Aere and
wlso i Leiprag from whow [ cowld Bape to see the conditions you mention fulfillad
(Aowerer modevate and nexperaroe they may be), and sathont exactly these [conds-
o] d wowcld e difficuit b prblisk soorks of this kind, and se I believe # is impos
sible for woe to be of Aelp 29 you tu the manner indicated. [ am miurming the many-
serpe otk this [ketder] and segretting owce again that [ am unable to belp you in
this matter, J remain sath greatest sespect

bistimgmished 5ir,
yours mast sincerely,

Felix Mendelssohn Barthoidy

Berlen, I3t Now. 1891

Addressed by Mendelssobin to “Otto Loewe, Singer,” of Frankfurt, a tenor
who had forwarded o Mendelssohn on 21 Ocober 1841 copies of two
“Terzetti™ which he wished 1o publish,

[No. 8]

Hochgeehrier Herr Professor
Regler Advocat

Inkegendes Gedschit exhiclt ich von Herrn |, Eberwein  in Risdol
stadt, indem er mir dabei schrieh ich mége es, falls ich es niche
ru componiren beabsschtgie *Ihnen aum Abdruck im Geselbschafter
mittheilen.”

D ieh ans diesen Worsen schlicBen mull, a8 Herr Eberwein
den wch macht ru kennen dic Ehre habe, mit Thoen bereits in
Verbindung seehe, und da ich die Composition des Gedichies niche
abernchmen kann, so erfolgt es hichei, Ich schreibe than heut v
thm 21 sagen, dall es Thnen ibergeben ist und dall er also
nun weitere Nachnche dariber von Ihisen ru gewlrtigen hat,

Mt vollkommer Hochachiung

ergebenst
Herlin d. 27, Dec. 1841
Felix Mendelssohn Bartholdy

Dyvar Prafessor,

I received the enclosed poem from lerr | Eberwern, Regier Advecat ix
Rudolstadt, oho wrete and asked me “to pass il on to you for priuting in the
Ceosellschafter™ if I did wot intend b wet i Lo music.
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Becanar | conelude from these wonds that Hery Ehervoeim, whom | do nol have the
Aonor bo know, is already in communication aith you, and as I cannct take on the
comporition of the poem, I aw swnding @ to you. 1 am aviting 0 him loday to tall
Aiva that of has beem sent do you and that he is thus o awalt communication from
you abond L,

With greatet respect,

Berlim, 27 Diee. 1841

yours modl fracly,
Felix Mendetvohn Bartholdy

Mendetsohn fregquently received unsolicited poems, opera libeetn, and
the like, Eberwein’s offering was forwarded to the composer on 19
December 13410 The profesor remains unidentified.

[Neo. 9]
1Hkochgeehrter Herr

Sie haben mir elne frdhere Bite mic so grofler Freundlichkeir eefille, dal
See muir ewill verseshen werde[n ], wenn ich os wage eine sweite dhalicher A
an Sie 2u richeen. Zwei meiner ndchsten Bekannten aus Leipeig, Herr
. Frau Stadirath Seeburg raf ich gestern wieder hier, und sie hegen
den schr grofien Wunsch Thre herrichen Gemalde sehen zu dirfen! Aber
Sesder missc: sie schon mocgen wieder abreisen, und horten dall hewt
kein Tag wire, an dem Sie e gewdhalich den Besuch Threr
Gallerie erlauben. So machie ich nun fragen, ob os Thisen moglich wire in
diesem Fall, und da meine Freunde wahre KunsesLichhaber sind, eine
Ausnabime 2u machen und thnen [ egend cine Stunde im Laufe des
hewtigen Tages die Erlaubaill, die sic sich so sebir wiinschen 2u geben?
Wenn e seln kann, so werde ich Thoaen aufs Neve (G Thre Gate und
Gelilligkeit verpllichtet. In jedem Falle aber siirmen See mir nicht wegen
der Freiheit, die kkh mir nehme und gestatten Sie die Versicherung
der vollkosmmenssen Hochachtung mit welcher ich bin

Ihr ergebenster

Felix Mendelsohn Bartholdy

Dveer Sir,

You fulfilind o previcass regquest of wine in such @ kind wanner, that you will
certainly forgrve we if 1 dave direct o sovond reguest of this sort & you. Two of my
bt acqueintences from Loipaig, Her and Frau Nadivath Seeburg, | emcountered
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Aeve agarn yesterday, and they harbor the grand wish fo be able 1o sor your magnifi-
el paintings! But unforiunately they must depart afready toworross, and they
Aeard that today was nol @ day om which you wesld mermally allow visitors info
youer gallery. So 1 would noes like to avk pow akether & i ponalle for yow in this
case, and as wy friends are true art lovers, b0 moke an exception and allow them fo
wisil A gadlery for an Aowr in the conrse of the present day, atich & semathing they
very much desire? If this can happen, [ owce again will be in your deld for yous
kzndness and courtery. In any case, hoswoer, plecie do mof be anneyed at the frre
dom ahich I aw laking and accept the Grsurance of my most complete respect with
which | vewain

yours mest frwly,

Felix Mendetssokn Bartholdy

Moriiz Seeburg (1794-1851), a Leipzig city counselor, seeved on the
Directorium of the Leipng Consorvatony as Secretary. In November 1843,
after having resumed his duties at the Gewandhaus, Mendelssohn re-
wmed 1o Berlin, i part 10 oversee sacred music in the Prussian capital,
During this period be also completed the celebruted incdenial music 10
Shakespeare’s Midiwwmer Naght's Dveam, which was premiered at the Newes
Palais in Potsdam on 14 Ocober 1843, The recipient of this Jetter, an an
patron in Berlin, remains unkoown, Mendelsohn bimself was a well-
trained and accomplished painter and dranghtsman, and connosseur of
fine an. Though his letter is undated, an asociated page containg, in 2
nearly Wlegible hand, a reply dated 25 March 1544

[No. 10}
Hochgeehrter Herr Hafrath

Hatwen Sie wohl die Gite, mich durch Ucberbringer
dicser Zeilen wissen zu lassen, wer augenblicklich der
Hol«lntendant des Herzogl. Nasauischen Theaters
ist, wax Thnen gewill bekannt sein wird, kch meine
nicht den technischen Director, sondern denenigen der,
dem Herrog selbst nahe stehend, dem ganzen Musik-
wesen dort voastebt, Durch Angabe dieser Adresse
werden Sie sehr verpflichren

Ihren hochachiungsoll

ergebnen
Berlin 297 April 1844
Felix Mendebsohn Bartholdy



Evass, Toop axp Owsox 151

Deear Cosnselor,

Would you be hind emough 1o let s Rnow sva the Meaver of these lines who at Ui
poesent time is the director of the ducal theater in Nassaw, nhich is certaindy known
0 you. 1 do wot mean the dechnical director but rather that person soho stands near
the Dhcke hireself, and is in change of all the musical actionty theve. By sending this
addresy you wnll much oblage

your respectfully
droiad

Berlin, 2nd April 1544
Felix Mendelssokn Bertholdy

Addressed by Mendelssohn 1o “Herm Hofrath Teichmann,™ again, pre-
sumably Johann Valentine Teichmann (1791-1860); see also No, 3, above,

[No. 1)

call mir Herr Card Bach als cin hichst susgeseschneter Musihdirector bebanng
o1, dabl ich Gelegenheit hatte bei seinem mehrjihrigen Aufenthalt in
Lewpiig die vortreffliche Art mit welcher er das Orchester leitete,

seine sicheren, genauen Templ, seine Belesenheit in allen alten

und neuen gangbaren Opern und soastigen musikalischen Mesterwerken,
und seine Leschughkeit und Schnellighels beim Elnstadiren der

Singer somie des Ovchesters wahrhaft zo bewandern, &l e einer

der besten Partitunspleler s, die mir unter den Plankacen jemals
vorgekommen, und dall die Gesammitheit sciner Lesstungen ihn somit
nach meiner Meinung den ersten musibalischen

Dirigenten Deutschlands gleichssellt bescheinige ich hiedurch nach
hester Ueberzeugung.

London d, 27 Mai
1844

Felix Mendelsohn Bartholdy

that Herr Karl Bach & knosen (0 e a3t an excellend musical divector; that [ Aad the
opportanity during Ais stay of several years in Lagaig truly be adwive the excellent
manmer in shich Ae conducted the ovchestra, Mis suse, exact bewpe, Ais familianity
awth all old and mew popular operar and other musical masterpreces, and his e
and alocrety in preparing the singers as well as the orchestra; that Ae is one of
the bt players from score whewm | hawe covr encountered among péanists) that the
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totality of Ais ackicoewents place iw on the same level, in wy opimion, aeith the
Irading wecsicnl conductors of Germany, I corvobovate Aevewtth according to the dest
of my knculedge.

Londow, 27 May 1844
Felix Mendetssokn Bartholdy

Mendelssobn was frequently asked 10 provide testimonials on bebalf of
musicians amd colleagues, In May 1844, Card Bach, the Music Digector of
the Leipeg Theater, wrote to the composer with a request for “ein
Zeugniss Qiber meinen geringen Fahigkeiten nach Threr Uberzew-
gung. . . .77 Bach was pursuing a position that had become available in
Carlsrubie, which be assumed later thae year.

[No. 12]

Berlin d. 15" November
1544

Hochgeehrrer Herr

For Thren freundichen Brief vom 11" sage kch Thonen meinen besten
Dank, bedancrte aber daraus zu ersehen, daB cin Mawverstindnis ob-
gewaltet haben muls. Mein Schwager sagte mir ndmilich vor eindggen Wochen,
dall Sie cinen Operntext geschrichen hinen oder as schrichen im Begrill
scien, und fragte mich ob ich geneigt sei denselben ru componiren. Obmohl
ich oun [ies eoste michtan cine Oper geben Lann, wegen mancher andrer
angefangener Arbeiten, so sagte ich thm daf es mich in jedem Fall schr
interessiren wiinde eins hrer Godichee kennen zu lernen, und wenn Sie
abo gesonnen seicn mir cinen Opemtext zuoischicken, so wiirde mar das
grofiem Vergnigen gereichen,

Zu dem Shakespearis hen Starm als Oper habe ich, ich gesiche es offen,
kein solches Zutraoen. Auch die Eroberung Jerusalerms, wenigstens so wic ich
sic bisher messt behandelt gesehen habe, kann sch mir niche reche fir das
Theater denken. Aber Freilich homma alles auf das Wie an, und da it kein
Stoff unbedingt su preisen oder au verwerfen.

Eine Haupusache scheint mis bei alle dem, dal Dicheer u. Componisa
sich, wenn auch pur anf kurze Zeit sehien, sprechen und verstimdigen kdonen.
Ohine das st kein rechites Zusammenwirken méglich fliechae ich. Schon aus
diesctn Gounde allein wilede ich mir abo witnschen rechin badd cimmal wiedier mic
fhoen rasummensakommen, Moge mir dicser Wunsch in Erfillang geben!

Mic vollkommaner Hochachiung ergebenst

Fedix Mendelsobn Bartholdy
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Bertin, I 5th Nowewber 1844
Diver Sev,

I thank you most sincevely for your hind letter of the eleventh; dut I regretied to
lrarm from ot that there appears 10 Aave born some wirwudentanding, Newedy, wy
brstherin daw told me o fowr weeks age, thal you way Aave written o lbretds or in-
trnded 1o do so, and cibad me whether 1 iposld be inclined 1o soride Lhe wasic for the
same. Although right now to begin uth 1 cannot work on an opere, on acconnt of
many olber propects sebach I beve bagun, | told kiw that it would interest me wery
wuch af auy rate to get (o knote one of your povses, o tf you avre disposed to send
e a lidmetto, of aoould ploasse we very much,

In the Shahespearran Tempest opeva, [ oonfess apenly, | have no sk confi-
dence. Likewise The Conguest of ferusalem, of lea? as far as [ have generally
seen it Aandied wp o mow, | cannct tmagine in the theater. Of course, everything
deprends ow hose i 01 dowe, and no sabyect is 4o be chosen o repected out of hand.

The main point scewes 10 we that the poet and the compaser are alde Lo alk to-
grther and undentand eack other, if only for a shoot time. Withow! this, wo proer
coaperation is poasable, [ fear. For this season alone | would ke b vt suth you
agarn quale soon, May thic wivh be fulfilled’

WALh preatest sespect, yours mast sincerely,

Felix Memdelssobn Bartholdy' !

Addressed by Mendelsohn 1o "Herm Profesor Wollg. Rob. Griepenkerl,”
the critic and playwright Wolfgang Robert Gricpenkerd (1810-1868),
amthor of the novella Das Musshfest oder die Borthovener (1858), who wrote 1o
Mendelsohn on 11 November 1844 (0 discuss The Tempest and The
Conguest of Jerusalem as possible opera subjects. The beotherin-law men-
tioned by Mendelssohn would have been either the Berlin court painter
Wilhelm Hensel, the husband of his siser Fanny, or the mathemsatician
Gustan: Dirichles, husband of has sister Rebocka, Ever since the unsuccess
ful premser in 1527 of Mendelssohin's opera Dhe Hochenl de Camacho, his
only opera to receive a public performance, the composer had been
searching for a suitable opera Ebectio, and had rejected scores of

als andd drafts from a variety of pocts, playwrights, and wellmeaning
friends, including Rarl Immermann, Karl von Holeei, |- R Planché,
Eugéne Seribe, and Emanucl Geibel, amang many others, '

[No. 13]
Hochgeehrer Hery

So eben erfalue kb durch meine Schwester, e Sie die Stmmen der Reeuslalusr
in & Tagen wsoder surdck envaren. Da um aber meheere Hindemise &e wolomge
AT waendnglich saachen, so wollte kb See Biodurch Muen diesen Termin etwas
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m verliogens, und mir f otlauben &e Stirmmen b ram 6 Febrogg ra
Bebainen, an welchem Tage woh diesetbon an S0 saoder 2unicksenden wilrde. Sogen Sie
mir nicht do Cegentherl, so darf ich wobl die Erfillung meiner Batie an- nchmen?
Aber b habse o e nowe v thain - odemalich i dhe Pagioun des Soen Acses
der Keeurahrer; (e beiden enton Acte branchen wir night) ich veagal deselbe it
o die Ll der Stmvumen a schreibern, w, o fehl s uns nun. s es Baes
mdgghch wo bee ich Sie dieselbee in den nichten Tagen an mach s wchcken u
werde Minen ands neve sehe dankbve dafin sein Socts mit vollkossnener Hochac ey
Thr cegebenter

Leipuig 17 Jan. 1546

Felax Mendelaohn Bartholidy

Dar Siv,

I Aave just dearned from sy sister that you expect the pasts of 1The Crusaders to be
returned avthin o week Because, howewer, severnl difficulties moke an immeadiate
perfoemance mmposudle, 1 would ke to aak you Aeveaith fo extend the date @ Bittle,
and o allos we to riain the parts sntid the sixth of Febrwary, on which day I il
send thew back again to you. Usles I hear from you Lo the comtrary, way [ expect
the fulfiliment of my reguest? But | have another news request, namely for the score
of the third act of The Crusaders (v do not mend the forst fwo acts) [ forpol 1o
wvile the same onde the list of the parts, and so e do not Aave it now. If # is pessi
We I reguest that you send the sewe (o we i the coming days, and 1 3all omer agrin
be very thankful to you for at. Aloays with highest regard,

men! frudy,
Lapaig, 17 faw. 1846 -
Felix Memdeluvohin Bartholdy

Addressed by Mendebsohn 10 “Herm Hofrath Teichmann™; see also Noa,
5 and 10. Ludwig Spohr's final opera e Kresefahrer was premicred in
Kassel on New Year's Day 1845, The third act, “mit Orgelbegleitung,” was
performed at the Gowandhaus in Leipzig on the last concert of the
1845/ 1846 season, which took place on 26 March 1846,

[No. 14]

Leiprig 4. 18 Januar
1846
Hochgochrwer Herr

theen freundlichen Briel erhiedt ich am Abend meiner
Abseise und mullee Sie daher um Entscbuldigung filr die
verzigene Antwort biven lasen. Jetzs sage ich Thnen



Evans, Tono axo Onsox 1585

meinen besten Dank fiar Thren Beief und fir dic Ehre,

dixc Soc mir und meinem Gesschi wollen 2u Theil werden

lassen; ich habe rwar kein Portrait von mir - das von Schramm

hat er selbat damals mitggenommen, u, ich habe das Bald u,

den Maler seitdem nicht wiedergesehen - aber bhinnen kurzem

soll ich ein Medaillon aus Berlin geschickt erhalten, ss welchem

ich doer 2u Anfang des Winters gesessen habe, . welches

sehir Abndich gefunden wird, Auch cin Ocibiled ist dort Rirdich

vom Magnus nach mir gemacht worden, von dem die

Leute viel Gutes sagen; dies wird aber nicht hicher kommen,

sondern mifae in Berlin erst nachgereichnet werden, u das

wird wohl s weithiufig werden. Ziehn Sie also das Medasllon

vor, 30 bitte sch Sie es mich wissen 2u lasen, u. werde es, sobald

ich es erhalte mit grofem Vergnigen zu Threr Disposition stellen,
Mic vollkommenster Hochachrung ergebenst

Felix Mendelsohn Bartholdy

Leipnig, 18 Jansary 1846
Dvar Sir,

I vecesved your hind letter on the evening of my departure and must thevefore beg
your indwigence for the delay s replyimg, T nose thank yow for your letter and for the
Aconer which you haee shosen to we and in part Lo my foce. 1 have no portrail of my
self. to be yare—the one by Schramm ke tovk sth him ot that tivee, and since then |
Aave seoem nesther the pactiese nov the painter—but shortly | expect to receive from
Berlin o medallion, for ahich I saf there ot the boginsang of Lot winder, and ohich
5 found to be a good bheness. An ol portrait of me has also beem wade theve re
contly by Magnus, which peaple praise o Iot. This asll mot cove kere, Aosoeowr, bad
would Aave Lo de copled in Berlin, and that sill presumaldy bake too long. If there
fore, you prefer the wedallion, then please let we Enooe this and 1 wnll, ax weow x|/
receroe AL, uith great pleasure pat it at your disposal.

Wath kagphend rexpert, yours mont trwly,

Felix Mendelssohn Baribeldy

Pertaining to this and the following letter, the recipient is Julius A
Baumgaermer of Leiprig. the owner of the Aligrmane Moden Zeitumg,
Baumgacrmer had written Mendelssohn on 5 January 18467 10 request
the loan of an oniginal portrait of the composer from which be might pro-
duce an engraving. Schramm may be the President of the Vercin fir
Tonkunat in Dissscldorf, where Mendebasohn had served as municipal mn-
sic director from 1833 10 1885, and where he had stadied painting and
worked with several artists at the Dasseldod! Academy. Eduard Magous
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(1799-1872) finished an oil portrait of Mendelssobn in 1845 which was
widely copied and disseminased.

[No. 15]
Hochgeehrer Herr

Vieken Dank fisr die Ubersendung der beiden Stahlstiche
dse mir sehir gebungen u. gewrolfen scheinen, u. die
beilicgend sunick erfolgen, Wie ich thnen schon in meinem
vorigen Briele eowihne ist das Porrals von Magnus
micht in meinem Besitz, sondern gehart dem Maler
selbst. Es wird daher alletn von (hun abhingen, ob er es
der Kimstlerinn sum Stahlstich dberlassen will, und da
ich mie i nicht in Correspondens stehe so kann ich
mcine Vermitthung dabei mcht anbicten, sondern mul
es Thnen anbeim sicllen ob Sie (hn dardber selbs
befragen wollen, Mit vollkommaner Hochachung

ergebenst
Leiprig 4. 22 Jan,
1546
Felix Mendelsohn Bartholdy

Mawy thanks for semding the fwo sheef engranvngs ahich appear do me 10 b well
dome and a good hkemess, and sokick I enclone Bearnnith, As 1 wentioned in wy pre-
vious letter, the pootrast by Magnus is nod in wy possession, bur delongs lo the
painter himuelf. It sl thevefore depend on figy alone whether he i3 prepared do grve
i ouer Lo the antist for [making] the steel mgraning, and as | do not convespond
ovth kiw [ connot offer sy services in this matter, dut st Lowsw @ fo yow whather
your sk do imguire st Aim abour i yoursalf. Witk kighest respect,

youurs mosd fruly,
Lopeig, 22 fom. 1846
Felix Mendelssshn Bartholdy

Addressed by Mendebsohn to “Herm Stadirath Baumgacriner”™ (see com-
mentary on previous Jetter).
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INo. 16]

Heoomn Grepser

10 Jan. 1847,
Ascher, Hin Prof, Mosebeles in canigen Tagen su fragen, ob
or it thm wegen des unregelmiliglen] Besuchs der Harmomices,
Viedine u. Gesangstunden gesprochen hat; u, wenn es geschehen
ist nach 8 Tagen von Him. Richeer, Klengel, u Bohme, auch
vom Hrla ). Davied w, Plaidy, die alle mehr oder weniger unsufrieden
waren, Bencht dber ihn cinmbolen,
G zu sagen, dalk er, wenn die Concern=Proben mit scinein
Harmoniestunden msammenfallen, die Proben aber nicht die
Lectionen aufgeben mull; ihn such zu grollerem Fleible e Hm
David anzuhalten, dessen Zeugnill war “Nicht fleilig genug.”™
Ebenfalls in 10214 Tagen von Hr[n] Richier u, Dinid neucr Bericht
Haycraft David Orchesterst. “komme nie™ Béhme “kommit nicht
regelmddig.” Wie oben,
Brass Hauptman “Somunt niche” David Orch: “kommit nie™
Wie oben.
Lammers Bohme “kommt ezt sehr seleen.™ Wie geht das 20
Schulling Bohme “kosmmi nichy; war frither gane regelmillig, bleibt
jetzt ganz weg.” Wie geht das ma?
Siznon fehltin dey Orchesserstunde v. David, Berichi.
Sipakowski Hauptmann “komme unregelmibig™ Plaidy
“nachlisig” Sachse “unregelmaliag”. Wie ober,
Petispicrre Richser “sehr millig theillig . kommt unregel-
mdBig” Weneel “siemlich ungenagend” Dinid Onchist “zieml
vnregelmilig” Becker “rieml. ungenigend”. Berichy'!
Jobannsen Gade “zieml, unregelmaliig”™ David Orchest.
“kommt nicht”
Laug Haupumann u Gade "blabe oft avs™ Davsd “Lannse
fleitliger sein.™ Wenzel “hat yepsprochen sehr ficiBig zu
sein. Begcly!!
Movrous Richter “fleifiig aber unregelmalag™ Plady
“unregelmdfig.” Sachse “unregelmillig.” Becker “sehr
unregelmalieg.” Suenge Mabnuog v gonawer Beoichy!'!
De Semtis Gade “komme unregelmabig™ Bohme kommd miche
immer regelmifig®
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Suggzate fehlt in Danvids Orchesterstunde, Soanst b man

allgemein sehr auftieden i allen Fichem. Akso ja keine

strenge Mahoung, nur eine Erinnerung!

Eriulcin Faltin fehlt bei Dr. Brendel in Deklamations-

stnde u Vorlesung. Erst clnmal anmulragen, ob sic dis-

pensirt 17 Und wenn sie pacht dispensint ist zu mahnen,
F. Mendclssohn

Herr Gresser

106k Jan, 1847
Ascher. 1o ask Professer Moscheles in @ fow days trme whether be has spoken with
R on aocount of his iregwlar atiendance gt the harmony, wolin end unging lo-
sons; and if this Aas bappenad, o receror a report abowt him in one ook from
Rickter, Kiengel, and Bibwe, alwe from David and Plaidy, whe were oll mare ar lesy
dissansfied.
Gats To suy that if comcmt sehearsaly covncide uith his harmony lessons he must
Live up the rehoarsals dbut net the lessons; also 10 encourage him to be move diligent
Jor Herr Duavid, sohose seport was “Not diligent evough. ™ Likessise & mew repert in
1014 days from Here Richier and David.
Hayorglt Davsd archestral lesson “never coves™ Bihwe “dons st come magularty, ™
As above,
Krang Haupemann “doesn 1 covee. " Duvid archestra: “never comes " Ay above.
Lamwers Bihme “nogy comes very ravely, ™ What's going on?
Schilitng Bihme “doesn ¥ come; presvously was quite raguler, now stays asay all the
time, ™ What's goang on?
Stmoy absent in the Ovchestra lesson of David. Repeort.
?“?ﬁ Hawptmann “comes trreglarly ™ Plaidy “meglgent™ Sackse “irmngalar”,

.

Ectitgaerry Rickter “oery maderately difigent and comex mrrogulonky™ HMM
uqu{ndoq Davnd orchestra “fairly irvegular™ Becker “fairly unsatisfoctory.*

m&:& “Juarly arengwlar ™ Dved orchestra “does nol come. ™
Lang Howptwanun and Gade “often absent. ™ David “could be move diligent. ™
Wirtzal “Mas promised o be wore diligent. Kepary”!
Maurpos Richter “ditigent but vrvegular™ Plaidy “irveguier. ™ Sachse “ivegular. ™
Becker “very irveguler. * Sharp swarning and exact repuer”
D Senis Gade “comes irmagrolanly ™ Bihme “doer mat aliays covee rgulardy ™
Suggale ebuent in Dawnd s svchestra Lessom, Ovherasise pery safisfactory in general in
all subyects. Thas no sharp warning, only @ reminder!
Frdmlan Faltin absent for Dr, Bresdel in declamation lessow and lecture, Inguine &l
Sirst whether she is exempiod? And if she 15 ngt exempted she is 10 be reminded.

. Mendrlisohn
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This is not a Jetser but a report about students in the Conservatory, which
Mendebsohn had helped found in 1543 There are several references
to faculty members, including Moritz Hauptmann, the Kantor of the
Thomaskirche, who taught harmony and composition; Lows Plaidy, who
tught pianc; Emst Fowedrich Richeer, director of the Leipzig Sing:
Alademic, who Lught harmony and composition; Ferdinand Wenzel, pi-
ane;, Ferdinand Dinid, violing Carl Ferdinand Becker, the organist of the
Nikolaikirche, ongan and music history; Necls Gade, the Danish composcr
who deputized for Mendelsohn at the Gewandhaus: Ferdinand Bohme,
singing; Card Franz Beendel, Robert Schumann’s successor as the editor of
the Newe Zatschniff fiir Musik, who gave bectures in music history; the planist-
compaser Ignae Moseheles, and Moriez Klengel, violin. ™ Card Grenser (d,
I863) was finet flutest of the Gewandhans orchestra and held the post of
“lnspecton” at the conservatory.

Nostex

* Sipcere thanks go o Caroline Bithell and Jochen Elseanwraur of the
Deparoment of Music of the University College of Wales in Bangor as well (0 the
Eue Richard Brinkley, formerly Senioe Humanites Librarian 1 the Hegh Owen
Library, the University of Wales in Aberysiwyth, and 1 Professor 1. W, Jones of
the Deparament of Genman a1 the Universiay of Wales in Abermsswyth, The asshons
with 1o thaml the Lbearian of the Hugh Owen Litwary for permision o pablish
these docaments,

1. Curvest Musivadogy No, 32 (1993), pp. 64-74, Sec also David R, A Evama,
“Welsh Munic Manuscripts in the Music Department Archive,” CM No. 59 (1996),
pp. 101215,

2 Reserve Collecton, Hwgh Owen Libwary., Abervstwyth,

5 The decuments bave not been formally catalogued Iy the Huegh Owen
Libwary, and theo mquities regading any of e should be accompanied with 2
descripoon of the consents as well s the number, The five Hugh Owon doos-
ments, Nos, L, 5 6, 14 and 15, are in a paper folder within the main fodder,
Written on the cover is “These valuabie letters have been prasented by Hugh
Owen, Esqr. of London.” Richard Brinkley, Semior Humanities Librarian st
Aberystwyth, was unabde to find any evidence concerning the asrial of the letten
in Aberystwyth, dospite a long search of aucton records and seilar sources. The
Hagh Oneen betters probabdy came 10 the college afier b death, perhaps x a past
of his bequest (Bowever, no fecond of this has beers found). The Powell lemers
were part of his bequest 1o the college. Posell travelled widely on the continent
and so could Bave acquired his documents m Beilen oo sbwosd.

L Suantitdiomek 2o Derda, Mendelsohn Archiv Ms. 145, p, 5

5. See Felix Mendebsohn Bartholdy, 8nnf e desticke Vrbger, «d R, Elvers
(Berdin: Walter de Gruvter & Co, 1965), pp. 12215

6. Owm the publication history, see fusther R, Lasry Todd, Mandalaohn: “The
Hebnida ™ and Other Overturer (Cambeidge University Prow, 1995), p. 18
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7. AnZ 30 (1857), cols. T70-T1,

& Onford, Bodieian Library, M. Denche Mendelssobin Collection, Geoen Books
Collection VI, No 99, See Margaret Crum, ed., Catalagwe of the Mendedoodn Fapers
im the Bodlnian Libwery, Oford, Vel J: Cormpondence of Frbix Mendelvsohn Borthoddy and
COnflers (Tuessgy Hans Schecider, 19680). Crum’s catalog prosvides an inventoey of
the Geeen Books Collection, twentyseven volumes in which are gathered several
thowsand lestons addrossed 1o Mendebaahn,

9. Green Books XIV, Nos. 100 asd 102, Tieck to Mendelwohn, 29 and 30
Sepromber 1841,

10, Green Books XIV, No, 125,

11, Green Books XIV, No. 231,

12. Green Books XIX, No. 204, 15 May 1844,

13, Rogarding Carl Bach, wee further Adigrmane wukalische Zatung 41 (1530),
260,976, 1052 42 (1540), 374, and 16 (1544), 544

14. This letser was presiously publshed in Englivh tanslation in M. E von
Glehe, od, Garthe and Mendedoohn, Karl Mendelsohn-Bartholdy, srans. (Loadon,
1874 rep. N.Y.: Haskell House, 1970), pp. 196-97.

15, Green Books XX, No 165,

16, Soc further B Larry Todd, “On Mondebsoba's Operatic Dessiny: Die Lovdn
Reconsidered,” Felix Mesdeluokn Bertholdy: Kongrn$ Berichl Bevlin 1994, od. C. M
Schambdt (Wiesbaden: Becithopd & Haertel, 1997), pp. 11540,

17, Green Books XXIIL, No, 17,

158, Full sumnes of these ssudents, caties of origin, and dates matrioskaed at the
Leipng Conservasory are! Joseph Ascher from Londoa {satricolated 1845); W.
CGertz from Hannover (18451 Henry John Haveraft from London (1846); Wilhelm
Rrases from Radom (1844); J. W, C Lammen from Osoabeiick (1846); Arthur
Schillleg from Leipeig (1845); W. . Simen from Leiprig (1846); Nicole
Sepakowaks from Cracow (1843); A, |, Petitpierre from Neochdeel (1840) ). B C
Johanosen from Copenhagen (1845); Adolph Lang froes Thoem (1844); H A
Meyroos from Enlhuicen (1546); Mickel de Scntis froms Waraw (1544); A A
Suggate from Londos (1846): and Elise Faloa from Dameg (1886), Taken from a
camplete ronter of sadents in Leooard M. Phillips, “The Lepag Conservaory:
FEASIRSLT (Ph.D. diss,, Univ. of Indissa, 1979), pp. 247 11 There is a docrepuncy
betwoen Mendelssohn's spelling and that gven by Phillips for the pames
“Sepakowshi” and “de Seatis.”

19, On the foundieg and earty years of the Comscrvatony see Festshnf uom 75
pihriges Brstchex dey Kamgl. Kenservaleriues der Mucuk zu Lepgag (Leipag: C. F

Stegel, 1918).
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Gender, Sexuality, and Method in Musicology

Philip Breut, Elizabeth Wood, and Gary C. Thomas,
eds. Queering the Pitch: The New Gay and Leshian
Musicology. New York and London: Routledge, 1994,
ix, 357 pp. 1L

Susan C. Cook and Judy S. Tsou, eds. Cecilia Re-
claimed: Feminist Perspectives on Gender and Music.
Urbana and Chicago: University of lllinois Press, 1994,
xii, 241 pp. L

By Thomas McGeary

In his 1985 book Confemplating Muvic: Challenges 1o Musicedogy, Joseph
Kerman surveyed the state of musicology and called for new types of schol-
arly endguiry that would turm from paositvist or formalist masicology amd
engage basnes ol critcsm, the study of the meaning and value of music.
Remaskably for the time, feminismn, gender, and sexuality do not even ap-
pear in the index, and Kerman remarked that “serious feminism”™ had yet
to make its debut in masicology or masic theory (1985 17),

Within a decade, thas changed. Feminism has become well established
in musicology, as anthologicos, dactionaries, and biographies document the
numerous female composers and performers hithenio overlooked i muw
sic history. Issues of gender and sexuality are now routinely explored in
musicians” blographies. Discussion of gender and sexuality, as well as oriti-
com that sdopes srategees from poststrsctual erdticism, are hallmarks of
what is often called the “new musicology.”

The pew musicology arrived with both a critique of the limitations of
traditosal muscology (usaally charging it 2 being positivist and formal-
ist) and 2 promise o reform, transform, and invigorate a moribund disci-
pline. This wrend seems 10 have been drven less by internal developments
in masic scholanship than by emulation and imitation of criticsm in arn,
lserature, and history, as well as a response 1o soclal concerns ouside the

COuwvns Musisdegy 63
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academy. As in other disciplines, the introductson of bsues of gender and
sexuadity into musical studies has cocountered some resistance if not hos-
uhay, and not just from the old guard.

The introduction of sex, gender, and sexuality has transformed our
sister disciplines of ar, literature, and history, and it may now be oppor-
tune to comsidler how these concepts have been applied in music scholbar-
ship. Before tuming to musicology itself, it will be instructive to tum first
W art, Meraere, and history 1o see how gender and sexuality were intro-
duced there and what scholars kearned about using them to transform
thase disciplines. Use ol these concepts has come rather ke 10 musicol
ogy. but their use has nonetheless reflected the sequence in which they
emerged in other humanities disciplines. Although a complete review of
recent scholanship is impossible here, a pair of recent anthologics, Caalia
Reclvsmed: Fevinist Praspectores on Gender and Musse (1991) and Querning 1he
Pitch: The N Gay and Loviign Musicology (1994), contain manageable, pre-
selected, and wideranging collections of essays that we will use w apply
the insights from our sister disciplines o explore how effectively gender
and sexuality are being used as wols for producing music history and crig.
ciam. We will also comsider the performance repertoires and histosical
canon as well, for the introduction of gender and sexuality has been
linked 10 the goal of including the masic of women aned gas/lesbaans in
performance and scholarship.

Gender and Sexuality in Art, Literature, and History

Inavally, motivated by feminism and the women's movement, female
scholars recovered, documented, and studicd forgotten female groups,
writers, and artsts, and expased thelr repressson and marginalization by
patriarchal inssitutions. In this carly phuse of women’s studies, historians
substitated women for men and wrote blographics, cntical scudies, or so-
cial histories about women on the basis of divisson by sex. Thear work real
ized Virging Woolf's desire for “a mass of information™ about women as
“a supplement to history” (1957: 47). By analogy, we can speak of 2 com-
parable initial phase of gay/lesbian studies, whereby gays/leshians and
their artstic productions become objects of seudy,

A second phase arose as scholars realized that women’s social roles
were contingent upon, and defined in relation to, male roles. Gender was
used as a preferred concept that allowed scholars 1o suady the socal con-
struction of both made and female rodes. Writing abouwt women through
the prisan of gender in this sense is more specific than using division by
sex., lor it focuses on those aspects of female experience thas are differen-
tiavex] from those of males on the basis of prevailing gender systerms! In
art and literature, scholars examined images of women o demonstrate
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how artworks reflected and reinlorced sdeas abour women and their posi-
tions within gender systems. In the same way that scholars realized thas
comstructions of masculinity and femininity were neither natural nor
hiszorically and culturally universal, they also realized thar sexual identities
are likewise Lurgely socially constructed and that modern ideas of hetero-
sexuality, for example, cannot be axsaunsed 1o be narural or the historical
nonm.

Essential 10 this second phase & the adoption of the now cardinad dis
tinctzon that sex refers to division along beological differences, whereas
pender refers 1o divishon of roles according 1o soclally constructed, rela.
tional systems® Unfortunately, confusion between the terms now widcly
inhabéts both academic discourse and popular usage. Perhaps out of prud-
ishness, gemder is now often inappropriately used as 3 ssmomm of wx 1o dis-
cuss what bs acuxally dwision according to beological sex; the tenm seems
less strident and “connotes a certain academic seriousness and legitimacy”
(Roman et al. 1988: 6).

These two phases can be characterized by Joan W. Scott’s distinction
between descripiioe and anabtse uses of gender (which can be extrapolated
to sexuality as well), Scott calls “descriptive” those uses of gender that re-
ler o the "existence of phenomena or realites withour interpreting,
explaining, or atributing causality.” Her descriptive use of gender corre-
sponds with firstphase studses of women or gays/leshaans, which describe
them as a group on the basis of biological difference o sexual orienta-
ton. The finstphase approach can be described as using gender o sexual-
ity in a weak, nonrelational or descriptive sense, Scott terms “anahnc” (or
causal) thase wes of gender tha enguire into "the pature of phenomena
or realities, seeking an understanding of how and why these ke the form
they do® (1986: 1035).% Thes analytic approach “leads to the ardculation of
gender (or sexual difference) as a category of historical analyis, 1o the in-
corporason of gender into the historian’s analtical 1ol box, and o a
conceptual pernspective that makes possible a genuine ‘rewriting of
history’ © (19835 146-17). Second-phase studies that use gender and sexu-
ality 10 explain differences between male and female or gay/leshaan and
stralght groups can be seen as using the concepts in a strong, relatlonal or
analytical sense,

The distinctions can be illustrated by considering how we might study
the training of female mushcians I8 & CONCMPOrarY CONMCIVAMOTY Of s
school, In a fint-phiase, descriptive study, one would describe the female
mausicians’ backgroands and instrumental oaining, favorie repertory and
camposcrs, choie of instruments and carcers, compositional or perform-
ance stybes, esc. But since mabes share much of the same socioeconomic
background and musical trasning, we woukl not yet kisow whether we have
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identified any feanures specific o females thatr might be explyined by the
provailing gender idealogy. Hence, such a study would be using gender in
aweak, descriptive sense as a symomen of beological sex.

To underake an analytical study of how gender affecs female music
students, we would seed 10 dennly arcas where female musical experi-
ence, training, and compaosition or performance style differ from that of
males (assuming all other sockocconomic variables are constant); and the
differences would need 0 be shown to arise from differing socal expecta
tons or perhaps even some blological features, As the eritic Catharine
Seimpson notes, “There is no reason 1o study women unless ‘women' rep-
resent something else again® (1992 262). In such 2 second-phase study,
we would be using gencder in a strong, analytic sense 1o write a “subsaantial
women's history” that, according 1o Natalie Zemon Danis, “shows what dif
Jerence it makes 10 historical interpretation when the category of the sexes
is Included™ (1985 41).1

Claines that use gender or sexuality in their strong, explanatory senses
might wake the fonms

Composition/ performance A has fearures Xy becase it was com-
poscd/ performed by 2 male /female /gy /lesbian nusician.

Prevaibing sexwal/gender ideologies cause works with featares xy.z
10 be over- or underaalued in the canon,

Features x,3,.2 in the compositions of composer A reflect the prevaik
ing gender/sexual ieology.

Composer A's sexual/genderspecific experiences cause features
Xy to appear in his/her compositions.

Some optimistse fensinist scholars have believed that the mere presence
of new topics would transform disciplines and make gender and sexuality
central o them. In peactice, though, feminist scholarship has faced the
very real danger of becoming ghettoired, stigmatized, and marginal to dis-
ciplines, leaving Wooll's daring ambition 10 “rewrite history” (1957 47)
sull unrealized, Other feminist scholans have, more encouragingly,
pointed out thar paradigms and methods mast addisonally change if the
new tople of gender is w be included and legitimated by disciplines,
Merely writing women into history (2 project variowsly called “compensar
tory history,” the “spotlight approach,” writing “herstory,” or the "add-
women-and-stis™ method) may still leave the principal analytic and ox-
planatory categories of the discipline unchanged, resulting in what
Annlouise Shapire calls "prodiscing new sublickls rather than 2 critique
that challenges the structure of the disciplines™ (1992: 7)3
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To draw together the lessons of these femanst scholars: Musicologists
have been writing descriptively about female or gay/Jeshian composcrs
and their miwsc, ity context, and its reception, Such studies do important
work in enlarging the ange of composers and musical woeks for scudy and
performance, and help achieve ideals of social justice for women and
g/ desbians. But such stadees may be what Elizabeth Fox-Genovese calls
“adding women 1o the received account—especally in the form of a few
mwore neglected worthies or a ot more descriptive social history—{which
does not necessarily change anvthing substantive in oar manner of writing
histoay™ (1982: 6). To inroduce gender and sexuality so that they become
necessary to the ool kit of all musicologists, historical, anahytical, and oniti-
cal questions about muskcal compositions must be asked and carelully
framed so they can be answered i terms of gender and sexuality in their
stroag, analytic senses. Concepiual work is required that, as Grisebda
Pollock puts il, exceeds “a Jocal concern with “the woman question” and
makes gender central 1o our terms ol historscal analysis® (1988: 10), To be
tools for transforming musscology, the concepts must be used i an appro-
prise panner.

Gender

To explore uses of gender in musicology, Calia Reclaimed: Fewinist
Perspectioes on Gender and Music provides a wede range of historically ord
ented cxsays that explore composers, genres, repertoires, individual com-
positions, o moments of music history. The editors announce that the e
says “use gender to wdd untold dimensions o our previous understanding
of music history and musical actnin™ (CR: 2) 5

Although the term gender occurs in the title, the edstors seem 1o have
fallen vicum o the sexgender confusson. In their introduction, they des
cuss recognition of “gender as 3 caegory of analysis™ for academic musical
scholurship (CR: 1-2); but most of the esays in the volume use gender m
the descriptive, noarelational sense as a synomm of wx. As a result, most
essays are more properdy contributions 1o cultural hestory or sociodogy of
women composers—the study of the careers and sepresentations of
women in musical cultures—and do not imtroduce gender as an analyuc
ool 1o engage central bswes of music criticam of history. It is signilicant
that when gender ideology does figure in analysis, the focus is mainly on
literary sources or song hrics: Linda Austern on music and gender ideok
ogy in Elizabethan England, Patricia Howard on Quinaalt’s librettos for
Lully, Catherine Parsons Smith on misogyny i American musical mod-
ermism, Suan Cook on gender and power in the Amernican ballad *Cuarst
Was She,” Jennifer Post on the concept of “public™ and “private” in
women's performance, Adrenne Block on how prevalling views of child
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education affected Amy Beach, and Venise Berry on female images in rap
music. These descriptions of gendered aspeces of socicty and discourse
about music are welcome contributions to interdisciplinary scholarship;
but the cssiys do not ke the daunting sext sep of using these insights o
analyze the structures and processes of music itself or o explain bow gen-
der ideology makes a difference in the compasition, performance, or
understanding of actsal music.

Two exsays do explare repertoares of music. In both cases, works are dis-
cussed 2 a subset of music history, much as one might describe a musical
genre o new compasitions from the Barogue or Classscal persod. By not
engaging gender as a relational concepe, however, the discussions ulei-
mately do not engage issues that conld affect music history or the canon,

In “Ladies’ Companion, Ladies' Canon?: Women Composers in Ameri-
can Magarines from Godey's 1o the Ladin Heowe fournal”™ Bonny Miller dlis-
cusses the musical conributions of women to Amerscan women's maga-
rines. For Miller, the small forms of magazine music (whether written by
men or women) and its funcdon as home entertainment and place in the
private domestic sphere reflect the values of the social construction of
gender. Two appendices summarize and cazalogue the S0 women's com-
positions that constitute almost 10 percent of the approximatcly 3,500
compositions in her sample of fiftcen women’s magazines.”

Although Miller invokes the comcepe of gender ideology 10 account for
the musical feaures and neglect of the music in women's magazines, it is
ultimately difficult 10 see what role gender actually plays in the shaping or
reception of this repenory. The principal difficuley is that Miller has not
shown how this body of compositions (esther all the music in the maga-
zimes or Just that composed by women) s sullicientdy distunct from other
contemporary music that gender would explain the differences® As Miller
reports, she only inventoried the magarines directed wward women; thus
many features (such as the usual neo-page Byou, limited notational sub>-
ety dise 10 typeset music, and presalent genres) are likely 10 be common
1O IO AT I

Miller overstates the role of gender wdeology in accounting for the fea-
res and neglect of women's magazine music. Her description of the
“songs and simple piano picces” of the women composers s “house music
genres that were acceptable for women to perform, and thus compose” is
a mindeading generalization that makes a much o rgid distinction be-
tween the private (home) and public spheres. Most of the forms—espe-
cadly dances, hymns, and sentimental songs—had wide exposure outside
the home, and the compositions in the wonsen™s magazines are not very
dutferemt from the vast ocean of songs, dances, and character pieces in
contemporancoas sheet music. The pieces in the magazines do tend 1o be
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shorter than those in sheet music, but this is more likely due 1o the hmi-
tion of the swo-page Biyout Bvored by most magacines, & well w10 the
publishers’ desive 10 appeal to the broadest range of technical accomplish:
ment,t

Milicr repeatedly refers to the “simple piano pieces.” Acrually, the
pieces vary comiderably in technmical dilticuley, and the masic in some
magazines s more demanding than it is in others. Although it is impossi-
ble o quantify sch features, #t s safe to say there are numerous piano
pieces {especially the gallant salonsiyle dances) in the women's maga-
rines (composed by men or women) that exceed the technical demands
ol any mumber of Chopin masurkas or waltzes, Schubert woments musican,
Mendebaohn soags without woeds, o Scott Joplin rags,

For Miller, the gendered devaluation of magazine music has accounted
for the lack of “any thoughelul history™ of this musc. Miller rightly notes
that this repertoire has been “regarded as of little value as art music in
terms of form, technigue, abstract thought, or creativity” (CR 166), but
she makes no attempt 10 show why this assessment is wrong, unjust, or due
0 sex discrimination, Virnaally all the magasine music——as well as separate
sheet music—of the period similar to her sample (written by males or fe-
males) has also found po place 0 s history. [¢is surely bess a matter of
gender weology and sex discrimination than the fact that our present
concert and recording workd has, for the most part, Btde place for salon-
sivle schottisches, mazurkas, and polkas, armangements from operas, or
seatmental solo songs. Accounting for the exceptions that xre pant of the
performance repertoire—the genre picces of Chopin, Schubert, Mendels
sohn, Geieg, and MacDeowell, as well as Beder—would reveal the complex-
ity and contingency of the formation of performance repertonies and the
hissorical canon, Miller claims that the existence of women composers of
magazne muse “demands a reassessment” of the whole genre and that
“the contribation of these wotnen cannot be written owt of the history of
music”™ (CR166). But it s not clear from Miller's account on what
grounds the women's contributions would require music history o be
rewritten. An historical place for women's magazine masic would nced 10
be based on mwore than compensatory history or as an addidonal subdield
of study, As the recent “canon wans™ in literature hune reminded us, canons
have always been in flux, and as the steady inclusion of carly twentieth-
century music isto the concert repertoire illustrates, strong critical angu-
ments coupled with interest from performens and listeners have “canon-
wed” pew composers and thelr warks. We need only recall how successtul
the cffors of Aldo Ciccolini have been on beball of Frik Satie; Joshua
Rifkin for Scott Joplin; Leonard Bermstein tor Mahler; and John Kirk-
patrsck for Chasles hves. So 100 with women's magazine music. A case lor
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inchusion in the canon or history necds to be made i terms of acsthetic
value, compositional interest, or influence on music at large (among
other possible chaims). Otherwise, there soems nothing more for history 1o
say about women's magazine music than what it might say about other for
gotten genre-music of the nincteenth century,

Similar Nmications occur in "Anna Maria della Piecd: The Woman
Musician of Venice Penonified,” in which Jane Baldauf-Berdes discusses
an cighteenthcenny apadale for abandoned children as the context for
Anna Maria (ca 1680-afier 1750}, & oclebrated violiniag for whom Viealds,
Tarund, amdd others wrote thintyawo concentos. Using gender in the weal,
descriptive sense, Baldaud-Berdos susveys the lives and masical trasning of
the women in the ospedale, and her study hence remains in the first
phase of women™s studics,

Baldaud-Berdes ashs why the achbevements of the aspedale musiclans
aned Anna Maria hive not been investigated until now, and notes that the
achievements ol womsen in art music have generally been devalued and
wrivialieed, This charge s coertamly trae regarding past reception of women
musicians, bat now that gender bias has been exposed and is being over-
come, the task for a musicologist bent on rewriting music history s to
demonstrate Anna Maria's contributons 1o violin technique, performance
style, oe influence on compositions written for hev—in shost, how her role
as a performer affected music history. Recuperating for history another
Baroque violinist of cither sex serves (o supplement mussc Iastory, not to
change it or s methods. For gender o be ar work in the stroag sense, we
would have needed, for example, 4 disoasson of those aspects of the girk”
experience in the ospedale that contrasted with those of the musical wrain.
ing of boys in choir establishments or conservatonies, how these differ-
ences were due 1o gender ideology (aside from merely being separated
according to sex), how the differing creumstances affected their musi-
clanship, and how the music composed for Anna Maria was different from
works composed for male volinists ™

Overall, the essays in Cealss Reclaimed show how musical culture has
links with gender ideclogy in socsety, and longestablished facts about
wornen's role in society at large are shown o have affected women's par-
ticipation in musical life as well. Such demoanstrations may be putting
mumicodogy in service of a larger sttempt "o right the inequaties of male-
female relationships™ (CR: 2}, but the impact on musicology or the per
formance canon seems hmited. Because gender s used in the weal, de-
scriptive sense of becanse analyses actually show the gender factor at work
ar the social, mewphorical, or verbal level, liade progress is made 1oward
showing how gender operates in composition, analyis, perception, or crit-
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san~demonstrations that would make gender part of every musicolo-
gist's tool kic

Querring the ik The New Gay and Lasbian Musicology & announced by
its edlitors as “the firt collection of lesbian and gay masicology.”™ The edi-
1ors see the wolume as deversifying, renovatng, and rescuing tradinonal
musicobogy from its “rigud deology and hidden agendas™ and beinging
“new Insights and intustions (o the study of music™ (QF vilevidl). The an.
thology brings together a range of approaches, from reflections by les-
biars about their personal relationships with music 1o essays on composers
and sexualiey. The relevant questions here are: Do these “new insghts and
intuitons” constitute a new method that can “repovate the study of
Western music and its scholarhy discourse™ Has the comcept of sexualiny
been theorized and used as a sirong analytic 1ol that can Mumine and
transform the traditona) problems and concerns of musicology? Has our
understanding of music been advanced by foregrounding sexuabiny? Is
there a comvincing methodology that grounds a gay/Jesbian musicology?
At the outset, two essns that do poiat the way for sucoesfully inroducing
sexuality in an analytical way in musical scholarship should be noted:
Philip Breut's "Exos and Orientalism in Briven's Operas™ and Lydia
Hamessley's “Henry Lawes's Seuing of Katherine Philips's Friendship
Poctry in His Secomd Book of Ayres and Dialogues, 1655 A Musical Mis
readding?” Hamessdey and Brett demonstrase that ssues of central interest
1o all musscologists—compositional chosces in seting a poem and use of
music o delincate character—can be illumined by looking at them
through the prism ol sexuality,

Hamessley considers a setting by Henry Lawes of the poem “Friend-
ship’s Mystery,” by Katherine Philips, and xims 10 explain the composi-
tional choices made by Lawes. He chose to set Philips™s poem not as a
declamatory song but & 2 srophic “tneful song” that projects the text in
an elegant and refined way. This choice is significant, Hamessley argues,
because “Lawes didd not come close 10 expressing the depth of feeling and
strength of commitment”™ of the poem with its “implscit lesbian erotic ele-
mens” Using 2 wide range of documentary evidence, Hamessley recon-
structs the gendersexual deology of the seventeenth century (especially
about the status of female friendship), sets out the avaikable sudistic con-
ventons available 10 a composer, and angues thar Lawes was guided in his
compositional choices by an attempt “to control beshian sexuality™ (QF; 129),

Beett books at several “exotic, orkental, or quasi-onental” passages assock
ated with Peter Quint and Oberom from Britten’s TAe Tarm of the Serrse and
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A Midswmmer Night's Dream. Bren documents Britten's engagement with
Asian muesics and the appearance of gamelan or gamelandike effects in his
works and finds an association between Asan pentatonic melodic shapes
and gamelandike “oniental”™ sonorities, and erotic desire and sexuality,
Idemifying this sexual mode of masical Orvientalism allows Beett 1o pro-
vide subile psychological interpretations of the erotic desires of Quint and
Oberon.

These two essays are important bess for introducing new methodologies
than for demonstrating bow blographical, musical, textual, and documen-
tary sources can be used to enkarge our knowledge of musical works, their
composers, and their coiural contexts by taking sexuality into considera-
ton.

Despite the moded offered by these two cways, remaiming cways gener-
ally do not effectively use sexuality or introduce new methodologies o
meet the gouls of the anthology, As in Caalic Beclsimad, rany essays re-
main in a first-phase, descriptve mode. Thas, Elizabeth Wood devises the
term sapphonics o describe "a space of bobian possibility, for 4 range of
crotic and emotional relations among women who sing and women who
listen,” and uses Bierary descriptions of female voices 1o trace the history
and biographies of a besbian music. Paul Attinello presents the results of a
survey of five gay male choruses. But with no comparison 1o mixed or
straight choruses, we bave no way of knowing which features may be char-
acterstic o distinotive of gy choruses and which feansres are shared with
sraight, mixed, or women’s choruses ' Joke Dame’s essay considers the
castrato’s singing voice and its implications for casting castrato roles in
Baroque opera revivals—a subject that engages gender more than sexual
identity. [ronically, the incusion of a previously published interview be-
tween Ned Rorem and Lawrence Mass is counterproductive for the book’s
overall project hecause Rorem is steadfast in his refusal 10 discuss the im-
pact of his gayness on his music, 10 compromise his friends, or o gram a
politscal effect o music. Finally—and one can sense his exaperation with
the mtenicwer—Rorem states: “I don't think that homosexualsty is a very
imeresting subject, excape politically. . . . 1 have suffered bess for being ho-
mosexual than for belng an arist.” “"Music,” he (hatly asens, “cannot be
defined as having any sexuaality™ (QF: 110), Roremn here seems to be rais-
ing the intriguing point that perbaps composition and performsance may
mof be gendered or inflected by sexuality, '

Personal essays by Susan Cusick, Karen Pegley and Virginia Capuso, and
Jennifer Rycenga are reflections on the selation between their sexuality
and music, comingout narratives, and a lesbian poctics of composition.
While the principle that “the personal is the poliocal™ has been an inpoe-
tant ool for feminist politics, iss application to masicology & problematic.
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One recurring feature of these essans is that as personal, sabjective discus
sions, they tend toward separatist approaches that do not seem to offer a
method wable by other musicodogises.

The limiations of these essays can be seen in Jennifer Rycenga’s

“Lesbian Compositional Process One Lover-Composer’s Penspoctive,” &
lesbian poetics that outlines her “feminist reflections as a composer and a
musician” (QF: 276). Using ber own operaan-process, Rycenga describes
her attempts o subvert the uwsual composer-performer hierarchy and es-
Eablish “a noncoercive and nonpatronizing (and sonmationizng) creative
relationship™ with her musicians {QF* 277), to wnite with spedific women
and men in mined, and 1o value thely subgectivigy in a8 many ways as poss-
ble. Later in the essay, she will assocate this approach with a lesbian com-
positional process (QF: 285),

Rycenga is describing her own compositional intentions and tech-
nigues arsing from ber Jesbian sensibility and her own rewards from liv
ing out “some of the impalses of a lesbian progect™ (QF 201). But it is un-
clear how such a politics of music & chasacreristically leshian, or even
feminist. Recall that for centuries Evropean composers (male and female)
have written for specific performers and granted them varving degrees ol
improvisatory freedom, and that atempts (o undo the usual auboritarian
composer-performer reladonships were common in the lmprovesatory,
aleatoric pieces of the 1960s and 1970, Rycenga many have absorbed such
ideals from any number of musical cultures and siyles (from rock and jazz
to Inclian or Penian classical music). Nothing, of course, prevents males
or heterosexuals from shaning these ideals. Nov is it clear (without accepe
ing the most smphistic stereotypes of straight or leshian sexualbity) how
sich a compositonal approach arises from a gender system or sexual ide
ology, o how it would produce musical works characteristically fomanist or
leshian. Knowing what to do with such stated compositional intentions has
always been problematic, for such aims may or may not result i com-
pelling, interesting, and succesdful works of art; and knowledge of inten-
tion i not always relevant o the appreciation, evaluation, or undernstand-
ing of the performed work.

A danger all scholars st guard against, expecially when dealing with
topics of current social or political application, is that a commitment to
a theory, point of view, doctrine, or social goal can distort, blas, and com.
promise a scholar™s work, The pitfalls of theoretical or politacal commit-
ment in the humanities and sciences are often noted: such commitment
reverses the process of enquiry, arguments tend o demonstrate what the
theary predicts, theses are not Gipable of refutaton, alternative explana-
toms are not considered, confinming evidence i sebected and conadice
oy evidence s overlooked, and the burden of staving alert to bias
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shifted to the reador. In several essans in Quaming the Pick, this tendency
undermines the elforts to use sexuality in musicology.

The editors of Quening the Pitch face this e squarely in thels pcrfxc.
where they acknowledge the scom and resistance aroused by the “new”
mnsicology. In their defense, the editors attempt 1o mitigate what they de-
mbcauhenlmnoroh;«uomoo'ﬂm»mbymamnan “wleologi-
cal crusade’ ™ by assering that “critical or scholarly writing & alwans 0
some extent involved with self-identity and its attendant politics, no los
when it bs undeclared,” suggesting that taditional musicology has its own
“hidden agendas,” and claiming for themsehes “the virtoe over most traci-
tomal scholarship of writing from a declared position™ (QF: viii). This ar
gument has frequently appeared in the rocomt “culture wan™ in the bu-
manitles, vet it is no less a falkicy for its being widespread ' The intended
imphications of the editon” cham that all scholarly writing & imvolved with
politics do not follow——that the ideology and “hidden agendas™ of wradi-
tonal musicology and the “declared position” of gay/desbian musicology
are equally political, that there is no difference between the u:hohnhtp
arising from them, or thar declaring one’s posstion exculpates one’s scholb
arshap and argumentation,

To understand the weakness of this argument and it consequences foe
essays in Querring the Pitch, it is necossary 1o distinguish between “palitacal”
i the sense of a discipline and its scholarship baving inferred or applied
political or sockal uses (in this sense, eventhing may be political) and “po-
ltical® in the sense of a doctrine, commitment, or theory that gusdes and
directs scholarly mnquisy toveard prescribed conclusions or social goals, '
It is roe that disciplines such as musicology have principles, methods, and
vahies that guide thely enguiries and give them coberence—all of which
are often in dispute between schools or generations of scholars—and that
even schalarship thar sell-conschousdy strives toward objectivity may have
some blind spots or areas of specal interest to an investigator, But such
principles, methods, and values (what the edirors apparcntly are calling
hidden agendus) are of 2 dilferent order than adopted or declared poss-
tions,

Traditional positivist musicology and its formalist aesthetics and crit
cismm are certainly products of their tme and hune had a limited horizon
regarding the relevance of gender and sexuality, Bat scholars can work as
objectively as possible within such disciplinary lmits without being ovently
poltical, although political applicagion may be drawn or inferred from their
work. And as Toell Mai points out, it is reductive to argue that scholarly dis-
ciplines “carry aslomaric political overtones™ (1985: 85) and difficult 1
know precisely what the relstion between politios and aesthetios is, In thas
centuary, for example, the values and acsthetics of formalism validated the
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progresivism ol the lerary avantgarde, musical modermivm, and abstrac-
tion in the visval ares; yet under Soviet realism, formalism was condemned
s reactionary and counterrevolutionary, While musicological silence
about sexuality might be said 10 implicaly legitimate an oppressive socal
seatus quo, the tormalist claim that there is no relaton betwoen muasic and
sexuality may have given gy lesbian musicians in the 19505705 the abi)
iy 10 practice thear an professionally without opprobriam,

The patfalls of writing from a “declared position” are especially dhear in
the essavs by Mantha Mockus on the singer b lang, and Gary Thomsas on
Handel, In *Queer Thoughts on Country Music and kd. Bang,” Martha
Mockus adapes Elaine Showalter’s program of “feminist reading” o ar-
wempt what might be called “listening s 2 Jesbian.™ Mockus offers her own
and other Bisteners’ responses 1o several of k.d. lang’s recorded perform.
ances, but the essay does not convincingly identify a lesbian clement that
might contrast with heterosexual elements. That lang is a lesbian, that
Lng's song texts wse an “layou” mode of address, and tha gendered peo-
nouns are nearly absent in the songs allow Mockus 1o find numerous
“dyke® and “femme” references in the texes, and 10 make lesbian- and
dyke-orented readings of sangs that do not refer to either sex or sexual
onentason. ' Mockus's confessed unfamibanity with country music beads
her 1o hear a desbian, butch, or chasacteristic of lang many vocal manner-
sms that are in fact common 10 a wide range of country singers, from
Pasy Montana, Passy Cline, and Kty Wells 10 The Texas Flnboys and
oven Jerry Lee Lewis. Locating what is lesbian in lang’s songs and perform.
ances would be didfecult in any case because (a8 Mockus onerlooks) bing o
singing songs wrstten by men, and most of Laing's own songs are co-written
with Ben Mink. Topécs thar would go toward constructing besbran readings
of lang's songs are not considered: How do the evenis in the songs grow
out of or represent lesbian expenences in heserosexual o homophobic
socien? How do sexual ideologios explain what happens in the soags?'*

Mockus's approach of identifying the singer or composer with the per-
sona of the song ard the Ustener with the “you® of the text, and of peoject-
ing persomal responses onto what is “in™ the song s fraught with prob-
lems, From lrerary onticism we have leamed not o conflate or idenuly
the *17 persona of 2 lynic simplstically with (he poct (the relationship be-
tween the live singer of & song and the penana of the wext adds another
bevel of complication), 1o treat with suspicion the relevance of bographs
cal idonmation in interpreting a text, and 1o avoul projecling onto texe
personal meanings and rexponses.

At the end of the essay, It Is clear that Mockus's eflort o read these
songs s beabian is denven by ber desice 1o i kod, g and ber masic
for the lesbian community (despite lang's protest that “my music sn’t
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lesbian music® [V 269]), 10 encourge other celebrities to come out so as
to validate the leshian community, and 1o confront homopholia in the
popular musc indusary. All of these are valid social goals, but neither our
understanding of lang's music and her place in counry music nor the cre
aton of & music criticsm that is sepative to sexiality s furthered, No one
worlld deny thae a lesbian listener may have such personal responses or that
sharing them may senve to make a gay /lesbian voice heard n musicology.
But difficuliies arise when personal responses are offered as onitical read-
s that hope o speak 10 the musicological interpretive community at
large. Instead of renovating musicology, readings arising from singhe
polnts of view are ikely 1o result in a Tower of Babel.

Another example of the declared positon Jeading astray and compeo-
mising scholarship & Gary C Thomas's *'Was George Frideric Handel
Gan? On Closet Questions and Cultaral Polities,” When delivered at the
American Musicological Society meeting in Oakland in 1990, the paper
bote the subtitle “"And Why the Question Matters.” The “why™ has kess 10
do with biography than with sexual politics. Thomas tells us his most im-
portam goal i "o have remaoved the question rom the doset . . . 0]
where it can be pursued openly and without dread™ (QF: 181),

For Thomas, it & useful to have a gay composer:

Fiest, because a guy Handel functions at the political level 1o address
and legitimate the urgent project of “gay history,” . .. And second,
because an (admittedly and unapologetically essentalized) gay
Handel respands 1o the terms in which the struggles for gay bbers-
thon are being waged at this {our}) moment in history. . . . In these
venues, “gay Handel™ will be something of political use. (QF 181)

The attempes of Handel's biographers to apologize for his bachelor statas
(which Thomas elevates into “homaosexual pansc®) generate Thomas's
hermeneutic of suspicion and convince him that Handel's biographen
must be hiding the same secret. Thomas interrogates every piece of ovi-
dence uniid bt can be read as referring o Handel's sex e or implicating
homaosexuality,

Thomas does believe that “by the preponderance of the evidence”™
Handel was a “gay man.” The exwensive contemporary evidence adduced
by Thosnas s gren his argument a measure of plasdbiliey. However, o we
accept Thomas's challenge and consider his argument “openly and withowt
dread.” we find there bs very lintle direct suppoet for it Now, it is a facoual
question—one that poststructuralistinspared' ierrogation of ambiguous
passages by Handel's blographers will not answer—awhether Handel was
clfeminate, partcipated in homogenitl activities, and defined his sexual
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Mentiay in terms of erotic desire toward men. For this, Thomas has no di-
rect evidence and instead relies on undocumented ancodotes, imphica-
tons derived from selected evidence, or tendentions interpretations of
ambiguous statements by bsographers, Thomas operates with a selfsening
double standard. He accepes uncritically statements that serve his argu-
ment, interpeets ambigoows sascments to imply sex, and dismisses or ar-
gues away evidence that contradsces his argament {often relegaved 1o end
notes). For example, the statement that Handel refused “the highemt
favours from the fairest of the sex™ because he didn't want 1o compromise
his personal independence is unproblematically asumed by Thomas to
mean Handel refused “sexual relations.™

As a warrant for the need o rely on imerpretxtion and specalatson,
Thomas refers to the lack of docamentation abowt Handel's personal Ble,
But in facy, in comparison 10 Purcell or Bach, for example, there is a large
number of contemporary accounts by Handel's friends (including peers
and rovalty) that describe his quite active social Be and apparent enjoy-
ment of the company of women. ™ Nar were all cighteenth-<century com-
mentators uncasy about Handel's private life; one manuscript source
claimed that “He loved, but his Amsours were rather of short duration, al-
ways with[in] the pale of his own profession”™ (Smith 1924: 795),

The erm gay is Thomas's shesorical sleighe of hand o put Handel o
the usable past of the contemporary gay community. For a number of rea-
sons, however, scholans of the history of sexualiey have shown it is inappro-
priate to use goy in the context of cighteenth<century male sexuality (the
Hierature s summarized in Hischcock [1997: 58.75]). English men who
had samesex sexual partners were called “maollies™ or “sodomites,” and we
have contemporary descriptions of their distinctive subcultural practices
(Noeton: 1992), Based on salable evidence, though, Handel dad not be-
long 10 this subcultare. Moreover, Thomas fails o distinguish the honso
socklity that characterizes much cighicenth<entury public kife from mod-
e homosexuality: and much readily available information about Lords
Burlingron and Chandos, Alexander Pope, and William Kent would dispel
the fiction of the homosexual arcadian retreats that Handel supposedly
frequented i Brtan.'® In shon, Thomas pracoces a torm of ahistorical
escatialism that is condemned elsewhere in the scholanship of gender
and sexuality: a normal, masculine Handel would bane been manrried, and
snce he wis not, he must be suspected of being gay.

Owerall, Quarring the Pisck does not go far i fallilling it editon” clims
for trandorming musicology and forging a new gay/beshian musicology.
With the exception of those by Brewr and Hamessdey, essays do not present
historical and entcal isaes that can be explored by a strong, analytic
comcept of sexwality. It is difficult to see how the personal essays can be
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extended 1o a usable method or can produce compellng msights on muss-
cal works; and, to the excent that personal csays speak primarily w the
gay/leshian community, the cssays may—as feminists had feared about
wormen's studiestronically further marginalize the scholarship of sexual
ity. The fundamental issacs that would create o lesbian /gay musicology
have not been purssed systematically in the volume: Are there musical
styles, an aesthetic, or ways of listening that are characteristic of homasex-
uals? Is there a hissory of gay/lesbian muasic, genres, or styles? Are there
candidates for performance repertoires and the histosscal canons»

Narrative in Sosata Forms

1 have saved for separate consideration a pair of exays, one from cach
volume: Marcia Citron's “Feminist Approaches to Musicology™ ( Ceailia
Reclaimed) and Susan McClary’s “Comstructzons of Subjectnity in Schu-
bert's Music™ (Queming the Pitch), which are the most ambitious attempes
b0 1me gender and sexuality in analysis or iserpretation of nstrumental
music, The arguments in both essos have the ring of Bamilanty and plas-
sibility from thelr use in other disciplines by feminist or poststnscruralise
critios, but are ulamately uncomincing in their application to music,

To create a feminist musicodogy, Citron believes she must dismantle the
paradigm of musical astonomy, and she posats “the abslity of Western an
music 1o reflect and construct social meaning and relationships™ (CR: 16);
this attractive bt snsupported ssumption seems required so that music
can reproduce the feminist master-narrative of the social construction of
gender and power relations that have suppressed and marginalieed
women. These social Bacis we know, but a comvincing demonstration of
how pleces of music contribute o this conseruction is lacking. * Citron ar
gues that the sonata form or sonata scsthetic—wath ity oppositional, firse-
theme (masculine) /secondtheme (feminine) pattern—"privileged the
mascualine”™ (CR 18) and “encoded gendered structures that reflected and
comstructed relationships of gender and power in Western society”™ (CR:
16). mmimodﬂthxﬁmaddummmenpbontdacdpoomo(
sonata-forms themes and their relations froen texibooks by Marx, Riemsann,
and DIndy, as well as modern thearists, Gitron intorprets those doscrip-
thons o concur with presadling gender stereotypes.

Yet, if we comsider the number of nineteenth<entiny sonata move-
ments that are at variance with the masculine/feminine pattern (for ex-
ample, those with instlal lyncal themes or those whose order of themes is
reversed in the recapitulation), the case with which cven contradictory ad-
Jectives can be applied o a theme, and the difficulty of categorizing moss
musical themes at all, we will realize the generalized pactemn loelf is an in-
adequate alwiraction of the myriad sonata forms composed over sanse 150
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years. Citron and the aited theorists demonstrate bess how gender reka-
tioms are veflected in sonata form than the persistence of the ancient dlas
sical grammatical uadition of categorizing nouns and cadences as mascu-
ine and feminine and its modern application to musical themes. We have
a confusson of categorics: the gender ideclogy (about which we Lnow
independently of music) is something that is applied in an allegorical or
metaphonical relatonship 10 an absiraction about sonata form, which -
self has omly a tenuous relation (o actual sonata movements. Not theorized
or demonstrated is how gender ideology ocours ln individual sonaea move-
ments (in the same way gender ideology can be expressed in the plot and
events of an individual novel or film) or how audible musse constrsces re-
latosships of gender and power in society,

Susan McClary's “Constructions of Subjectivity in Schubert’s Music®
achieved a swoeix de scandale based on public presentations. ™ The core of
her essay s an interpretation of the second movement of Schubernt’s
“Unfinished” Symphony as representing a consvnsction of male subjectn.
ity that differs from the paradigm set by Beethoven, such as in his “Eroica”
Symphony, where "a self strves 1o define identty through the consolsda.
Bon of cgo boundarics™ (215}, Schubert’s treatment of the themes offers o
“counternarvative,” in which there is "an open, flexible serse of self ™ and
“identitnes are caily shed, exchanged, fused, and reestablished™ (223),

A myriad of unexamined theoretical problems seems o arise with
MceClany's interpretive sirategy, On what basis do we assume that themnes
in movements do represent human egos, selves, subjects, or subjectivities?
How do we detenmine whether the subjecunity construscted is male or fe-
male, homo- or heterosexual? Whose subjectiviey is constructed? Schue
bert’s own, a Botive subject presented (n the work, or a typical Bieder-
moier male’s? How did a sonata movement participate, as McClary
suggests, in “shaping notons of gender, desire, pleasure, and power in
minctcenth-contury culture™ For example, how, upon hearing the “Un-
finished™ Symphoay, did a2 male listener recognize as perunent 1o hime
and intemalize—the affective musical pattern into his sexual /subjective
idenciry?

The interpretive nasvatives of Citron and McClary ultimately depend
on the Exct that the musical material in 3 sonata movement B so varicd
and full of contrast, so capable of different and ambiguoas verbal descrip-
vons, that 2ny sumber of equally plausible (and therefore irrefutable)
constnx tions of gender or subjectiviey can be atirbuted 1o & movement. =
Although now speaking in terms of “namative,” “coding.” “idendty,” “mod.
cls of made subgectivity,” and “articulations of suljectivity,” both writers are
inventing and progecting verbal programs, allegories, or extramusical
meaning onto instrumental movements, a peactice long questoned. The
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uses of narratwvity in both essays are subject 10 the critique by Jean Jacques
Natticz, who argues that “the rarrative, stricth speaking, is not in the muo-
sic, but in the plot imagined and constructed by the listeners from fune.
tional obgocts. . . Amy description . . in tevms of narrativity is nothing bat
superfluous metaphor™ (1990 259.57).

Any interpretation (or even statement of Laxct) depends 1o some extent
on some theorctical basis or presuppositions for its meaningfuliness; and
Cirron and McClary are taking for granted what needs to be theorised and
demonstrated. Their gendered narratives and constructions of subjectiviey
in sonata movements will lack meaningful content or relathon 1o pseces of
music untd we have an adequate theory of meaning, gender coding, and
construction of gender and subjectivity in nstrumental works ™

Whar gusdance about using gender and sexualiey to trassform musicol-
ogy can be drawn from art, literature, and history and the essays in these

anthologies®

1. Friednch Nictzsche posed the peovocative question, “Would any link
at all be missing in the chain of art and scence if woman, if the works of
wornen were missing?” (1968: 432). The anvwer was obvious to Nietesche,
In our day, recovering the contributions of women to history has rans
formed the content and methods of history as well s the universiey cur-
riculum. ™ But inserting the works of women as “links in the chain of mu-
sic history™ seems far more difficult and challenging. Inclusion of women's
or gay/Jesbian music into the performance or historic canons could be
based on acsthetic or technical merit, siylistic or compasinonal Inmova-
o, or 1y influence on the coune of music history, Yet even though some
musical works are discussed in these anthologies, esaluation seems sto
diously avoeded; o works are advanced a8 worthy on any of the above
grounds for inclusion in either the historical or performance canons.

One way of eflecting a shift in musicology and a rewriting of mussc his
sory, then, would be the introdsction of new works by women or gans/les-
bians into the historical and performance canons. But as feminist crines
and historians have noted, it Is not effective merely 10 enlarge the canon
oF 1o create new grosips o study,

2. 1If music history and musicology are to be sigmifhcantly affected and
wanstommed by the introduction of gender and sexuality, the concepes in
their stromg, anahtic senses must be wsed to answer central and rigorously
framed questions about criticism, interpreation, and evabuation of works
of music. ™

3. Several writers in the anthologies have emulated art and hrerary
scholarship in attempaing 1o interpeet masse as a culural object that reveals
power relations and gender and sexual ideclogy.™ Tostrumental music, of
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course, poses special obsiacles because it lacks the semantic coment or
symbodic smages of litersture and visual ant. We know about ideology of
gender and sexuality in cultare an Barge: but a satisfactory theary of how or
whether works of music (aside from their literary texis) construct and re-
veal gender, sexuality, and subjectvity needs 10 be set fonth. ™

4. Concerms with gender and sexuality hane oreated an ontré for new
approaches 1o music criticism and interpretation, especially for critical
strategies adopted from possstruciaralisen, Granted, traditional musicol-
ogy has attended little to principles and methods of interpretive criticism
of music, yet it Is counterproductive 10 base new appraaches of interprets-
ton on practices that have long been onticized or rejected in literary the-
oey and aesthetes. A long tradition of philosophical enqguiry into bsues of
musical meaning, representation, and semiology could be wed to clarify
problems of ascribing meaning to instrumental music.

The inroduction of gender and sexuality has enlivened and enriched
art hissory, literary criticem, and history, Yet in comparison with the work
done in our sister disciplines, the esays in these anthologies suggest thas
many methodological and concepeual problems still need to be addressed
anel overcome if these concepts are o successfully engage central con:
cepts of musicology and increase our undenstanding of music,

Netes

1. Jodith Shapiro nows thar “soadvieg women”™ designates a chass of female obs
Jects rather than “an analytic category.” “Tt s mmportant o wrew,” she continues,
“that our subject is Dot ‘woenen” (o, for that matier, “men’) as groups of individo
als, bua rather gonder as an aspect of social kdensiny™ (1USE: 448),

2. Clasie discusions are Stoller (1965 vis-x), Oubdey (1972 158-72), Ascher
and Lloyd (1982 21-22), and Butler (1990 6.9, 3635 111<15); on confusions in
uses of the rerm, see Shiach (1994) and Duchen (1994 a reviscomine challenge has
been proposed by Delphy (1993).

3. Scot notes how descripane apgronchies are limited because they “do ot ads
dress domminamt disciplinary concepes,” or at beast not “in terms that cam shake
their power xnd perhagn trassfocm them” (1986 1065).

4. The concept s then functoning, as Sendra Farding pots it "as a theoretcal
wategory, m the anahtic tool taroagh which the divison of socal experience along
gender lmes vends 30 give men and women differens comceptions of themselves,
their actnition and beliehs, and the workd around thess™ (1985 51), Joan Kelly-
Gadod shows how women's histoey has had theoretical smplicatsons foe hissorical
srodhy in general (1976: 800-10); and similarly for literary sooadies, soe Bavm {1090
106-11).

5. As James ¥ McMillan notes, “A sure way 00 keep women's history in the
ghetlo is 10 treat it as an exercise i “hentory’, relating hintory from a pusely
fermale point of view”™ (1988 746). On Badations of recuperation is an hisory,
seo Comsma-Peronon and Mathess (19687: 327),
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6 I toren of feminist theory, the volume s rather consernative aaud seoms w0
lag beband an histony. Many recent aspecs of feminist and gender Sheoey (expe
clally the imgact of poststruceuraliom and French femines theory) are mot ex:
plored, and bosses of sevslity and lesbianiem are onh mestioned tvice in pasing
i the edivees’ introduction. By comparisem, see Pollock (1955) and Beonde and
Garrard (1992),

7. Miller's percentage may be oo the Jow side; her inventoey of companitions
and compencrs omits, for instance, five ocigisal compositions by Alice Hawthoene
thae appeared i vols, 37 and S5 (1860) of Framen s Magavine, one of the maga-
nocs im ber survey.

. Miller's thesis is precisely what femisint theory woudd predice, but on the ba
sis of ber presentation the explananion does not seom adeguanc,

. The gondered natere of the repertoire s complicated because such mnical
genres also bad venwes cusside the bome, as well as the face thar males pressamably
were at Jeant past of the andience for, and perfarmens of, such music, Magazine
sonsic docs not represent the full rnge of musscal experences mailable 10 women
as composers o performers; more advanced muskc was wvaillable for moee shilled
women saxicians to porforse and for women o lsten 10,

10, Similar rescrvations about the Bookdength version of the sody (Baldauf
Berdes 19930) were noted by Robert Craft ( 1990: 58),

11, Thant in, there are no control groups of non-gay/ledsan choruses, as would
B expected in a study in the navural o social soictsces.

12, Cathawine Ssimpson’s question abowt Seramire can be tramsposed 16 music:
“Does the act of writing not b asery Al biodogical and social distingtiom in the
crucible of the imaginamson? Does wisting ool tansmute Lnguage into Beerabure, a
workd in which men and women might dwell ss woequal characiers but b never
thedess a seleogulating world in which men and womsen dwell equitabdy s read-
ersd” (1992 262). Althonngh Virginka Wooll elsewhere wriles than & wessan's wriling
» abayy—cannot help being—femimine, her description i To the Liphtbonse of
Lily Briscoe i the act of paintiog suggeses 4 coeative act that &8 least mamengarily
ranscends gendern: "She ok wp once more her oM painBog position with the
dim cyew and the dbwent-ainded manmer, subduing all her impressions as a
worman o somcthing mech more general: becoming cnce more under the power
of that vislon which she had seen chearly once and st now grope for among
Bedges and houses and mothers amd childres—her picoare™ (1064: 62),

15 David Beomwich traces the argument back 10 the 19605, when one began 1o
hear that “all choices are political choices, that every mtcllectumal intorest serves
some sockal end. The suggesson of these axioms was that the disshdent schodar
who declared bis o hor serviceability abways stood on higher ground than the "de
nlevested’ scholar whe held affSlation in reserve™ (1997. 221).

14, Om the distincoons, see Scarle (1990 36-37), Fub (199% 50.50), and Filis
(1997: 14)-44).

15, The sest of oritcm & wsoally hos well it leads a Bew reader 10 sce more
= the work. | cam only report that after repaeased hoarings of the songs, | lound
nothing o suggest a besbian scenatio or dialogic i the songs. Bn Gact, lookiog for
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such made the lack of sexmlly specilic references in the songs all the mose ev.
drmt,
16 Suggestions for what might count s beabien musse criticism can be gleaned
from the writings of Bonnie Zimmerian (1981 and 1991).

19 1 ke @ a symptom of postsracturalism Thoman's wewillingness o distin.
gunh Between interpretation of pasages from Hasdel™s later biographen and our
evidence about the hissorical, emplrically sdenadied Handel

15 Numerous accounts by Handel's friends (including Mre Delany, the Hagriy
Laesidy, sl the Ear] of Shaftesteary) are reprinted in Deutsch (1955),

19 No mater whas may have gone on at the acadian academies that Handel
pasticipated in while in baly, the English Canoos, Buslingtoe House, and Chipwick
Villa were not the raral, arcadian, malecaly, homosocial retreaes that Thoessas
Imagines thes. Ganons and Burlingion House were urtan palasial homes with
large household staffs; Chiswick Villa (not built wntil 172526, bong afser Handel
had beft Besrlington's cmploy) was not a residence (Buslingtoe and family actually
lved at 2 neartw home In Chisack). There bs no evidence thar Willlam Kent was
homosexual (the sonrce citod by Thomas ha no documentation); Kene did moq
live with Buslington most of his life, he mamuincd 2 bosse in Loadon, and he
seomas 1o have had a mistress (see Wikion 1984 87); and both Lords Chandos and
Barlington were magriod. Thomas mentions, Best tries to angee away, documeniod
rumorn tat Handed had ssoiresses. Thomas is quite correct about how ssatters of
sexualiey and gender swirled around Talan opera (see MecGeary 1992), baat the
rabid, homophobic, xenophobic discoune agains lalian opers in general by »
handful of Englah moralives must pee be comfused with the actual opera comga-
nbes, Jec abone Al persons assocksied with them.

20. The contrality of those baues i oxablinking 2 gn/leshian muscology can
be suggpesied by paradlels 1o Sfemindm. As Patrocknio P. Schiweickan aed Elirabeth
A Flynm stane, "Caneralizamon s cssential 0 thoory formation: if we wish 1o exam-
ine the wmplicatsons of gender, we ma assume that there is wese common
grousd in the experience and penpectves of differes Kinds of women that seu
women apant from men. The same o e I one Is concermed with articulating the
implications of race, claa, or sexual oelentation” (1986 xili-xiv), See abo Annctie
Kolodery (1973).

21 1 bs cenainly true thas elgheenthe and mincicenth<entury sonaa lorms
were written im 2 patdarchal culture and overshedmangly by made compeooers; bus
one st avokd the cum koc, age gropder Ao Ballacy tha assseses there is a cmsal re.
Lassom beoween the two (thas b, the Fact that 2 sasdcal work was created in a patrk
archal society is ot sufficicont 10 cladm it conbodies and perpetuates sexist belicks).

22, An account of the Ballout after the essay's Brst paibdic reading (whon it was
tithed “Constructions of Sexuadity in Schubert’s Mudc™) can be found & McClay
(1991), where the easlier version is prisned. See also J9h Contury Musie (1993).

25, The objection here that muical movements allow sumerous, pon.
oneradiciony interpretations is Elforent from acceping multiple interpretanions
of 3 Bacraey work becanse Carom and McClary go bevond interpretation 5o make
spparently empinical elaims abowt the relation of music w0 geswder or sexual
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Meclogy and the sacul cffects of strumental muc and i representation on so-
ciety. Citron sates that the gendered pattern of sosata foem “acted 1o reinforce
and reconstract the gendered ealogy in Western society an harge”™ (G0 22),
whereas MoClary stases that “music participased i shuping motions of gender, de-
are, plessure, and power in piscteenth <ontury cultuse™ {QF 228),

24, As 2 warmant for ber approach, McClary accepts reactions of her soadents
and nincseenth<century enticism that characterises Schubert’s moic a feminmne
—but withows any attempt to Lo how meaningful vach interpretation sy be.
Problemanic s both Cirron and McClary bs the fahare 10 historkciae the ©
of masculinity, fessiminity, and sbjectivity. Catrom's gendered hbeling of themes
reles on the simplistic and ahisoric stereotyping of genders that has been cris-
cued i other gender scholarship. Also problematic & the apgarens foegeting of
the lossons of poststructuralivm——or example, McClany's willingnes 1o proceed
i a musical woek is an unmediated representation of & social realiny and that we
ewenuethcentury crizies can unproblematcally discern what it is that is repre
sensed or constrscted

5. For an clegant summary asd rationsde, soe Nusbaum (1997 186.221).

. As Philippa Levine notes, not all books about women comsatute feminist
hastory; some sy not “at all wep out of imcllecnsal traditions inimical, & the final
aralyss, 10 the challenge & feminist perspective olfers” (1991 460-61).

7. Underpioming these approaches are rejoction of the musical fonmalsm os
auonomy that have dominased rocent mmmic scholanhip and the adoption of crin-
cal strmicgies adopied primarily froes povtstructurslises. The antSformalist ap-
proach seems 30 be adopied moce as & pustificason 1o kesert gender and sexuality
o msical discoune than as a theoretical demonstration thas mnic does conmwy
mcansng like other culiural peoducton.

T8 A closic discussion of how these processes work in lierature |s Fererley
(1978),
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Revsesced by Stephen Blum

During a panel discussson at The Ohio Saate University shortdy after the
collapse of the Soveet Union, a distinguished Russian composer contrassed
the “static” and “dangerous” Fast with the “dynamic™ Wesz, voicing an un
qualibied preference for the Bitter. Hearng this cliché once again set me
to thinking about the endless chains of intimidation whose force can be
sensed each time that members of one group declare themsehes more
onilized or more modern-—in a word, more “Western"—than members of
another, 1 remembered the opening scene of the novel Al ead Nino (frst
published in German in 1957 under the psendonym Kurban Said), in
whach a geography teacher in Bako informs his class that "it s party your
responsibility as to whether our town should belong w progressive Europe
of 1 reactionary Asia” (Sasd 1972 1), Such exhortations are the sl of
whach dramas and stories (including music histories) are made.

To what extent, if at all, can people speak about their cvilizaion with-
out apposing it o some “less anvilized” configuration? Coubd we imagine a
modern musical life from which representations of an exotic, pre-modern
musicality haed been expunged? Not as a viable project that might engage
our energies, it would seem, even if the complaines vosced by musicians
who have found themselves cast as exotic others were to elicie sore svenpa-
thetic responses than thoy hanve so far, The USSR was but one of the many
twentieth<entury seates in which anltudes oward perceived tensions bes
tween dynamism and stasis (and betwoen comtens and peripheries) were
articulated by composers and performers.
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Richard Taruskin opens his study of various circumstances in which
Russsian msical practices have been interpreted through a “myth of other-
ness” with a string of twelve verbs: the "air of alterity” sustalmed by thas
myth has been “semsed, exploited, bemoaned, ascried, abjured, exagger-
ated, minkmized, glorificd, denied, reveled in, taded on, and defended
aganst both from within and from withowt™ (Tanadin 1997: xiv). His s
tence would apply equally well 10 many other sets of circumstances in
whach mumical practices hune been treated as “other than Rilly Western™ or
“not altogether modern®—including, of course, the situations of maost
msicians in the non-Russian republics of the Soviet Union (sce further
Frolova-Walker 1998). Alterity spreads quickly, as the exotic others of one
group find or imvent their own “otben”

Levon Hakobaan's critical survey of Muse of the Sooset Age, 19171987
containe more than a fow expresions of the author’s disatisfaction with
current Western evaluations of Sovict composers. Here are three. The mu-
sic of Shoseakovich “is sufficicntly popular throughout the world 1o satisfy
our selfrespect, if not [for us] 1o forget a somewhat neglectful attivde
dusplayed by the sumne woeld towards some of his highly talented con-
fréves™ (15). “It seems that Western audicnces, tired of avantgarde and
post-msodening trends of every sort, have found in [Galina Ustvobskaya's|
art some important fresh quality—perhaps, a kind of “new simplscin’ hay.
Ing s ongins in some fervent, almost barbarian religion™ (245). “Manbe,
with the next change of musical ‘mainstream’, the great world which has
already appeeciated Ustvolskana will pay some attention to [Boris] Chay-
kowvsky as well™ (245). Hakobian articulates his own judgments of com-
pessers and works all the more forcefully inasmuch as he sees both predis-
position and incentive for listeners inside and outside the former Soviet
Union: 10 misinterpret the best of these works, In his view, music becune
the ideal medivm through which humans could, and sometimes did, at
tain a true undensanding of their predicament under the various Sondet
regimes, He laments the replacement of belief in “the artist as the bearer
of some higher knowledge™ with what he sees as a posaSoviet “reluctance
1o undertake really worthy creative tasks™ (352-55),

Hakobian offers several descriptions of artistic progects be considers
“really worthy,” using a vocabulary that readers of Tasuskin's stsdy will
quickly recognize. Hakobian praises the Armenian composer Tigran
Mansurian (b 1959) as "a devoted champeon of the genuinedy national
msusical heritage”™ of Armenaa (305), The creation of “radically new mod-
els of native musical idicans, more personal and better adupred o the re-
quirements of the contemporary international audicnce™ (299) is an
achievement he credits (0 Mansunan, o the Georgian Giya Kanchels (b
1935), and w another Armenian, Avet Tererian (1929-94), whose woek
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exemplifies “the contemporary Europeaniced artist’s ambition 1o revine
the decpest, the most archale layers ol his genetie memory”™ (302). In his
most sucoosful compaositions, Sergey Slonimsky (b, 1932) drew upon his
“contaces with the mast authentic, aboriginal serata of Russian peasant cul-
ture, which hacd passed by the atention of the majority of his colleagues”
(327).

The tevms in which these judgments are couched—"genuinely national
heritage,” “radically new models,” "genetic memory,” “most authentic
srata"™—are fundamental to Hakobian's undentanding of musscal oreativ
ity. He s well aware of the changing criteria through which “aubenticity®
s recognined, which he attributes to the variable responses of composers
1o the problems confrontng them at specific tmes and places. None-
theless, in describing the problems and rosponses he repeatedly invokes
such abstructions as “the very nature of orlental mussc”™ (140) and “the
genuine archetypes of Russian music™ (326), These abstractions provide
stable frames of reference for his evaluations of composers: Hakobian's
approach 10 the writing of cultural histosy coenters on narration of exem-
plary lives. The underlying dramatic sitvation remains the same: a com-
poser struggles 1o reconcile demands of the modern world with truths that
many of the compaser’s contempararies would prefer 10 suppress.

One such caroer is that of Aram Khachaturian (1903-78), who, accord-
ing to Hakobian, attempeed “a really organic synthesis of the native
[Armenian] heritage with the esablished European prinaples of mould-
ing harge instrumental forms®™ (158-39). The rerms of the problem were
imposed upan the composer, whose gifts did not prove fully adequate to
the tsk; Hakobian finds that his “large symphonic fomms . . . oaly wo of
ten are rather Joose and badly connected™ (141). Weighing the strengths
and weaknesses of Khachaturian's work should have helped “his younger
colleagues 10 advance towards more organic forms of bringing the cul-
twral siock of particular nations together with the achievements of the 'bag
world” cubtsre—and, this, 10 rise above the “base line” of writing, o create
some spiritual values of broader imporance” (145). Hakobian's rhetaric
scorporates appeals thae were addressed 10 several generstions of readers
sharing an interest in musical development throughout the USSR

Hakoblan has linle to say about musie in the Musdin repablics of the
former USSR, since “only in Azcrbadjan and, 1o a lesser degree, in the
Northern Caucasus and the Volga region, the tendency of combining na-
tive melodic material with imported means of in development has
broaght 10 [si] richer artistic results™ (122). Despise the title, be is prima-
nly concerned with Russian music and especially with Shostakovich, 1o
whom he devotes almost a quarter of his 325page essay. For Hakobian's
purposes, the exemplary life par excellence s that of Shostakonich, who
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Became “a great tragse ancd symbolic figure”™ after having emerged in the
19205 as the “most prominent champéon of the [musical] “avantgarde’®
(76),

In I5 pages of absorbing interest (76-90), Hakohian interpres
Shostakovich's fist opera, The Nowe (completed in 1928), as & work thas
squarely confronts and dramatizes an “overpowering sensation of a pre
posterous fissure that cuts the umiverse”™ (89). Hakobian hears three simul-
raneous “plots” in Shostukovich’s score: a sequence of “genre cancatures”
lnked 1o the scenes rather than 10 the actions of Gogol's story; “recitatine
with short arioso fragments”™ for the main narrative; and ostinato figures in
scenes that develop 2 deeper, underlying concern with “persecution, -
miliation, and the massacre of a victim™ (86). Hakobian's remarks on The
Nowe maay stimulate funther anention 1o contrapuntal juxtapositions of
multiple plotlines in other compasitions. He sees the opera as one of the
founding works of what be calls “the ‘gonostic’ branch of Soviet music”
(89), which cubminated in the music of Edison Demisoy (1929-96), Alfred
Schninthe (1954-98), and Sofix Gubaidising (b 1951),

Hakobian adamantly insists that “no musical ssmbol is adequarely trans
laable o verbal lainguage® (58). This posidon places him in opposition
to several interpretations of Shostakovich's music that Jean on remarks ar-
tributed 1o the composer in Testimony. The Mewors of Dwitry Shestakowch, a1
redated to and edited by Solomen Volkow (Volkov 1979), Hakobian finds partic-
ularly hassh words for the explications offered in lan MacDonald’s The
Newr Shostahoovch (1990), which in Hakobian's view transform the fruits of a
great composer's musical thinking into prediceable and uninteresing ex-
pressions of political dissidence, Hakobsan s more concerned with this
use of Volkon's book than with the unresolved issue of the extent 1o which
the book derives from conversations held between Shostakovich and
Volkov during the vears 1971-74. Hakobian s not about o exchange his
exemplary life of & gnostic for the portrait of a steadfast dissident thar
MacDomald extracted from Volkon's work,

MacDaonald is one of the principal contributors 10 Shastakesvek He
conndered, a collection of disparate maserials assembled with the avowed
purpose of defending Volkov's account of his role in the preparation of
Testimony. In his preface 1o the English versson of Tatimony, Volkow (1970:
xvii) claimed to have organized the shorthand notes made during his con
versations with Shostakenich and shown them o the composer, who sig-
naled his approval by signing the first page of cach chapeer. Before the
book was publsshed, Volkov may or sy not have known that seven of his
cight chapters open with material that, as Laurel E. Far pointed out in a
review (1980), had already been published under Shostakanich's mame. I
Valkov had not already poticed these striking resemblances, he ought o
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have thanked Fay for, in effec, belping him 1o catch up on his homework.
Sarely a snsation in which an astist, whale dactting memoins (0 2n amana-
ensis, recapitulates long passages from earlier articles would have war.
ranted comment, and one might expect & musscologist working closcly
with Shostakovich during the years 1971-74 10 have looked at the colbec
tion edited by Danilevich (1967), in which four of the passages in question
are reprinted.!

Far's entirely pertinent questions, along with other expeessions of skep-
tictsm regarding Volkov's account of the book's genesis, are termed “une
Just critscisen” by the oditons of Shomtakboick Reconsidered, Allan B, Ho and
Dmitri Feofanov. They have responded by scnpeing a mock-trial in which
they crossexamine Volkov's eritics (46-237) and argue a case in his de-
fense (Z38-98). Any judge who inssted upon cwility in her courtroom
would repeatedly sk Ho and Feolunov 1o refrain from the vituperatne
language of which they are so fond. The unsupportable charge that “Fay
has boen content to regurgitase material handed 10 her on a Soviet pla.
ter”™ (287) is but one example of their addiction to language that ap-
proaches the defamatory. Authors who are in 2 position o present a rea.
soned argument have no need 10 cook up such fantasics, Nor do they
need 1o ariclze positions that no one has advanced, x lan MacDonald
docs in the long coda with which the book concludes (643-723),
MacDonald evidently labors under the delusson that Richard Taruskin,
among others, has tried “to resuscitate the old “official” versson of Shosta-
kovich™ {721). Just as Ulysses S. Grant claimed 10 recognize only two
tunes, one of which was Vanker Doodle andd the other of which was nog,
MacDonald's worldview allows for only two “versions of Shostakovich™ his
own Nimo Shastakonvich wisd Al others, Jumped together as “the old “offscal’
version.” The fact of the matter is that admirers and detractors of any ma
jor creative figure inevitably produce multiple verssons of the life—aone of
the criteria by which we may recognize “majos™ figures,

The mast interesting portions of the Ho and Feofanon collection are
the articles and interviews placed between the mock-rial and the final dia-
tribe. Shostakovich as a public speaker is vivadly evoked in Viadimir Zak's
comtribation (#95-506), which may canse some readors to remember that
the Russian wext of Testimony remains unpublished and cannot be com-
pared with the sovle of Shostakovich's Jetters or with memories of his
speech.? The editors, 1o their credit, hanve incduded contributions that dao
not fully support their own positons. While some of the ditferences are
canly resolved, others are not, Both the cditors (195) and Tumothy L,
Jackson (632-33) szate that the finale of Shostakonvich's Fifteenth Sym.
phosy opens with o quotation [rom Die Walkdr, bat Lev Lebedinsky accu-
rately identifies the source of the quotation as Gatterdémmerung (477),
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More problemanically, wo Bluserate his thesis thar “programmes of dramari.
cally conflicting ideas™ (480) can be identificd in Shostakovich's sym-
phonies Lebedinsky imerprets the Eleventh Symphoay (first performed in
1957) a» a protest against the brutal deplovment of Soviet troops in
Budapest, hence "a product of the antitotalianian kberason movement
im the USSR™ (475), The distinguashed theorist Lev Mazel” takes issie with
Lebedinsky’s insistence on forcing “the disparate elements of the work
into & sngle Encar condusion™ (4849). Marel' saunses thar the Elevenh
Symphony, like any work of musical art, is “multi-ayered and multipartiec™
(454), coabling bseners 10 coordinate references o more than one se-
quence of events and ideas,

An unbridgeable gap separates Mazel's approach 1o music analysis
from that adopted in Timothy Jackson’s study of "Dmitry Shostakovich:
The Composer as Jew™ (597-640), which offers sill another portrait of
Shostakovich as an exemplary figure, Jackson s pleased 1o have discovered
“the rosetta stone 1o mtertexcualicy in Shostakonich™ (600), namely what
he sees a an Sirrasonsd sclfidentilficaon by a noojew as a Jewish com-
poser” (509), Jackson's evidence consists of a group of musical figures he
regards as quocations and allusions, and his argument depends on the
“unequivocal™ meanings be assigns (0 these figures. The Bexibality of his
criteria may be Mlusirated by his clabm that the famous D-Edla-C-B
("DSCHT™) motive is “the same tetrachord™ that serves as the subject of the
initiad fugue in Beethoven's Csharp Minor Quartet, op. 131, "bat with the
boundary magor third expanded by 2 semitone 1o a perfect fourth™ (602),
By the same reasoning, Jackson might just as well have posited an equiva-
lemce between DSCH and BACH, with the so-called boundary major thied
(actually a diminished fourth) “contracted by a semitone 0 a minor
third.” He chase the Beethoven subject in oeder to claim that “Beetho
ven's classical language s given a bitter, “Jowish™ twist by Shostakovich”™
{602). The confidence with which Jackson ansounces his discoveries
sectis excessive, given the number of tenuous links in the chains he con-
structs,

Another work in which an amhor finds what he is looking for in Shosta-
konich™s masic is Danid Has's study of Lemingrad's Modernisty, a revivion of
his 1989 University of Michigan dissertation. Haas considers writings of
Boris Asaf'yvey and five works by three componers: the liest two symphonics
of Shostahovich; the Nonet op. 10 and the Second Symphony of Viadimir
Shcherbachoy (1887.1952); and the Septet op. 2 of Shcherbachov's stue
dent Cavnill Popov (194-72). He also devotes an interesting chagier o
Shcherbachay’s compositional pedagogy. Hacs regards his four subgects as
“Leningrad's four most renowned modernists” (xi) and sees 1927 as the
pivotal year for their moderniat projects, with the firet performances of
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Popan’s Nonct and of the Second Ssmphonses of both Shostakovich and
Shcherbachov, Neither the Shcherbachov Nanet (1918<19) nor Shosta-
kovich's First Symphoay (1924-25, firt performed 1926) is a fully mod.
crmist work a Haos interpeets the term.

Haas tends to push his clams wo far, as he does in maintaining that
the five works he hos chosen “exemplily the techniques, compasitional
concerns, and the past and present influences that shaped music in the
192057 (xisi)=—a bemy burden 10 place on three symphonies and two
chamber works, particularly when the fve works have been selected in oe-
der 10 compare three from the vear 1927 with two that are earlier. One of
Haas's main questions—"was there really [in Leningrad | a school of mod-
ermsts with a shaved acsthetic?™ (36)—would require a study of broadey
scope, informed by reflection on the problematic terms in which the ques-
won is posed. What does it mean o claim that a school “really™ existed,
and what kincds of evidence might count against such claims? It is conciv-
able that school and sodernist are not the best terms in which o describe
the relationships we can infer from the avaslable evidence.

Haas budlds his case for 2 modemist school by moving from writings of
the period to his ouwn anahsis of the fve scores. The key torms of his dis-
cussion are Asaf ‘yev's “lineariny” and “processual form.” Regremably, his
treatment of both topics suffers from undue emphasis on themes, ex-
tracted from their contrapuntal context. For instance, 11aas quotes the ink
tal themes of the fint movemnent of Shastakovich’s Fint Symphomy i two
separate examples (exx. 7.2 and 7.3, pp. 158.60), without so much as
mentioning, let Aone analvrng, the contrapuntal relasonship between
them. It makes no sense 1o speak of “linearity” in the music of Shosta
kovich without comsidering the coordination of simultancous hines. The
counterpoint with which the First Symphony begins s anchored by o se-
ries of three sispensbons (see ex. 1)—an echo of Fux's foarth species that
is not out-of place in a graduation exercise,

Without his abiding interest in counterpoint of all kinds (one of the
constants of his long career as a composer ), Shostakovich would not have
pmduted the masterpieces that keep people arguing about their mean-
ings and imphctons, His works can make reference 1o a wide range of
social interactions by demanding that players and Bsteners Jeamm o hear
unprecedented juxtapositions of older and newer textures (as in the
“counterpoint” of three plots and three types of music that Hakobian
bears in The Nose), The compositions do not i themselves require us 1o
umapur their crcator deading an exemplary life as progressive, reac-
vonary, gnostic, dissident, loyalist, selfidemtified Jew, modemist, or what-
ever. It is only for about two centurics that various institutions surround-
ing musical life in the West have nourished the desires of counthess
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Example It The conmapuntal rnmework in six passages i Shostakovich. Syme
phony No, 1, firss sovement,
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listeners 1o envision a creative persomaliey as “revealed™ in works of music.
Such projects are often thrown off coure by music that probes and dram-
atzees contlictng desires in ways that cannot be auributed to a “sphit per
somality.” Tt is not the beast of Hakobian's meris thas his portraiz does jus
tice to the mative shrewdness, powers of empathy, and gilt for sative that
madle Shostakovich a formidable musical dramarist.

Noter

L. In his review of the ausobiography by Males Duasis in collaboranon with
Quincy Troupe (1959), Scotr DeVeaux motes pasages thar may reveal a sendency
oo Duni’s part 1o 1ell Bvorite stories the sune way cach ame he 1ol them™ as well
o others that book secre like "cribbeng (rom peeviowdy published accounts™ with
out acknosdedgment (DeVeaus 1992 91). 11 is entirely legitimase for reviewers 5o
comment on wock matten,

2. Ho and Feolasen proside & Bnt of half 2 docen persoon who are said 1o have
seen the Russian tose (217-15).
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