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Abstract

This thesis discusses features of music reviewing which
extend beyond the conventional idea of reviewing as merely assign-
ing grades to musical performances. Despite the constraints of writ-
ing for daily newspapers, music reviewing may be understood as a
species of the academic music criticism which is typically practiced
under the rubrics of musicology and music theory (though rarely
assigned the name "criticism"). Special consideration is given to some
major recent contributions in the field, notably Joseph Kerman's
Contemplating Music. An accompanying collection of reviews, pub-
lished between 1984 and 1986 in New Haven Connecticut, provides a
focus for this discussion.

Chapter One explores the influential post-World War Two
paradigm of intellectual positivism as it provides a context for under-
standing both academic criticism and journalistic reviewing. Musical
analysis, considered as a highly restricted formalistic criticism, is dis-
cussed as an exemplary model of this paradigm.

Chapter Two describes many of the production require-
ments and constraints of writing newspaper reviews. Topics include
deadlines, space restrictions, the formatting of musical terms and
titles, editorial choices about which concerts should be reviewed, and
the rationale behind various kinds of editing. Chapter Three raises

ethnomusicological questions about the role of the critic within the

iii



music community, and discusses the critic's providing a special kind
of historical documentation of the musical taste-habits of that
community.

Chapter Four outlines some relevant philosophical prob-
lems which pertain to gaining critical access to contemporary music
and to all musics, and suggests that reviews may nonetheless serve a
pedagogical function by discussing performances from a large range
of critical perspectives. Chapter Five turns to examine some of these
perspectives by way of a number of topics or themes appearing
throughout the collection of reviews: acoustics, virtuosity, historical
anachronism, politics, biography, interpretive allegiance to the score,
and the problematic relationships between words and music. The
underlying purpose is to demonstrate how richly a supple journalis-
tic concert reviewing may imitate and aspire to the aims of a sophis-

ticated academic music criticism.
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Chapter One

Music Criticism and the Positivist Paradigm

We cannot yet speak rigorously of an existing professional
academic discipline of music criticism. Even the name itself, either as
a description of an intellectual orientation to music, or as a more ca-
sual description of an assemblage of interrelated questions and con-
cerns, does not enjoy the same kind of widespread acceptance among
music scholars as do the terms literary criticism, art criticism, film
criticism, etc., among their respective practitioners. In common par-
lance, what typically goes by the name "music criticism" is journal-
istic concert reviewing: those generally brief judgments on live and
recorded performances which are published in daily or weekly news-
papers, or in various non-musicological magazines and journals.

The relatively recent history of publishing articles about
music begins with the rise of European journals at the beginning of
the Eighteenth Century. Max Graf, in Composer and Critic, nominates
Richard Steele's English magazine The Tatler (1709) as marking the
beginning of "modern criticism,"! soon to be followed by a variety of
new journals in England, France and Germany. In 1722, for example,
the German scholar Johann Mattheson began to publish Critica
musica, a new magazine whose complete title captures with refresh-

ing candour some of the paradoxes which have always attended the

1 Max Graf, Composer and Critic: Two Hundred Years of Musical
Criticism (New York: Norton, 1946), p. 41.
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criticism of music: Critica musica, a wholly correct Inquiry and
Examination of many partly Prejudiced, partly Silly, Opinions, Argu-
ments, and Objections that are to be found in Old and New, Printed
and Unprinted Musical Writings.2 What many of these early music
critics took to be their subject matter included a wide range of topics
pertaining to music as well as musical performances which they had
attended. Certainly the question as to what might constitute "a whol-
ly correct Inquiry" into music was not to be conclusively resolved by
Mattheson's journal. Nor has discussion ever ended as to the rela-
tionship between such "wholly correct” inquiries (we might call them
objective or scientific) and those other kinds of subjective judgments
or "Opinions."

Notables from the last century, many of them composers,
contributed to a wide range of music journals and newspapers their
own "partly Silly Opinions,” and some fine insights, on performances
and musical trends at a time when musicology and musical analysis
had barely begun. Some of the most important figures include
Hector Berlioz, Claude Debussy, Eduard Hanslick, Franz Liszt, Robert
Schumann, George Bernard Shaw, Richard Wagner, and Hugo Wolf.3

In the 20th Century, it would seem that the generally per-

ceived status of journalistic criticism has diminished in inverse

2 Graf, p. 45 (his own translation from the German).

3 For a representative sampling of printed prejudices, see Nicolas
Slonimsky, Lexicon of Musical Invective: Critical Assaults on Composers Since
Beethoven's Time, Second Edition (Seattle and London: University of Wash-
-ington Press, 1984). See also bibliographic citations under most of these
names.



proportion to which professional academic music studies have grown
more specialized, sophisticated, and formalistic. By the end of World
War Two and throughout the next two decades, the predominant
paradigm for most mainstream music studies was one of positivist
formalism. This was a new definition of what would constitute a
"wholly correct Inquiry" into music which tended to sharply define
as appropriate, useful or interesting only those modes of music
historiography, analysis and even composition itself that modelled
themselves on the hard sciences. The roles of interpretation and
value judgments in such a scheme were highly problematic, when
they were not entirely ignored. Ten years after the war, for
example, one British music critic, Donald Mitchell, blamed the
"vacancy" of daily (journalistic) criticism upon the rising ascendancy

of just such a positivist musicology:

When one realizes that the ‘'authenticity’' of musicology
functions as a kind of substitute for the value judgments
that critics have given up making, it is easy to see why so
many talents who might have become critics turn instead to
historical, textual or pre-classical studies. Musicology offers,
by way of relief, a potential series of positives (accuracy,
authenticity, and the like) while at the same time not
requiring of the practitioner the exercise of that very dis-
crimination which is, or should be, the critic's raison d’étre;
'authenticity’ (of text or work) replaces evaluation. Small
wonder then, that so many minds are attracted to
musicology; it is the vacancy of present-day criticism which
has contributed to its massive extent and still extending
influence.4

4 Donald Mitchell, "Criticism: a State of Emergency," Tempo 37
(Autumn 1955), p. 9; cited in Joseph Kerman, Contemplating Music: Challenges
to Musicology (Cambridge, Mass.: Harvard University Press, 1985), p. 114.



Certainly for many musicologists, theorists and composers,
the kind of writing about music which now services the North
American newspaper and magazine industries, with few exceptions,3
is seen as perpetrating a watered-down mishmash of aesthetics and
music history upon an audience untrained to know what they are
reading. One of the more scathing articulations of this stance comes
from the opening paragraph of an essay written in 1980 by the
musicologist Joseph Kerman, "How We Got into Analysis, and How to

Get Out":

As a matter of general usage, the term "criticism" is
applied to music in an anomalous and notably shallow way.
This is regretable but not easy to change so long as the
usage has the consent of musicians and non-musicians alike.
When people say "music criticism," they almost invariably
mean daily or weekly journalistic writing, writing which is
prohibited from the extended, detailed, and complex mulling
over of the matter at hand that is taken for granted in the
criticism of art and especially of literature. Journalistic
writing about music is posited on and formed by this pro-
hibition. The music critic may accept it grudgingly, keeping
a higher end in view, or he may depend on it to hide what
may gently be called his lack of intellectual rigor; in any
case, the prohibition is central to his métier. The music
critic's stock-in-trade consists of the aesthetic question
begged, the critical aphorism wundeveloped, the snap
judgment.6

5 Kerman, in Contemplating Music (p. 16) names Virgil Thomson, Jack
A. Westrup and Andrew Porter as "reputable" journalistic critics. I would also
add B. H. Haggin, among others.

6 Joseph Kerman, "How We Got into Analysis, and How to Get Out,"
Critical Inquiry 7, no. 2 (Winter 1980), p. 311. A different version of this essay
was originally read at Johns Hopkins University as one of the 1978-79
Thalheimer Lectures in Philosophy, and subsequently published as "The State
of Academic Music Criticism" in On Criticizing Music: Five Philosophical
Perspectives, ed. Kingsley Price (Baltimore: Johns Hopkins University Press,



Kerman's harsh judgments can scarcely be dismissed out of
hand. Much of the writing which is submitted as concert reviewing
is of fairly low quality. Musical performances and famous artists
may lure the critic's attention away from considering the composi-
tions themselves or from other related matters. The reviewer may
end up offering, in the former Boston critic Michael Steinberg's
phrase, "stock market reports"’7 on the latest international superstars:
Pavarotti up 1/2, Charles Rosen down 1/4.

Handing out grades, simply projecting one's own taste in the
form of value judgments, without any further discussion, can scarce-
ly be an adequate mode of music criticism even for someone like
Donald Mitchell. It is potentially a pernicious practice, an "answers
industry,"” something, however, that docile or intimidated readers
may from long practice have been trained to look for in a review. It
is, with fairly rare exceptions, what the newspaper ensures is writ-
ten. And increasingly the pressures of advertising have limited even
further the already meagre space which the critic traditionally has
had at his disposal. Copy for the dailies must be quickly submitted,
without occasion for serious reflection, in time to reach the next day's
newspaper stands.

Kerman's essay, however, deserves special and extended

attention here for its analysis of the academic context in relation to

1981). The four other essays are by Charles Rosen, Monroe Beardsley, Rose
Rosengard Subotnik, and Karl Aschenbrenner.

7 From a lecture given in the spring of 1982 to the participants in the
graduate program of Music Criticism, McMaster University.



which contemporary music criticism, journalistic or otherwise,
inevitably must be defined. If the academic writing done for the
professional music journals is not hampered in the same way as
newspaper criticism by considerations of time or space, such writing
is nonetheless enormously influenced by procedures of music theory
and especially an "organicist” musical analysis which, as Kerman's
article goes on to explore, might properly be considered itself as
music's criticism. As a "less ephemeral, more accountable profes-
sional criticism," Kerman argues, and "in conjunction with music

theory,"

musical analysis enjoys a relatively long academic history
going back to the nineteenth-century conservatory curricula.
Today all university as well as conservatory musicians are
into analysis. They all have to study it and generally do so
with much respect.?

Later he writes:

It is precisely because and only because analysis is a kind of
criticism that it has gained its considerable force and
authority on the American academic scene.?

The concept of "organicism" is central to Kerman's argument.
Speaking of the philosophical appropriation by later critics of Eduard
Hanslick's famous definition of music as "sounding form in motion,"

Kerman writes:

The vision of these analyst-critics was and is of a perfect,
organic relation among all the analyzable parts of a musical
masterpiece. Increasingly sophisticated techniques of

8 Kerman (1980), p. 311.
9 Kerman (1980), p. 319.



analysis attempt to show how all aspects or "parameters" or
"domains" of the masterpiece perform their function for the
total structure. Critics who differ vastly from one
another...still view the work of art ultimately as an organism
in this sense...Analysis exists for the purpose of demon-
strating organicism, and organicism exists for the purpose of
validating a certain body of works of art.10

The relationship between music and its analysis is described further:

...Analysis, taken in its own terms, is one of the most
satisfying of all known critical systems. "...Music has, among
the arts, the most, perhaps the only, systematic and precise
vocabulary for the description and analysis of its objects":
that is an envious quotation from Stanley Cavell [!1], a
philosopher and critic well versed in music, who knows how
more fully one can fix a melodic line as compared to a line in
a drawing, or a musical rhythm as compared to a poetic one,
or even an ambiguity in harmony as compared to an
ambiguity of metaphor. The discipline of analysis has made
a very good thing out of the precise, systematic vocabulary
which music possesses.12

There is an appealing, and beguiling, logic to this notion that
because music itself appears to possess a "precise, systematic voca-
bulary,” what better mode of critical inquiry could we devise than a
scientific musical analysis which was itself precise and systematic?
We may note in passing, however, that the word "vocabulary" as
applied to music is by no means a self-evident or non-problematic
concept, especially for those scholars exploring the linguistic and

semiological features of music.!3 Certainly, any trans-historic, trans-

10 Kerman (1980), p. 315.

11 Stanley Cavell, "Music Discomposed" in Must We Mean What We Say?
(London and New York: Cambridge University Press, 1969), p. 186.

12 Kerman (1980), p. 321.

13 One of the leading figures in this field is the Montreal musicologist
Jean-Jacques Nattiez. His book Fondements d'une sémiologie de la musique



contextual "lexicon" of musical units of significance is bound to fail to
offer anything but arbitrary pairings between musical intervals,
chords or phrases and their purportedly corresponding verbal labels
or descriptions, as for exémple Deryck Cooke's The Language of
Music.14

Two further points suggest themselves as well. First, the
envisioned utility of formalist musical analysis as the best and most
suitable critical approach to music depends upon our willingness to
exclude from consideration all those contingent meanings which
threaten to encroach upon the absolute autonomy of the musical
work. If music theory is understood to employ a purely synchronic
analysis of a given work, such anti-autonomist encroachments could
include the historical and socio-political context of the work,!5
biographical information,!6 and the relationship between the work
and others by the same composer, or by other composers; titles in

general, the libretti to operas and other vocal pieces, the composer's

(Paris: Union générale d'éditions, 1975) remains the only full-length treat-
ment of the semiotics of music. See also Nicolas Ruwet, Langage, musique,
poésie (Paris: Editions du Seuil, 1972); David Lidov, "Musical Structure and
Musical Significance," Part One of an unpublished monograph for the Toronto
Semiotic Circle, No. 1 (Victoria University, Toronto, 1980); and Wendy Steiner,
ed. The Sign in Music and Literature (Austin, Texas: University of Texas Press,
1981).

14 Deryck Cooke, The Language of Music (London: Oxford University
Press, 1959).
15 See Theodor W. Adorno, Philosophy of Modern Music, translated by

Mitchell and Blomster (New York: Seabury Press, 1973), and especially some of
his flagrantly misguided jazz criticism appearing in Prisms, translated by
Samuel and Shierry Weber (London: Spearman, 1967).
16 One subtle yet occasionally wishful study is Maynard Solomon's
Beethoven (New York: Schirmir, 1977). See also his "Thoughts on Biography,"
19th-Century Music 5, no. 3 (Spring 1982), pp. 268-276.



program notes (or someone else's), and a multitude of commentaries
on the work; even, possibly, performances of the work and any
history of such performances.

The second poiﬁt concerns the purpose of musical analysis.
Arguably, what raises the status of analysis above the merely
mechanical mapping of musical taxonomies is the impossibility (and
undesirability) of excluding value from the selective choices which
the analyst is making. A "scientific" analysis of a compoesition which
saw as its goal the attempt to exclude all gestures of interpretive
judgment would be a useless exercise. Only the literal duplication of
all the features of a work would satisfy this goal: constructing a map,
as it were, whose relation to the original was one inch to the inch. In
practice, the analyst evaluates, selects and presents various, but not
all, of the work's musical parameters according to a theoretically
defensible hierarchy which is intended to elucidate the work,
presumably for our greater aesthetic appreciation. This selection
process cannot be value-free: the theorist-critic is engaged willy-
nilly in some mode of interpretive activity.

Kerman addresses the point "that musical analysts claim to
be working with objective methodologies which leave no room for
aesthetic criteria, for considerations of value.” He admits that more

recently:

analysts have avoided value judgments and adapted their
work to a format of strictly corrigible propositions,
mathematical equations, set-theory formations, and the like
--all this, apparently, in an effort to achieve the objective



status and hence the authority of scientific inquiry.l7

10

We may take the following remarks by composer and theorist Milton

Babbitt to be especially representative of this stance:

The notion of analysis...beyond strongly reminding us of the
systematic obligations attending our own necessarily verbal
presentation and discussion...provides the important
reminder that there is but one kind of language, one kind of
method for the verbal formulation of "concepts" and the
verbal analysis of such formulations: "scientific" language
and "scientific" method...It is neither surprising nor singular
that, casually and non-controversially, a hypothetical, but
cautiously unexaggerated instance of "musical criticism" is
cited on the first page of an elementary discussion of
language as "sheer nonsense" when "interpreted 'literally.'18

Yet, in fact, as Kerman argues, aesthetic questions of value have been

assumed: the "masterpiece status" of the work typically chosen is

taken "as a donnée." As a result, he concludes that "the true

intellectual milieu of analysis is not science but ideology":

...a fairly coherent set of ideas brought together not for
strictly intellectual purposes but in the service of some
strongly held belief. @ Fundamental here is the orthodox
belief, still held over from the late nineteenth century, in
the overriding aesthetic value of the instrumental music of
the great German tradition. Of this, the central monuments
are the fugues and some other instrumental compositions of
Bach and the sonatas, string quartets, and symphonies of
Mozart, Beethoven, and Brahms.!®

Kerman goes on to extend this tradition into the twentieth

century. He speaks of the ways in which the serial and atonal com-
17 Kerman (1980), p. 313.
18

Milton Babbitt, "Past and Present Concepts of the Nature and Limits

of Music," International Musicological Society Congress Report 7 (1961), p. 398.

19

Kerman (1980), p. 314.
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posers Schoenberg, Webern and Berg, and later Pierre Boulez and
Babbitt, were gradually accommodated into the prevailing ideological
framework. He cites with approbation the development of serial
analysis ("the most impréssive American contribution to the disci-
pline at large"), and he traces the role which organicism has played
in the development of the ideology, as well as discussing other
relevant philosophical and musicological perspectives.

Kerman's conclusion, by way of his own critical analysis of
one of the pieces in Robert Schumann's Dichterliebe, is not that any
alternative critical modes must replace analysis, but rather that we
must "find ways of dealing with other kinds of aesthetic value in
music besides organicism. I do not really think we need to get out of
analysis, then, only out from under."20

If, after so broadly polemical a discussion, some of Kerman's
readers were mildly disappointed by the final critical-analytic
application of his ideas to the Schumann piece, this may partially
have something to do with the inherent limitations of any, even
extended, essay. Kerman has been arguing for a more comprehen-
sive and flexible synthesis of historical musicology and musical
analysis, in the direction of music criticism, throughout his influential
and controversial career. His work elsewhere may help us to fill in
some of the gaps. One of the most ambitious, and provocative,

summaries of his thinking on these subjects appeared fairly recently

20 Kerman (1980), p. 331.
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as the book Contemplating Music: Challenges to Musicology?! and the
essay just reviewed usefully prepares our understanding of his ideas
there. 1 shall have occasion to refer to this book later on.

One objective in focusing on this essay by Kerman has been
to suggest, as noted, the outlines of the general context in which any
discussion of music criticism must surely occur. But Kerman, for all
of his idiosyncratic provocations, is not simply a lone voice crying out
from the far periphery of an indomitable and established main-
stream. His work echoes other important suggestive strategies with-
in at least the past two decades by such scholars as William Austin,
Edward Cone, Carl Dahlhaus, Leonard Meyer, Charies Seeger, Leo
Treitler, and others22 which suggest that a gradual yet profound shift
in orientation has been underway throughout the general musical
landscape. It is becoming possible to articulate a much wider and
more interesting range of concerns as belonging to the musico-critical
domain than ever before.

It is therefore the aim of the following essay, in conjunction
with the accompanying reviews (published between 1984 and 1986
in New Haven, Connecticut), to suggest that even journalistic music
criticism may be more useful and interesting than is typically
assumed (and, unfortunately, than is frequently in evidence). I

intend, in other words, to take up the challenge of the opening

21 Op. cit., footnote 4. Two reviews of this book are by Robert Winter, "A
Musicological Offering," New York Review of Books (18 July 1985), pp. 23-27;
and by Erich Leinsdorf, "Culture and Musical Thinking," New York Times Book
Review (26 May 1985), p. 19.

22 See bibliographic citations under each of these names.
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paragraph of Kerman's essay.

For quite aside from offering evidence of the blindness and
insight of this particular critic's judgments, this collection of reviews
at the very least providés a particular form of historical documen-
tation. It highlights aspects of both the music community under
consideration during this period and the journalistic institution
responsible for assigning the concerts, editing the review copy,
allocating space on the page, and so on. These reviews may thus
suggest the general outline of the prevailing relationships that tend
to exist between music performances and the news industry. In this
connection, this modest anthology may afford a fairly typical
instance and example of the responsibilities of the North American
critic writing concert reviews during this period for daily
newspapers of comparable circulation (about which, more below).

Yet, in my judgment, of equal or greater interest than these
historical and socio-political concerns, are the musicological and
philosophical considerations raised explicitly and implicitly by this
body of work which deal with the nature of music criticism itself.
Such considerations range from asking what status the musical
composition has in relation to a performance; asking whether certain
aspects of the concert should or should not be considered germane to
the critical inquiry; and, indeed, asking what one's own role as a
critic is supposed to be. Some of these and other questions are
suggested by the concerts themselves. In asking them, a critic is

serving a pedagogical function for his readers: the uncondescending
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discussion of music for the general edification of a curious public is a
worthy ideal.

In these regards, my work as a professional reviewer may
be seen as a fitting continuation of the critical research, analysis, and
inquiry that I did at McMaster within a programme which explicitly
raised these kinds of difficult philosophical questions. The best
journalistic reviewing may be seen as a species of the kind of music
criticism which within the academic environment encompasses the
broadest and most sophisticated musicological and theoretical

concerns.



Chapter Two

Journalistic Production Requirements

In the fall of 1984, I was hired by the Jackson Newspaper
Company in New Haven, Connecticut, as a freelance classical music
and dance critic. The present collection of ninety-two concert
reviews was published in the two associated daily Jackson papers,
the Journal-Courier (the morning edition) and the New Haven
Register (the evening and weekend edition), between October 1984
and July 1986.

My being hired to review dance concerts in addition to
music was due in part to my previous experience in both domains as
a critic for the Ithaca Times in Ithaca, New York (1979-1981). In
New Haven it was an honour to work as a colleague with Ernestine
Stodelle, the distinguished choreographer and dance critic who had
for many years performed professionally with Martha Graham.23
Increasingly, however, I took on greater responsibilities as a music
critic--especially after March 1985 when one of the two other
Jackson music critics was fired for loudly heckling a pianist in recital.

From then on I was in the position of sharing the investigation24 of a

23 Ernestine Stodelle has published a much acclaimed critical
biography of Graham: Deep Song: the Dance Story of Martha Graham (New
York: Schirmer Books & London: Collier Macmillan, 1984).

24 There was one other classical music critic in New Haven who wrote
for an "alternative" weekly newspaper, the New Haven Advocate; and one of
the Jackson theatre critics occasionally provided short pieces evaluating
recent releases of classical music recordings.

15
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very active music community with my brilliant colleague, Mr. Jeffrey
Goldstein, and I reviewed only a handful of dance concerts. In the
first season accordingly I published seventeen reviews devoted to
music, nine devoted to dance; in the second season, sixty-one pieces
were about music, only five were about dance. I have chosen to
include these fourteen dance reviews (arranged chronologically) as
Appendix One following the main collection for two reasons: first,
because the fascinating symbiosis between music and dance should
be of interest to many musicians; secondly, because there are
common themes discussed in the music and the dance reviews, for
example Modernism.

Concerning the remaining seventy-eight music reviews, it
seemed of limited interest merely to duplicate the chronological
order in which they were published. I have thus distributed these

reviews among six major sections defined by genre:

I Orchestral Music

I Chamber Music (a) String Quartets; (b) Other
111 Solo/Duet Recitals

| Y% Vocal Music

\'4 New Music at Yale

VI Jazz and Other Musics

In addition, it seemed helpful to differentiate between local perform-
ers and the imported kind (those guest-soloists and ensembles visit-
ing from outside the greater New Haven area). Accordingly, each
section begins with reviews of the former, arranged chronologically,
followed by reviews of the latter, also arranged chronologically.

These designations local and imported are included in the heading of
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every review, along with the date, the name of the publishing
newspaper, the name of the soloist or ensemble, and the newspaper
editor's title of the piece.

Writing for both the Journal-Courier and the New Haven
Register was somewhat of a balancing act. Though obviously
associated with one another as parts of the same company, and
therefore governed by the same editorial policies, the two
newspapers were nonetheless somewhat different in character and
attempted to reach a different audience.

The New Haven Register (founded in 1812), the evening and
weekend edition, the more important and "serious" of the two, had a
larger circulation and therefore earned the company its greatest
revenues. Items of international news were routinely featured along
with local issues, and were addressed in the (politically conservative)
editorials: evening copy reached the newsstands well in time for the
close of the business day. The Sunday edition of the Register was
massive, with many separate sections on local and international
news, business, the arts and entertainment, classified advertising,
and so on. The morning paper, the Journal-Courier (founded in
1755), had a generally younger staff and a somewhat "breezier" style
befitting its attempt to offer a still serious but mildly cheery
introduction to the day for businesspeople on their way to work or
for those who stayed at home. During the period in which I wrote,
the evening Register sold 90,000 papers each week and the Sunday

Register sold 140,000, as compared to the morning Journal-Courier's
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circulation of 38,000.25 Deadlines were quite different, as was the
amount of space allocated for my reviews: I tended to have more
room in the Journal-Courier. What constituted an appropriate piece
for my two sets of editofs varied as a result.

Concerts typically began at 8:00 p.m., or at 1:30 or 3:00 p.m.
on Sundays. There were occasional 2:00 p.m. Saturday matinees, and
there were very occasionally back-to-back concerts on the same day
(notably in the case of the Yale Schcol of Music composers' series). I
also sometimes had to review dance on the same day as music,
though happily not too often. The Register would print the review in
time to reach the stands by the following afternoon: my absolute
deadline was six in the morning, but practically this required my
writing the piece directly after the concert had finished--a standard
schedule for most evening dailies. I would typically finish composing
the piece on the office word processor by two or three in the
morning.

The Journal-Courier of course had already been "put to bed"
by the end of an 8:00 p.m. concert: as the review could not appear
until the morning after that next morning, my deadline was 3:00 p.m.
on the day following the concert. I would either treat them as Reg-
ister teviews and enter them into the computer that same evening,
or else type them at home and submit them the next morning or in

the early afternoon. (Further discrepancies resulted from the fact

25 These statistics were provided by Angie Riccio, head of the
Circulation Department at the Jackson Newspaper Company.
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that the Journal-Courier only came out on weekdays: the review of a
Friday concert written for the Journal-Courier would not appear until
Monday morning.)

How much room on the page would be allowed for a review
was always estimated in terms of the height in inches per total
number of 2-inch wide printed columns. One could roughly calculate
35 words per inch. A typical Register music review would be
between 8 and 11 inches, or between 280 and 385 words in length.
Dance reviews (almost always submitted to the Register) were usual-
ly longer, closer to the length of a typical Journal-Courier review of
18-22 inches (between 630 and 770 words). One paradoxical result
of these policies was for me to prefer (with some ambivalence)
writing for the Journal-Courier even while I knew that my Register
reviews would reach a far wider audience.

However, in the second season, my fellow critic Goldstein
and I struck a hard compromise with the Arts editor. In exchange
for our being permitted to cover some concerts which had
traditionally been ignored by the Jackson company but which, in our
judgment, deserved at least a mention (notably some of the
performances offered at Yale University, or some of the finer local
chamber music concerts), some reviews would have to be very short
indeed. A new section in the Sunday Register was thereby
established which contained two or three reviews at a time, each one
usually under 5 inches long (under 175 words): the so-called

"Reviews in Brief." These are so designated throughout the collection,
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although their modest size might make the appellation seem
unnecessary.

Of all the examples of music criticism offered in my reviews,
the Reviews in Brief are the most obvious candidates for Joseph
Kerman's derisive judgment, cited in Chapter One, that "the music
critic's stock-in-trade consists of the aesthetic question begged, the
critical aphorism undeveloped, the snap judgment." Although I
thought about these concerts in much the same way as all the others
(I am not aware of ever printing a snap judgment), and even includ-
ed at least the names of every composition performed, I nonetheless
could not help wondering whether the effort to condense thought
into so small a space was not a naive exercise in futility. Could such
reviews really have any value beyond that of advertising the
performers' names, or of advertising, for that matter, the New Haven
Register itself, through its critics, as having been "on the scene," as
"with it?" ("Yes, we sent our man the critic to attend.") These brief
pieces seem exemplary instances of the concert review as a species
of news update rather than as a species of genuine criticism. Some of
the concerts reviewed were somefimes more than a week old--"old
news"--hence our editor's reluctance to consider the scheme in the
first place. Certainly these reviews epitomize the inherent tension
between these two constant polarities, a theme which will be
explored further in the course of this essay.

I was prepared for some of the editorial policies which I en-

countered. No music examples, of course, were ever printed.  The



Z1

justification, aside from the cost, was simply that the reviews were
intended to be read by a non-specialized audience. On only one occa-
sion did my editor specifically request a slightly more specialized
piece in the form of a qhasi-musicological description of the history
of the Chorale Prelude, to be offered as background context to the
discovery, at Yale, of previously unknown preludes by J. S. Bach (No.
49).26 Yet even then I was asked to provide this piece in language
most people would understand.

Nor would the paper bother with the "niceties" of diacritical
marks. The piece about Béla Barték's Concerto for Orchestra in
relation to Dmitri Shostakovich's Symphony No. 7, "Sidlin takes stand
on humanism" (No. 10), though mentioning Barték's name frequently,
showed no accents. The paper thus ignored the chance to indicate to
its readers that he was not an American composer, that the rewards
of his music were not to be had so blithely, that his musical insights
could only be fully grasped after grappling with the cultural distance
implied in his foreign name. As for Barték, so for Camille Saint-
Saéns, Isaac Albéniz, Hans von Biilow, Maurice Duruflé, for many
other musicians, for all the foreign titles of works, for words like
"élan" (No. 31, 41) or "clichés" (No. 35), and for Antonin Dvorik
whose name, misprinted large in 24 point type for thousands of
readers, appeared in the title to No. 19: "Mueller touch triumphs in

Dvorak finale" (sic). As a matter of principle I have consistently

26 Reviews will henceforth be simply designated by the prefix "No.":
e.g. No. 49.
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restored diacritica to all names and compositions throughout the
collection.27

Not only were diacritica missing from the compositions with
foreign names, but in ge.neral the required form of titles varied
greatly. Despite the exigencies of space (a cruel requirement, it
seemed sometimes) the Register preferred full titles, for example:
Josef Gabriel Rheinberger's Concerto No. 1 for Organ in F Major, Op.
137 (No. 19). The Journal-Courier editors cared less about my
including opus numbers: in one review ("Mehta was explosive," No.
24) they let me get away with simply indicating that a quotation in a
piece had come from Beethoven's Seventh. Sometimes, as in both of
these examples, they were not placed within quotation marks. At
other times they were: see the piece on the Colorado String Quartet
(No. 38). Occasionally, the Journal-Courier editors italicized the
names instead of using either of these practices.

I was less prepared for other varieties of poor editing,
egregious cuts, and typographical gaffes. For example, in the printed
version of "Concert was a challenge" (No. 5), along with the omission
of the reviewer's name, the word "taste" in the third paragraph from
the end was hyphenated as "tas-te." Other odd hyphenations were
sprinkled throughout the reviews (appearing unnecessarily, for
example, in the middle of a line which would have easily accom-

modated the word). As in the case of the inconsistency of compo-

27 Except for diacritical marks and occasional additions noted in
brackets, all of the reviews appear here as they were published in the two
newspapers.
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sition titles, this probably had no worse effect for readers than to
make the articles seem sloppy, unprofessional, and more difficult to
read. It gave me no great pleasure to see these aberrations printed
under my name, but thése gaffes were undoubtedly partly sympto-
matic of editors using their word processing equipment under the
typically hectic time pressures of having to put out the paper.

Although none of the Jackson editors ever stooped to cutting
copy "Associated Press style"--from the end of the piece as far back
as space is required--there were other kinds of cuts which made as
little sense. One of the worst cases happened in "Symphony bases
concert on traditions" (No. 2): the editor decided to excise an entire
paragraph which introduced discussion of the concert's last work,
Mendelssohn's Symphony No. 5. The paragraph which was printed
(third from the end) is thereby lacking its referent. Readers must
have been mystified by the reviewer's sudden change of heart.
Having just learned that Richard Strauss' Four Last Songs received "a
strong and sympathetic reading," they suddenly discovered that their
reviewer after all "was less convinced by this performance than by
the others,” whereas these two phrases had referred to different
works.

The same thing occured in a review on Wynton Marsalis (No.
9), if less obvious to those newspaper readers who had no reason to
find it strange that William Schuman's New England Triptych had
received "an appropriately lush, romantic interpretation--if

interpretation is the right word for a ponderous collage of surface
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effects." The reference, in fact, was to César Franck's Symphony in D
minor but, once again, the identifying paragraph had been cut out.

One clue tc the editor having used his knife may be found in
the one-sentence "paragfaphs" appearing throughout the Register
reviews. (The Journal-Courier’s more ample space allowed for a
more measured, extended writing style.) A good example of the
syndrome of the obliteration of paragraphs may be found in "Jazz
saxophonist and storyteller provide thought-provoking fare" (No. 74).
Of the seventeen paragraphs printed, eleven are single sentences.
There is no way to compare my submitted review to the one which
was published (I did not usually print a copy after typing the re-
views into the computer), but I can only begrudgingly accept author-
ship for the choppiness and the lack of style or rhythm in the butch-
ered version which was printed as my review.

These "one-liners” may also be an indication, however, of
my attempting to manipulate the Register’s policy of not favouring
long paragraphs made up of several sentences. The crucial opening
paragraph of a review, for example, would not usually be edited if it
were a single sentence. One learned to capture the spirit of a concert,
or introduce a critical idea which the concert itself seemed to suggest,
and provide the news information required, all in a sentence. Here is
the opening to No. 27, a piece which touched on the question of

performance mannerisms:

Sinuous as an Indian snake charmer, weaving back and
forth on Woolsey Hall's stage [location] in an ever-fluid little
dance, virtuoso oboist [instrument] Heinz Holliger
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[performer] broke all of the rules of professional
comportment Tuesday evening [date] when he performed
with the renowned Orchestre de 1la Suisse Romande
[ensemble].

Since titles are designed to grab attention, it is difficult to

imagine a blander calling card than "Band thrilled listeners" (No. 26),
a Register editor's title of a piece about the Carabinieri Army Band
visiting New Haven on Columbus Day.28 Beyond the triteness of the
title, this piece has the distinction of having been butchered more
drastically than most of the others which I submitted. As an
instructive summary of what I have been describing as "production
constraints,” I would like to close this chapter with a discussion of
two versions of "Band thrilled listeners": the one which was printed
in the New Haven Register (No. 26) and my final draft, below, which
I submitted at the computer after the concert (the rare instance of
my printing out a copy). Not one word of my draft was changed in
the final version, just many words and paragraphs left out.

Carabinieri Army Band

What follows is the original draft; the passages bracketed in italics

were cut for the version printed in the New Haven Register on 14
October 1985.

If Columbus Day offers Americans the opportunity to honor not only that

28 As noted earlier, none of the titles were my own. Many were
casually chosen at the last minute to suit the demands of space. One of the most
amusing titles was offered by one of the Journal-Courier editors, mirroring
the prose and parody of an article on William Walton's Facade: "Whimsical
Walton wit wipes away winter woe" (No. 45). Here the different deadlines and
editorial policies of the two papers are relevant: I would probably not have had
the time to craft this piece for the Register, nor would those editors have
printed it intact: too "artsy" for their "serious" publication.



famous Italian navigator who first made his way to these shores in 1492, but
also all of those who share his rich cultural heritage, then Sunday evening's
concert by the Carabinieri Army Band was the perfect conclusion to New
Haven's Columbus Day celebration.

For the mainly Italian-American audience, which nearly filled Woolsey Hall,
this was much more than an ordinary concert. [It was a gala occasion, received
with tremendous excitement and frequent standing ovations, and of obviously
profound emotional significance for most of those who attended.]

The 171-year old Carabinieri are the oldest branch of the Italian Army, and its
band of 103 musicians is reputedly the finest military band in Italy. [New
Haven was the first stop in a week-long concert tour through New York,
Providence, Philadelphia and Washington, D.C. Sponsored by the National
Italian American Foundation and Italy Italy Magazine, this tour marked the
Band's jirst appearance in America in roughly thirty years.

After the Band performed a rousing performance of both the Italian and the
American National Anthems, New Haven Mayor Ben DilLieto presented the key
of New Haven to Italian dignitary Colonel Francioze saying, "In all of my
thirty-seven years of public service, I cannot recall a moment as thrilling as this
afternoon’s appearance by the Carabinieri Army Band marching in our
Columbus Day parade.”

Colonel Francioze in turn presented the mayor with an official medallion of
the Carabinieri, and gave a short speech in Italian which was translated into
English (unnecessarily, of course, for many members of the audience). Other
speeches, public acknowledgements and honoraria were offered just after
intermission by several officials of the sponsoring organizations, including Mr.
Frank Grazioso and Mrs. Theresa DeAngelo.

The concert itself was clearly colored by these official proceedings. Yet
probably for the majority of listeners the music signified on a personal level
what was being acknowledged publically. It would be a myopic reviewer
indeed who did not perceive the relationship between the performance and the
greater context of the evening.]

The first half of the program primarily consisted of band arrangements of
Italian opera selections from Gioacchino Rossini's "La Gazza Ladra," Vincenzo
Bellini's "Norma," Pietro Mascagni's "Cavalleria Rusticana," and Giuseppe

26
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Verdi's "La Traviata." There was also a medley of Italian songs arranged by
the conductor Vincenzo Borgia. [The audience greeted all of these with
applause at their familiarity, and there was singing during the last medley.]

Borgia's conducting style alternated somewhat oddly between pedantically
crisp and dramatically romantic. Tempos were maintained with unusual
consistency, nearly without momentum at all, except for moments of sudden
intensity which would burst upon us without warning. The band at full volume
was a force to be reckoned with/,and solos by the E-flat Clarinet, Flugelhorn,
Euphonium and Trumpet were especially noteworthy.]

The second half consisted of a selection from Verdi's "Nabucco," and an
excellent arrangement (again by Borgia) of Amilcare Ponchielli's "Dance of the
Hours" from his "La Gioconda." The final piece was Peter Ilyich Tchaikov-
sky's "Capriccio Italien" which was inspired by the bugle call of the Royal
Italian Corazzieri, an elite corps of the Carabinieri. By this time it seemed the
ensemble's energies were flagging, and this reading seemed sluggish,
pedestrian.

[As an encore we heard a version of "New York, New York,” a kind of
tribute to the Band's being in America, and finally their own theme song, the
"Call to Order."]

Contextual meanings and strictly musical ones always balance each other in
any concert, or so I believe. In this case, it would amount to a kind of snobbish
quibbling to only emphasize that this quite accomplished military band did not
quite achieve musical greatness, given the clear verdict on the part of the
audience--"Bis! Bis!" Encore! Encore! Come again.

A comparison between my longer final draft (18 inches, 636
words) and the printed piece (9.5 inches, 328 words) will not, I
think, recommend the former as an especially salient or remarkable
review, and this would not be my intention here by including it. On
the contrary, the longer version offers evidence of a serious miscal-
culation as to what the Register wanted as a review, and it is this

which holds some interest in this inquiry into the nature of concert
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reviews.

This was an unusual assignment: it came suddenly instead of
having been on the schedule for weeks in advance. One of the Regis-
ter editors telephoned mé one Sunday morning to ask if I would
cover that evening's concert. He said that he would try to get me
about 17 inches of space, but that he wanted something between a
concert review and a news story: it would not be printed in the Arts
or Living sections, but would begin on the bottom of Monday's front
page.

I have no idea who made the final decision to cut the review
in half and relegate it to the familiar pages of the Living section. It is
easy to see why my somewhat purpled prose, with its unabashed
descriptions of the ceremonial honorifics being bestowed during the
concert (like the verbatim remark by the Mayor to Colonel Franci-
oze), would not stand as a straightforward New Haven Register news
story, even allowing for a concert reviewer's "temperament."

It is also easy to see how the copy was edited: for example,
the rule of using only the first "theme" sentences of paragraphs (in
the original paragraphs 2 and 3), and the quasi-Associated Press rule
of cutting the last sentence of paragraphs (in 7 and 8). The editor
also eliminated all references to the concert's ceremony (paragraphs
4, 5 and 6), to the fact that the audience began applauding familiar
pieces and singing along, to some "especially noteworthy" solos, and
to the tributary selections played as encores.

There is genuine cause for concern about such deletions
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when, as in this case, the spirit of the occasion itself has been so bad-
ly warped. This was a notable Italian band parading and then per-
forming on Columbus Day, for the obvious excitement, pleasure and
pride of a large New Haven Italian audience. That these contingent
meanings of the music as performed that evening should be so
blandly misrepresented amounted to the Register not recognizing the
Carabinieri's imported heritage, or the editors leaving off the accents.

Surprisingly, the last paragraph emerged unscathed, or at
least intact. Sufficient damage had already been done to the rest of
the review as to weaken its main point, which I finally came to ex-
press explicitly at the end: "Contextual meanings and strictly musical
ones always balance each other in any concert, or so I believe."

The point here, whether we agree or not with this flagrant
proposition of aesthetics, is that such a proposition's providing the
underpinning and raison d’étre for a review is itself an act of music
criticism that scarcely meshes with what my editors probably
thought concert reviewing is all about. This review may have been a
miscalculation as to what the New Haven Register would put into
print; but the piece also exemplifies the range of concerns which al-
most all of my reviews, in the name of a flexible and sophisticated
music criticism, aspired to embody and express.

The goals of music criticism as I understood them, whether
successfully demonstrated in this piece or not, and given all of the
constraints, may not in fact have been so radically different from

those which Kerman has attempted to explore. As he writes, for
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example, in a passage in Contemplating Music 2° which approvingly
describes his colleague Leo Treitler's essay on Beethoven's Ninth
Symphony:

By criticism Treitler seems to mean a comprehensive
interpretation of what a work of art means in all its
contexts--a process that is increasingly coming to be known,
since Gadamer, even by musicians, as hermeneutics.

Let us observe how closely this mirrors another passage where Ker-
man describes, in contrast to the attitude held by music analysts,
what he takes to be the musicological attitude toward the "traditional

canon of music."

Musicologists strive to view this music within its full histor-
ical context: a context flooded with lesser music which the
theorists ignore, coloured by historical performance
conditions different from those we now accept, informed by
complex economic, social, intellectual, and psychological
forces, and cross-hatched by intertextuality--by the refer-
ences composers make in one work to another as acknow-
ledged model or unacknowledged influence. Such, at least, is
the musicologists' ideal.30

29 Kerman (1985), p. 132 in reference to Leo Treitler, "History,
Criticism, and Beethoven's Ninth Symphony," 19th-Century Music 3 (March
1978), pp. 193-210. Hans-Georg Gadamer is one of the most important
contemporary hermeneutic philosophers; his magnum opus Wahrheit und
Methode (1960), translated into English as Truth and Method in 1975 (New
York: Seabury Press), influenced scholars across many disciplines. See
Richard Bernstein, Beyond Objectivism and Relativism: Science, Hermeneutics
and Praxis (Philadelphia: University of Pennsylvania Press, 1983).

30 Kerman (1985), p. 72.



Chapter Three

A Critic's Place in the Music Community

To publish in the New Haven Register, as already noted, was
to reach a larger audience than the one which read the Journal-
Courier. The weekly circulation figures (evening Register, 90,000;
Sunday Register, 140,000; Journal-Courier, 38,000) should be
considered within the context of the relevant populatién statistics.
In 1980 the City of New Haven officially reported 126,109 people.31
(Between 1984 and 1986 this had probably not increased
dramatically.) In 1986 the population of the entire New Haven
County was estimated to have reached 788,510.32

In addition, these census figures probably only partially
reflect the large transient populations of undergraduate and
graduate students enrolled in various of the local educational
institutions, including those enrolled in New Haven's largest and most
prestigious one, Yale University. The total Yale enrollment as of
September 1986 was 10,569, a little under 50% of whom were
undergraduates. (I assume that the New Haven County figures re-
flect nearly all of Yale's 1,382 full-time faculty members, though not

necessarily all of the part-time professors, adjunct faculty, etc.)33

31 State of Connecticut Register and Manual (Hartford: State of Connec-
ticut, 1987), p. 606.

32 Ibid, p. 604.

33 These Yale statistics are from Facts about Yale (New Haven: Yale Uni-

versity, the Office of University Development, October, 1987), pp. 6, 12.
31
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On such a scale, it would be difficult for even an experienced
ethnomusicologist to assess the overlapping varieties of musical
taste-groups which between 1984 and 1986 made up the general
music community of New Haven County. Even the comparatively
small community of listeners who admired some classical music
would be tricky to define. Some of these probably attended the
ballet and modern dance concerts which I reviewed, and some dance
lovers may have been lured into enjoying classical music through its
association with dance. Most of those who attended a few of the
music concerts which I reviewed undoubtedly admired other musics
as well, or enjoyed listening to them more...or would have preferred
to be watching television or playing golf. My Jackson colleague
Jeffrey Goldstein and I reviewed most but not all of the same
concerts: was I the only one, out of the nearly 790,000 people living
in greater New Haven, who attended all of the concerts which I
reviewed? The odds are good that this was so.

It is highly doubtful that all of those who attend classical
music concerts charge out to read reviews of them the next day. At
the same time, it is probable that some of those 90,000 or 140,000
New Haven Register or 38,000 Journal-Courier readers would
occasionally browse through reviews of concerts they had not
attended. Perhaps they had grown accustomed to a reviewer's style.
But how many listeners and readers read music reviews? How many

composers and performers, for that matter, read the reviews of their
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performances?34

If the answers to these questions are not easily forthcoming;
if the problems inherent in situating classical music within New
Haven's complex cross-cultural music community would seem to
suggest that nothing less than a full-scale study, arduously conducted
over many years by a team of professional social anthropologists of
music, could plausibly begin to suggest answers; nonetheless the
enterprise of ethnomusicology need not be irrelevant to an inquiry
into the multi-faceted nature of music criticism. (How difficult an
enterprise this is, especially when faced with the problem of how "to
deal with Western art music in terms of social and cultural history,"
is discussed by Kerman at length in Contemplating Music.35) In fact
there is plenty of hard evidence provided by just such a collection of
music reviews as is presented here which would substantially aid
such a study. |

For a music community comprises both its listeners
(including its critics) and its performers. To take the pulse of such a
community, one may look at the concerts which are being offered,

the musical compositions appearing on the programmes, and the local

34 I have no definitive answers here. I received a few brief letters
correcting my guess of one of Kiri Te Kenawa's encores. A more substantial
letter arrived from pianist Peter Orth's manager, saying what a positive
impression my review had had for the performer. Several Yale composers told
me that they appreciated the coverage I was giving to their music,

35 Kerman (1985), p. 170 in Chapter 5, "Ethnomusicology and 'Cultural
Musicology." Kerman writes that though ethnomusicologists have been ob-
jecting, with some justification, "that most musicologists pay too little attention
to anything outside the strictly musical context they are studying," there have
been some notable attempts by scholars such as Curt Sachs, Paul Henry Lang,
Friedrich Smend, Edward Lowinsky, Theodor Adomo, and Leonard Meyer.
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and imported artists performing them. Of course I could not review
all of even the classical music concerts (let alone the other kinds)
offered in New Haven between 1984 and 1986, but my sampling is
in some instances compléte (of the New Haven Symphony Orchestra,
for example), and it is certainly representative.

A list of the performing musicians (soloists and ensembles) I
was able to review has already been provided in the form of the
Table of Contents. A second list of every musical composition men-
tioned in the music reviews is provided as Appendix Two, the Index
of Repertoire. Even a superficial look at these two lists taken to-
gether would suggest that a journalistic music critic is in the position
to offer some basic historical documentation of the life of a music
community to that team of ethnomusicologists conducting their in-
depth study. There is no reason to exclude this role from the many
roles that a critic may play in the course of publishing concert
reviews.

Without going into detail, the following general remarks
suggest themselves. The Index of Repertoire, for example, may
easily suggest that typically represented within New Haven County
were performances of works by composers solidly within the
mainstream western tradition. On the following short list of
composers represented in concert five or more times, the only
generally unfamiliar name is Martin Bresnick, a composer and
professor at Yale: J. S. Bach 9, Barték 5, Beethoven 10, Brahms 12,
Bresnick 5, Haydn 7, Mozart 14, Ravel 5, Robert Schumann 6, Richard
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Strauss 5, and Tchaikovsky 8.

A slightly longer list of composers represented more than
once will feature the again unfamiliar names of Yale composers
(indicated by an asterisk). Except for the two jazz names Fletcher
Henderson and Thelonious Monk, and (perhaps) a higher number of
20th-century works than might have been expected, this list offers a
familiar confirmation that typical repertoire decisions favour the
western "mainstream"”: Albéniz 2, Barber 2, Britten 4, Busoni 2,
Chopin 2, Debussy 2, Dvorik 4, Elgar 2, *Elhai 2, Gershwin 2, *Hall 3,
Handel 4, Henderson 2, Hindemith 4, Jacob 2, *Klinghoffer 2, *Koehne
2, *Lee 3, *Maw 2, Mendelssohn 3, Monk 2, Prokofiev 3, Puccini 2,
Rachmaninov 2, Rossini 3, Saint-Sa€ns 2, Schoenberg 2, Schreker 2,
Schubert 3, Shostakovich 4, Stravinsky 3, Verdi 3, *Wolfe 2, and *Yun
2. Only in the main Index itself will the occasional single piece offer
evidence that decisions had been made to choose works closer to the
peripheries of the canon, of which the following might serve as
examples: John Adson Courtly Masquing Ayres, Ernesto Cordero
Fantasia Mulata, John Dowland My Lady Hunsdon's Allemande, Vagn
Holmboe Quintet, Toshio Hosokawa String Quartet No. 2, David
Leizner Dances in the Madhouse, Mabriano de Orto Dulces exuvie, or
the traditional Chinese Incense for the Repose of the Soul.

Turning to the performing ensembles and soloists them-
selves, it is no accident, for example, that the New Haven Symphony
Orchestra was one of the ensembles for which my reviews constitute

a complete record during both seasons, excluding summer concerts
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(Nos. 1-14). The prestige of having a full (75-member) symphony
orchestra for the city of New Haven (as no doubt for most cities able
to boast of a professional orchestra) was explicitly recognized, and
supported, by the Jackson Newspaper Company. (As may be gleaned
from my criticism of the orchestra and especially of its conductor,
this support had little to do with musical quality.) That foundation
support from the state and federal governments, expensive
subscription sales, benefit concerts, highly publicized in-town special
events (such as organizing free concerts for local grade school
students), etc., were necessary to keep its operations afloat will not
be news to anyone familiar with the costs and politics involved.
Orchestral music draws a large audience, as well, so there was never
any question for the newspaper that all of the NHSO concerts would
be reviewed by both papers.

The comparably prestigious and expensive concert series,
the so-called "Great Performers,” was treated in the same way by the
editors. This series was divided in two parts. Visiting orchestras
were featured each season, including the Israel Philharmonic, the
Netherlands Chamber Orchestra, the Orchestre de la Suisse Romande,
the Gewandhaus Orchestra of Leipzig, the National Arts Centre
Orchestra of Canada, and the Cleveland Orchestra (Nos. 24-31,
excluding Nos. 26 and 28). A shorter series of famous musicians was
also offered: the Boston Symphony Chamber Players, Alicia de
Larrocha, Itzhak Perlman, Cecile Licad, Kiri Te Kanawa, the Vienna

Boys' Choir (Nos. 43, 51, 52, 54, 63, 65). All of these musicians but
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the first group were on national tours at this time and had included
New Haven on their itinerary.

The Connecticut Opera Company (not based in New Haven)
was always covered whenever it came to town, though usually by
another reviewer: I wrote only one piece on their performance of
The Barber of Seville (No. 61). The Jackson editors also always
assigned reviewers to the local Connecticut Ballet, before it finally
folded (see Nos. 82, 85, 87).

"Special" performances by groups like the Carabinieri Army
Band (No. 26), or the Cracow Philharmonic (No. 28), which took place
in Stamford Connecticut; or of the newly discovered J. S. Bach pre-
ludes (Nos. 49-50); a concert by Benny Goodman (No. 77); or a recital
by Yo-Yo Ma and Emanuel Ax (a benefit concert for Saint Raphael's
Hospital, No. 55): these would go on the reviewing schedule from
time to time provided there were no other conflicts and the editors
could be convinced of their importance. Concerts by smaller or more
amateur New Haven ensembles might be reviewed--the Wall Street
Chamber Players (Nos. 39-41), the Brass Ring (No. 46), or the
Redeemer Oratorio Choir (No. 59)--but rarely was very much space
allocated for such groups.

I have attempted in this rough accounting to give a sense of
the newspaper's hierarchical priorities. There were many indications
throughout my tenure that concert reviewing was considered an
onerous responsibility shouldered begrudgingly by editors who

considered their duty done once the NHSO, the Great Performers, the
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Connecticut Opera and Ballet had been assigned.

I have also deliberately thus far withheld consideration of
all of the concerts sponsored by Yale University. For despite the
richly varied and high level of musical activity constantly going on at
the University and especially within the Yale School of Music, only
Yale's string quartet series (I covered one season: the Tokyo, Ridge,
Fine Arts, and La Salle quartets, Nos. 32, 33, 35-37) and its graduate
orchestra, the Philharmonia Orchestra of Yale (Nos. 17-19) had been
judged by the Jackson editors, before Goldstein and I arrived on the
scene, as routinely deserving reviews. It was an uphill battle to
receive permission to cover other concerts there as well: the
undergraduate Yale Symphony Orchestra (Nos. 20-23); the Franciscan
String Quartet, in residence along with the Tokyo (No. 34), or the
visiting New York Woodwind Quintet (No. 44); the summertime
Starlight Festival which featured the Colorado String Quartet (No. 38),
the Empire Brass Quartet (No. 47), a flute and guitar duo, Schmidt
and Verdery (No. 56), and Pomerium Musices (No. 66); as well as a
variety of other recitals and concerts.

Most difficult of all to put on the Jackson reviewing schedule
were the concerts of new music written and performed by the
professors and graduate students in the composition programme at
the Yale School of Music (Nos. 67-72). Three or four times a year
(sometimes in two separate and lengthy programmes on the same
day) these twelve or more novice, burgeoning, and professional

composers had the opportunity to have their latest works performed
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for typically small audiences consisting mainly of their fellow YSM
students and a handul of curious others from within the University.
Those from outside Yale would very rarely attend such concerts.
For the Registef arts editor this was at first a classic "no
news" situation. He saw no reason to support with a review such
events as interested only a minuscule minority (and, worse, a Yale
minority), and which featured in any case more of that horrible
modern noise. (It is only partly conjecture that his unabashed dis-
like of most varieties of new music may have influenced his resis-
tance to my idea of reviewing these concerts.) When he finally
accepted such arguments as I could provide, the space he assigned
for these reviews was dauntingly small: of the six of these reviews
which were published between April 1985 and April 1986, four

were Reviews in Brief.



Chapter Four

On Gaining Critical Access to Music

The question of what to do about modern music dramatizes
an important point concerning the possible roles that the critic may
take on vis-a-vis the music community in discussion of all kinds of
music. Not only may the critic's work provide an historical record of
the community's musical habits and predilections, but it may serve
to educate readers by suggesting there are different ways to think
about their listening habits and about the music itself. Such a peda-
gogical role is most obviously called for in the face of a forbiddingly
complex variety of 20th-century compositional techniques: forbid-
ding and not easily accessible even to professional scholars and musi-
cal analysts. Yet the critic may offer access to a variety of musical
works from any era which elude or frustrate typical concert audi-
ences by reason of their apparent inaccessibility.

There is no formula for gaining access to a piece of music, no
guarantee that a critic's suggestions will help any individual listener.
When the journalistic constraints are particularly severe, when criti-
cal reactions to a concert of all new music, for example, must be en-
capsulated within a particularly small frame, there is every reason to
wonder how far beyond mere labeling ("the critical aphorism unde-
veloped") a review has gone in the name of an imagined accessibility,

and every reason to suspect that the work's own rich complexities

40
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will continue to offer a legitimate aesthetic barrier to such "accessi-
bility" as to render the review virtually irrelevant.

Yet the same point may be made of even the most sophisti-
cated analyses of any musical work, although traditionally this has
been acknowledged especially for those works which within the
mainstream canon (Kerman would say ideology) have been dubbed
"masterpieces”: that music resists the notion of any single definitive
analysis or, for that matter, definitive musical performance. Tastes
in music change with history's changes; the significance of familiar
musical pieces must be freshly evaluated along with new works
which are written or older works which are brought to light (to echo
T. S. Eliot's famous 1919 essay, "Tradition and the Individual
Talent"36). Never have these issues been more acutely felt than in
this latter half of this century, confronted as we are by a much
publicized pluralism of aesthetic motivations, in contemporary music
and elsewhere, in part because of the unprecedented availability of
an enormous variety of musics from around the world, from many
centuries.37 Faced with the pluralism of musics, some scholars have
tried to find critical access through an expanding variety of
approaches.

This present state of affairs may well be abhorrent to those

36 T.S. Eliot, "Tradition and the Individual Talent" in Selected Essays
(London: Faber and Faber, 1932), p. 15. See also Robert P. Morgan, "Rewriting
Music History; Second Thoughts on Ives and Varese, Musical Newsletter, 1, no. 3
(January 1973), pp. 3-12; and 2, no. 3 (April 1973), pp. 15-28.

37 Leonard Meyer's analysis of contemporary pluralism in "The Aes-
thetics of Stability" in Music, the Arts and Ideas (Chicago: University of Chica-
go Press, 1967), p. 170+, continues to be pertinent.
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who would hold dearly to their cherished positivist dogmas and for
whom the work by Kerman and others--especially that which calls
into question the autonomy of the western masterpiece, the inviolate
status of the organicist t'radition, and the unequivocal prestige of
formalist analytical procedures--must therefore be an unwelcome
reminder of their own philosophical vulnerability.

The exposure of such vulnerability is not, of course, limited
to the domain of music studies. The philosophical upheavals experi-
enced by music scholars are a reflection of profound and radical
upheavals occuring throughout Western philosophy itself. Positivist
attitudes about music themselves depend upon an epistemological
tradition, since Descartes, which would separate understanding from
interpretation, science from prejudice--or separate, as we observed
the dichotomy in Johann Mattheson's full title to Critica musica,
"wholly correct Inquiry” from "Opinions." Yet this epistemologicai
tradition has been under attack from a variety of contemporary
philosophers. One whom we have already mentioned, Hans-Georg
Gadamer, has mounted a critique of features of that epistemology
from within the hermeneutic tradition, characterized by Richard

Bernstein as follows:

But contrary to that tradition within hermeneutics that
seeks to draw a rigorous distinction between understanding
and interpretation (and to relegate these activities to differ-
ent subdisciplines), Gadamer maintains that there is no
essential difference between understanding and interpre-
tation. (This claim scandalizes those who think that there is
or can be "objective understanding,” freed from all
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prejudices and not "contaminated" by interpretation.)3$
In another passage, Bernstein suggests how deeply such a critique

goes to the heart of fundamental Western concepts of rationality.

A pervasive theme in Truth and Method, and indeed in all of
Gadamer's writings, is the critique of the Cartesian per-
suasion...The idea of a basic dichotomy between the sub-
jective and the objective; the conception of knowledge as
being a correct representation of what is objective; the con-
viction that human reason can completely free itself of bias,
prejudice, and tradition; the ideal of a universal method by
which we can first secure firm foundations of that know-
ledge and then build the edifice of a universal science; the
belief that by the power of self reflection we can transcend
our historical context and horizon and know things as they
really are in themselves--all of these concepts are subjected
to sustained criticism.39

Within the scope of this paper I can only suggest, as here,
that the most vital questions of music criticism are caught up in this
larger drama of philosophical reevaluation which has influenced the
criticism of all the arts, and which has caused upheavals as well
within the philosophy of science. To choose only one point here
which directly affects the music critic, what is the status of the
critic's pretention to a specialized expertise about music? Has the
critic's knowledge dissolved into mere opinion? One may well ask,
after all, whether science or objective inquiry, once emptied of its
claim to a universality which would transcend the biased perspec-
tives of its own historical traditions, has not yielded the floor to an

anarchistic relativism. It must be emphasized that Bernstein (and, as

38 Bernstein, Beyond Objectivism and Relativism (op. cit., footnote 26),
p. 138.
39 Bernstein, p. 36.
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he reads him, Gadamer) does not believe that such a relativism
constitutes the only alternative. (This is reflected in the title of Bern-
stein's book: Beyond Objectivism and Relativism.) Instead, according
to the hermeneutic modei, the critic may engage in an active, partici-
patory dialogue with the musical work from the vantage point of the
critic’s own traditions, all the while acknowledging their partiality as
well as their vulnerability to those aspects of the work which resist
the critic's interpretive appropriations.

To the extent that these developments may affect a review-
er's approach to the interpretation of musical performances, there is
reason to see such reviewing as a species of the kind of criticism
practiced by academic music scholars who are themselves involved
in articulating a variety of anti-positivist strategies. The music re-
viewer may thereby find support in striving towards a not unworthy
ideal: that for any curious readers as may discover the reviews there
is value in discussing a wide range of critical topics as may come to
bear on actual pieces performed within the music community. An
overview of such topics as were actually raised in the published
Register and Journal-Courier reviews will provide the focus of the

next and final chapter.



Chapter Five

Reviewing as Criticism

By now the naive conception of reviewing as little more than
grading musical performances has begun to give way to an expanded
sense of the possibilities inherent in a sophisticated music criticism.
Criticism, if not yet a discipline, might at the very least be taken
seriously as "an assemblage of interrelated questions and concerns"”
(as suggested in Chapter One) or, more ambitiously, as "a comprehen-
sive interpretation of what a work of art means in all its contexts" (as
Kerman described Treitler's work, cited at the close of Chapter Two).

Performances, after all, are not uncomplicated events. As
any critic and frequent concert-goer knows, the acoustics of the hall
will affect enjoyment and even judgment of the music. The way the
stage or the entire hall's space is used or must be used for a piece
makes a difference.

A passing remark on a detail of this kind may appear in a
review, as one here about Verdi's Requiem Mass: "Separating the
trumpets between stage and balcony for the Tuba mirum was
effectively done as well" (No. 6). The acknowledgement of "barely
workable acoustics" and a church's echo which "lasted over four
seconds!” may frame a short piece about a splendid concert offered
by a fine chamber group which deserved better ("Acoustics fail to

frustrate brass quintet's concert,” No. 46). The Colorado String

45
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Quartet had to contend with "the occupational hazard of their playing
outdoors over the sound of two airplanes, one siren and even a
nearby telephone!" (No. 38)

When the Boston Symphony Chamber Players performed in
Yale's echoing Woolsey Hall, some of my review discussed the effect
this had on their performance (though typically exaggerated'by the
editor's title, "Cavernous Woolsey drowns fine chamber perfor-

mance," No. 43), which opened as follows:

It is an obvious enough reflection: Some concert halls
are acoustically unsuitable for certain kinds of music. One
does not, for example, think of the monumental Woolsey
Hall as the most appropriate place for the more intimate
varieties of chamber music.

Later, after briefly situating a 1790 Haydn Trio in its historical con-
text, including mention of Haydn's specifically calling for the forte-
piano, I described what happened to the Trio when "...to reach the
second balcohy, the lid on the modern concert grand was up all the
way...both the delicacy and clarity required for this piece were disas-
trously distorted by the hall's booming resonance." Here a comment
about acoustics, following the history, reinforces my implication that
by using the modern Steinway we had come a long way from 1790.
At the other extreme, there were times when the Woolsey
stage was insufficient. For a gigantic performance of Carl Orff's
Carmina Burana (see No. 14), the music director had no choice but to
have some of the orchestra seats removed and a special platform

constructed.
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Woolsey stage has rarely been so packed as for the
1936 Orff work which followed the intermission. The huge
mixed chorus swamped the back in four tiers, a large
percussion section loomed from one side, timpani were
moved to the other side, and the orchestra, soloists and
conductor were pushed onto a special platform extending
from the stage.

The visual and obviously acoustical effect of such a massing of forces
could not help but determine the nature of that evening's concert
experience. I considered it my duty to mention it, even if I refrained

from sharing the audience's apparent ecstasy:

With such forces, and with the force of the composition
itself, it is no wonder that many members of the audience
responded at the end with a standing ovation and cries of
bravo. '

Nor by the end is the criticism unqualified: "If central portions of the
work seemed to lag, I thought nonetheless this was often an exciting
performance.”

Recognition that a loud and powerful performance need not
necessarily deeply move us might be considered one of the first
steps away from a naive level of aesthetic experience. One way to
frame the question is in terms of virtuosity. In different ways the
pieces on Alicia de Larrocha, Itzhak Perlman, Peter Orth, and Cecile
Licad (Nos. 51-54) circle around the point that their obvious
virtuosity was at the service of their (very different) goals of
elucidating their musical works. I sometimes could not resist
explicitly warning readers against falling prey to the hype of super-
stardom, the modern equivalent of fainting during concerts by Liszt

or Paganini.
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[On the "overwhelming response” by the audience to Cecile
Licad:] Of course it is always difficult to gauge an audience's
enthusiasms--lamentable interpretations, if delivered with
pyrotechnical agility, may wow many listeners. (No. 54)

What might have surprised--and even disappointed--
some of Perlman's listeners was how much this concert was
not the occasion for flashy display for its own sake. (No. 52)

Typically, Larrocha did not perform [Busoni's arrange-
ment of the Bach D Major Chaconne] as a tour de force, but,
with complete control of the instrument, gave it a sense of
architecture one might not have guessed it had. (No. 51)

There was much to admire in Orth's technical facility,
but technique was throughout the evening totally
subservient to an unusually idiosyncratic expression.

[On Liszt's Années de Pélerinage:] Orth overcame superbly
the work's considerable technical problems, but once again
his focus was on content not on technique. (No. 53)

This last distinction is clearly a short-hand formulation,
especially considered at face value and out of context, for any
attempt to really separate "technique" from "content" is misleading,
jejune: a musician with little technical mastery over the instrument
can scarcely progress towards any imagined musical "content." What
these passages have in common, however, is the challenge to those
listeners disposed ‘to focus primarily on performances, those who
would be impressed by "pyrotechnics,” to also consider that all
performances must be evaluated in relation to the composition.

The relationship between a performance and the
composition: alerting readers to this important, thorny, hotly debated
topic of music criticism was among the most difficult of all my

attempts to expand horizons. The subject virtually demands the
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dialectical mode, a sense of balance and symbiosis. One is in deep
and treacherous waters to take either of the two intellectually
extreme positions which affirms one of the terms as exclusively
determining the value of' the other. It is as problematic to claim that
the composition is a fixed primary constant in relation to which the
value of all performances must be judged according to a highly
restricted principle of fidelity, as to claim that scores are merely bare
suggestions for an infinitely wide range of possible performances
which separately define the compositicn anew, and which must be
judged by the aesthetic principles generated in each performance.
In expressing my admiration for Otto-Werner Mueller's
conducting of a Schubert symphony (in No. 18), I came closest to

suggesting my own intellectual position on this matter:

In Mueller's conducting the Philharmonia, the inter-
play of allegiances was entirely symbiotic. His interpretive
shaping of Franz Schubert's Symphony No. 9 in C, "The
Great," was itself profoundly shaped by the score.

In my review, Mueller's concert is framed by a short discussion of a

talk given earlier the same week by Klaus Tennstedt on

the delicate and potentially problematic relationship be-
tween a conductor's personal concept of a piece and his re-
sponsibility to the score.

Despite Tennstedt's repeated assertions that his con-
ception of a work "comes from inside," uninfluenced by
recordings or by "that terrible fad of the authentic perfor-
mance movement,” it was clear he did not mean that a
conductor should follow any idiosyncratic whim. He said
that Wagner, for example, when reorchestrating Beethoven's
Ninth, sometimes betrayed a lack of sensitivity to "the style
of Beethoven."
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There are other hints throughout the body of reviews that this is an
ongoing topic of criticism, bound to arise in various contexts (for
example in No. 29, speaking of my reservations of Kurt Masur's "odd-
ly disjointed interpretatidns" of Brahms: "there were plenty of times
I thought he was giving us more Masur than Brahms"). But
Tennstedt's comment on Wagner leads to a different consideration,
the subject of the role history plays in music criticism.

Tennstedt is essentially accusing Wagner of unselfconscious
anachronism. During a concert offered by the Tokyo String Quartet
(see No. 32), I felt that their reading of a piece by Mozart deserved

the same criticism, and that by the end of the concert

we were left with an intriguing paradox. Their readings
were fresh, convincing and modern where the Tokyo
showed a certain fidelity to two of the works by Béla Barték
and Maurice Ravel, but awkward, forced and anachronistic
where they aspired to modernize a third by W. A. Mozart.

Mozart's "Dissonant” Quartet (K. 465), finished in 1785
as the last of the set of pieces which Mozart dedicated to
Haydn, received a decidedly robust, passionate reading
which sometimes verged on stridency, hysteria. As though
the Tokyo were (understandably) correcting the old notion
of Mozart as a composer of merely "pretty" music, they
seemed to embrace a view of radical modernism that essen-
tially argues against history altogether.

This last description suggests that the conflict between fidelity and
freedom which we raised above may have an historical dimension as
well. "Arguing against history altogether" is like the performer who
would "argue against” the score (just as Tennstedt's dislike of "that

terrible fad of the authentic music movement" may be interpreted as
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the dislike of that movement's requiring performances to exhibit an
historical fidelity, in the name of authenticity). Once again I would
take the stance that the historicity of a work (itself not beyond
dispute or interpretation)‘ has an important part to play in a perfor-
mance, but that it cannot in any meaningful sense exclusively deter-
mine a performance's value.

Similar points (in No. 37) are made about the treatment by
the LaSalle Quartet of works by Haydn and Mozart; and the issue of
historical anachronism comes up yet again (in No. 44) in the context
of a romantic arrangement and performance of a portion of J. S.
Bach's Art of the Fugue by the New York Woodwind Quintet. The
critic may also sometimes have to explain how musical works them-
selves selfconsciously incorporate borrowed fragments of earlier
pieces, the composer deliberately building a kind of conflict of
anachronism into his composition through the use of. various tech-
niques of musical appropriation.40 (See, for example, Nos. 11 and 24.)

There are, of course, self-evident ways in which the critic

must play the role of historian: in providing accurate dates to the

40 In Chapter One I spoke of how composition itself was dominated by
the positivist paradigm. The widespread use of appropriation techniques after
1960 may represent a breaking away from the formalist strictures of post
World War II serialism. Paul Griffiths calls the use of quotations "a cliché of
contemporary music": Modern Music: the avant garde since 1945 (New York:
George Braziller, 1981), p. 200. Chapter 9, "The Aesthetics of Stability," in
Meyer (1967), op. cit., remains one of the most comprehensive and
discriminating discussions of musical appropriation. See also Zoffia Lissa,
"Asthetische Funktionen des musikalischen Zitats," Die Musikforschung 19, no.
4 (1966), p. 364-378 and "Historical Awareness of Music and Its Role in Present-
day Musical Culture," International Review of Aesthetics and Sociology of
Music 4, no. 1 (1973), p.17-32.
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compositions, or in discussing a work's historical background. So far
I have dealt with historical features which have to do directly with
performances or compositions, features which mosi critics would
acknowledge as importanf if not crucial for a full understanding of
music. Another critical topic in itself, related though more controver-
sial, has to do with the influence of local or contemporary history on
a musical work or its composer, or the relation between music and
politics.

In the very first review of the collection, for example,
allusion is made to an item in New Haven politics which caused
considerable concern, a strike on the part of a clerical and technical
union, Local 34 of the A.F.L.C.I.O., against the city's major employer,
Yale University. For the 13 weeks of the strike, the New Haven
Symphony board decided that the orchestra would not cross picket
lines to rehearse and perform concerts in Yale's Woolsey Hall: they
rescheduled all of their events to take place in the downtown Palace
Theater.

Offering this piece of information in the opening sentence
was probably unnecessary, just another way (as discussed in Chapter
Three) of offering historical documentation beyond the usual
recitation of pieces appearing on music programmes. [ was scarcely
a disinterested observer, since I was myself determinedly. walking
those same picket lines: a personal perspective may emerge in the
way that I concluded another review which was really about a topic

in criticism I shall later touch upon (words and music):
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That music is part of a larger human context was evident in
the fact that once again the New Haven Symphony chose to
honor Local 34's picket lines. The concert was at the Palace
and not at Woolsey Hall. (No. 3)

Aside from the criticism that this reviewer may not have
been able to resist briefly using the piece for a soapbox, the slightly
larger point that musical institutions like the NHSO will adapt to local
historical or political pressures can be no great news to anyone. (In
no way did it seem to affect their programming.) But what about
those compositions which set political texts to music, or which are
composed against the explicit backdrop of contemporary political
events?

Can a critic ignore the background of war in a piece like
Benjamin Britten's War Requiem when Britten himself did not ignore
the ruins of the 500-year old St. Michael's Cathedral as he accepted
the commission to compose a work for the new Coventry Cathedral
built alongside those ruins? If a critic accepts the war as part of the
Requiem’s background, that need not mean that the political subtext
must be fetishized. In a review of a concert of this work (No. 17),
which in many respects reads like all the others, I chose a simile to

acknowledge the subtext:

Like that modern cathedral standing in the shadow of the
war-blasted Gothic ruins, the Requiem is a massive archi-
tecture of ironic contradictions which presents the devasta-
tion of war as a shattering challenge to even the strongest
tenets of religious faith.

On another occasion, my describing the actual debate with

some friends concerning the success of Krzysztof Penderecki's Polish
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Requiem--they were by no means convinced--seemed a reasonable
way to discuss the work's performance (No. 28). Inevitably politics
entered in. After mentioning a particular 12-tone melody which

appeared and reappeared throughout the movements, I wrote:

Increasingly it seemed that Penderecki had designed
the work's architecture with a deliberately restrained set of
materials. My more critical friends argued that this was evi-
dence of the composer's paucity of musical ideas.

But the work attained an unrelenting starkness that,
for me, was the persuasive sign, however great the esthetic
gamble, that the deep feelings which had inspired the
Requiem were powerful enough to justify its form. The
compositional history of the piece, extending over four
years, is inextricably related to political events in Poland.
As so often, the interpretive debate over the piece's great-
ness turned on the issue of how music relates to the outside
world.

The tenor of these remarks implies a conception of music
criticism broad enough to accommodate various kinds of issues which
are believed to be inherent in the concert at hand. Questions of
politics, or historical anachronism, or interpretive license comingle
with questions about the details of a composition's structure, or the
way that third movement was played. The aim is an appropriately
balanced discussion of related crosscurrents, not the waving of an
interpretive placard which arbitrarily advertises the concert as being
about whatever the critic has decided a review should be about.

In practice this is extraordinarily difficult, especially since it
is impossible for critics not to have an interpretive perspective which

informs their judgments. As noted in Chapter Four, it is probably
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better for them to acknowledge the hermeneutic contingency of their
perspective upon the musical work in question than to attempt to
hide behind some self-aggrandizing pretention to a purely objective
expertise. I said as much in a review (No. 5) which flatly admitted

my dislike of Rachmaninov's Symphony No. 2:

Among the many responsibilities of a critic is to be
fairly honest about the boundaries of his own taste. (This is
true for all listeners, of course. But a critic's judgments are
potentially more pernicious because of the quasi-
institutional status afforded his, sometimes spurious, author-
ity.)
I do not particularly care if I never hear
Rachmaninov's Symphony No. 2 again...
Situating oneself within the constant dialectic between one's own
rash liberties of judgment and some slavish fidelity to the concert's
meanings is only another formulation of the by now familiar
hermeneutic dilemma which lies at the heart of all music criticism.
When it came to modern music there is no question but that
I deliberately acted as counsel for the defense. Whether challenging
audience members to become "adventuresome listeners" (No. 69); or
suggesting ways that "even 20th-century music can become a natural
and ongoing part of our lives" (No. 15); or making the claim that "the
playful and the serious may merge, even in high art. New music
need not be dry or stuffy.." (No. 70); I attempted to persuade read-

ers that in modern music, whatever they had heard, there was some-

thing for them.

I hate modern music, some people will say. And I
invariably think that there are so many different kinds of
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new music that there must be something out there they
would enjoy listening to. (No. 67)

The pedagogical difficulty in making something of the music
accessible is not to be underestimated, particularly when, as noted
earlier, the idiom is difficult even for trained musicians to under-
stand: the case of explaining about serialism, for example. Charles
Wuorinen's Piano Concerto No. 3 received a particularly boorish
audience reception when quite beautifully performed by Garrick
Ohlsson with the New Haven Symphony Orchestra (see No. 8). If only
in parentheses, I had to chide the audience for their reactions: "(To
say 'restless' is to be more polite than some audience members were
being during this piece.)" But I also attempted to defend the work, in
a way that readers could find cause to reconsider it, while still

acknowledging its, and their, difficulties:

Admittedly, even for the contemporary music
aficionado, Wuorinen's new concerto was a difficult work. It
is a brilliantly virtuosic piece composed according to the
aesthetic principles of what still remains one of the most
radically sophisticated of all modern musical "languages,"
serialized 12-tone music.

No doubt the ensuing "nutshell" summary of the serialist idiom
veered so dangerously close to an oversimplified explanation as to
become virtually meaningless (especially as applied to any actual
compositions). Perhaps the summary of the work's aesthetic

communicated a little more to those who had listened to the concerto.

There have been plenty of awful pieces written in this
idiom, either dry and academic or else simply ugly. But
Wuorinen's concerto, besides being a marvel of musical
craftmanship, expressed the spirit of a transformed, deeply
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appropriated romanticism beneath the overt surface of its
sometimes stark modernity. It was a brilliant work, certain-
ly. Repeated hearings would undoubtedly reveal further
profundities.

The point about the "further profundities" that could be gained from
future hearings seemed to relate to a larger context. As I closed the

review:

Sidlin is to be highly commended for airing the piece. But
nothing makes up for the lack of hearing modern pieces all
the time. In this, the audience is not entirely to blame, for
as anthropologists know, people will always react with
suspicion to things they consider foreign to them. The hope
is that more and more listeners will discover the wealth of
music that already exists in their ever-changing modern
culture.

To see the problem of understanding new music within the
contemporary cultural context simply underlines some of the points
discussed earlier on the present pluralist state of affairs, and once
again acknowledges the critic's role as a kind of cultural historian.
But there is also the suggestion here that the anthropological
perspective on cultural inaccessibility, foreignness, the "Other," is
relevant and helpful to an understanding of musico-technical
inaccessibility. Encountering new music is like visiting a strange
land: another of the themes which run through the reviews and
which I offer as yet another perspective on the broadly conceived
enterprise, as we have been imagining it, of a sophisticated music
criticism.

Of course the music need not be modern for it to be new and

unfamiliar. After a concert by seven musicians from the Beijing



Central Conservatory, I observed:

They may have been the visitors, honoring their hosts
by wearing Western concert garb. But most of us there
were tourists, listening intently to incalculably strange
sounds.

The wonderful paradox of the evening was to feel
released by the joy of hearing music unlike our own and

astonished by the mystery of the music speaking so directly.
(No. 77)
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At one point during the recital, a cross-cultural modernism inter-

rupted the musical unveiling of the musicians' ancient traditions,

making matters even more complicated.

Two modern compositions on the erhu, a two-stringed
fiddle, were oddly less satisfying. The second solo,
especially, written by an intellectual who had studied
Western music, used a violin-style vibrato. To my ears, it
sounded stranger than the strange ancient sounds I was
attempting to make familiar.

Sophisticated jazz music may be difficult to understand

those not used to its procedures. A brilliant concert by the Max

Roach Quartet was typically performed within a

musical idiom [that] was harmonically and rhythmically
complex, requiring considerable concentration, and perhaps
some previous exposure, for one to relish its headlong,
scintillating beauty.

Yet the music was made accessible by virtue of the
kind of democracy this group clearly was. The entire first
half of the program, for example, consisted of a Bridgewater
composition, "Scot Free," a vehicle for every member of the
group to take extended solos. (No. 75)

The notion of our being the tourists had come up earlier

my very first Jackson Newspaper review on the avant-garde

for

in
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Japanese dance/theatre group Sankai Juku (No. 79), and questions
were raised about the difficulties in approaching classical ballet or

folk-dance traditions in a variety of other dance reviews.

The world of ballet (as that of classical music) may
well seem daunting to the uninitiated. Before attending a
ballet, the novice might ask: Are not the conventions used to
choreograph a piece too sophisticated for me to appreciate
properly?...Not necessarily--judging from last night's
charmingly accessible performance at the Palace by the
Connecticut Ballet. (No. 82)

[On the Ballet Folclorico Nacional de Mexico:] Like an anthro-
pologist visiting a foreign culture, the critic must sometimes
be wary of his desire to finalize what should only be
tentative judgments. Otherwise, a kind of ethnocentrism
creeps in that distorts the genuinely different spirit of the
other culture. (No. 83)

With this last warning in mind, I now turn to the final topic
of music criticism that will be discussed here, perhaps the most cru-
cial and difficult one of all, the relation between words and music.

It would be far easier for a critic to carry on as though there
were no questions worth asking about the enterprise of surrounding
music with words. Yet if the critic chooses not to ask such questions,
will a kind of linguocentrism creep in "that distorts the genuinely dif-
ferent spirit” of music? In many of his essays Charles Seeger warns
us of the "linguocentric predicament” that attends the "musicological
juncture,” what Kerman describes as the "incommensurability of

verbal and musical communication."4l And at least one music scholar

41 Kerman, Contemplating Music, p. 158. Among his many essays
which discuss these questions, see Charles Seeger, "Speech, Music, and Speech
about Music" and "The Musicological Juncture: Music as Fact," both in his
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and theorist, Hans Keller, on occasion turned away from words
entirely as a way to deal with music's meanings. Music itself as
criticism seems to be the concept behind his Wordless Functional
Analysis scores, which are redistributions of formal and thematic
junctures discovered in works by Mozart (and others), for example
the Clarinet Quintet, K. 581: performable collage-versions of the
original, pedagogically designed to help us hear the work's "unities"
spread out through all of the movements in disguised "transfor-
mations."42

Though possibly a radical response to the linguocentric
predicament (Trappist silence, removing words from the equation
entirely), Keller's Functional Analysis scores will be seen by most not
as examples of criticism, but as specialized projects of music-
theoretical analysis. Such analytical projects, for all of their original-
ity and ingenuity, are too limited in their aims to shed light, if at all,
on more than a small corner of musical signification. They clearly (if
deliberately) cannot go very far towards addressing the wide range
of critical concerns which we have been exploring. If these concerns
are acknowledged to be fundamentally epistemological, hence verbal,
concerns about music; if in other words the linguocentric predica-
ment is here to stay and therefore must be confronted; then one of

the most important tasks of the critic will be to explore the ways

extraordinary collection Studies in Musicology 1935-1975 (University of Cali-
fornia Press: Berkeley, 1977).

42 Hans Keller, "Wordless Functional Analysis No. 1," The Score, No. 22
(Feb. 1958), pp. 56-64.
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words reflect, define, surround, and manipulate music's meanings,
including or especially including the critic's own words.

A critic will discover words combined with music whenever
there is a libretto which is sung or spoken (one of the different kinds
of encroachments that threaten a highly restricted definition of musi-
cal autonomy, as discussed in Chapter One). An example of the latter,
rarer case arose in a concert featuring a contemporary piece by Earl
Kim, Cornet. In my review of this concert ("Symphony concert
evokes countless interactions of words and music,” No. 3), I tried to
place the work within the context of its genre, and to address the

question of music and language's "interactions" as well:

Kim's "Tale of Love and Death,” based on a Rilke prose-
poem from 1899, is neither opera nor song. By combining
orchestra and narrator, Kim has situated his piece within the
genre that includes Stravinsky's "L'Histoire du Soldat,"
Copland's "Lincoln Portrait," Prokofiev's "Peter and the
Wolf," and even, as a special case, Schoenberg's "Survivor
from Warsaw" (whose narrator must combine both speech
and song).

When words are sung, literary meaning and musical
significance collude to create a rhetorical whole. Words
spoken, however, tend to stand apart from the music,
making a full integration between the two more difficult.
Kim's solution to the problem of integrating Rilke's intricate
and impassioned, nearly expressionistic, poetic text with the
music of his orchestra was, by and large, to reduce the music
to the role of mere accompaniment

Another piece on the same program, Benjamin Britten's
Diversions, suggested the ways historically and biographically
significant features may influence the music compositional process

and our understanding of a performance.



Britten's 1940 "Diversions" opened the concert,

theme and (eleven) variations. Though this music has
nothing directly to do with words, there were in fact many
words "attached" to the piece and to the performance that
greatly affected our appreciation and understanding.
Perhaps an astute person, listening to a recording of this
piece for orchestra and piano, might guess what most of us
in the audience knew from reading the program notes and
being present in the hall: the piano part had been written

for left hand alone.

Originally commissioned by the pianist Paul
Wittgenstein (who lost his right arm in World War I), it was
played last Tuesday by the distinguished pianist Leon
Fleisher, himself handicapped many years ago by muscle
tension in his right arm and hand. To see him play the piece
affected our hearing it: his right hand sometimes resting
firmly on his leg, or grasping the edge of the piano, his left
hand effortlessly performed the part. In both balance and
clarity this was a Mozartian performance, enhanced by our
knowledge of the "secret program" behind both the

composition and the performer.

Another case of such a "secret program" arose in a concert

by Zubin Mehta and the Israel Philharmonic of Tchaikovsky's

Symphony No. 6. 1 closed the review of this performance ("Mehta

was explosive,”" No. 24) as follows:
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Then in the last movement Mehta gave us the full

outcry of Tchaikovsky's despair and ultimate resignation
unto death. Long after the last notes had faded (a good 30
seconds) Mehta would not let down his arms, thus forcing a
period of silence before the applause. This was of special
significance, offering us another way in which "programs"

themselves onto music: the symphony had been

dedicated [in Mehta's opening remarks] to the memory of
Eugene Ormandy, colleague and friend of Mehta, who had
died at the age of 85 that morning.

I said earlier that "there is no formula for gaining access to a
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piece of music, no guarantee that a critic's suggestions will help any
individual listener." Murry Sidlin, the conductor of the New Haven
Symphony Orchestra, broke concert convention one time to offer a
long prepared speech, cdmplete with a music example from Bartdk's
Concerto for Orchestra, as a way of introducing Dmitri Shostakovich's
"Leningrad" Symphony No. 7. Although Barték quotes the Shostako-
vich symphony ironically, Sidlin went to pains to explain that Bartdk
was not criticizing Shostakovich but rather Stalin's repressive regime.
At the end of my review of the Shostakovich symphony ("Sidlin
takes stand on humanism," No. 10), I indirectly acknowledged the

linguocentric predicament, and how there are no guarantees.

For the most part, the audience was conscientiously
attentive throughout its great sweep, though some left after
the second movement. It was clear from various comments
I overheard that at least some of the applause was for Sidlin
and the orchestra's stamina, not necessarily for the
humanistic message of the work.

This is hardly surprising. Sidlin in his preface had
given his listeners a very powerful looking glass, a complex
string of metaphors including Barték's own music, with
which to appreciate the symphony. But even his passionate
defense of a non-repressive humanism could only carry his
audience so far toward an understanding of the music's own
complex layers of meanings.

The same is true of all the words we use to come to grips
with the rich "complex layers" of music's meanings as they have
value for us in our lives. "Of course my words, too, attempt to
collude with the music I am describing. All of the other critics in the

audience that evening, and anywhere else, must make their own
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connections” (No. 3).

Does the consideration of such "connections” to music as I
have surveyed throughout this essay lead us to call for a discipline of
music criticism in its owin right? "Not necessarily," I would cautious-
ly reply, provided that criticism be considered an integral part of a
comprehensive and self-critical musicology. Kerman writes, "Positi-
vism is still probably the dominant mode in musicology today" (this

is in 1985), yet he goes on to say:

Such intellectual interest as musicology can show today
emerges out of several strains of reaction to positivism, and
out of attempts, either associated with them or not, to de-
velop a new musicology.43

Certainly whatever developments continue to emerge as capable of
defining a "new musicology,” ample and flexible enough to satisfy
Kerman's hope that music criticism will be taken seriously as one of
the discip-line's most crucial dimensions, there can surely be no possi-
ble return to that earlier unexamined state of naive epistemological
certainty. In this regard the present state of criticism--vital, diverse,
contradictory, dialectical--appropriately mirrors the plurality of
musics and the absence of a contemporary musical mainstream. As
the musicologist William W. Austin has written, his work typically
exemplifying the difficult ideals of a critically sophisticated

musicology, the historian's task is not to offer soothing certainties.

Can a historian...ever provide a new central line of
continuity for a group of people, national or professional,

43 Kerman (1985), p. 59.
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comparable to a traditional "mainstream"? I think not.
History is a critique of traditions--a poor substitute for a
wanted tradition. Historians do well, in my view, to confess
their alienation and to propose their various lines of con-
tinuity as available alternatives for individual use. Stravin-
sky says "the disappearance of the musical mainstream" is
the primary historical fact about 20th-century music.44

Situated as we are within our critical perplexities, I can do
no better than to offer as an "alternative" perspective these final

haunting words of another of Austin's essays:

What is music? Music by itself cannot answer. But the
question is not addressed to music--indeed music cannot
listen. We who listen can answer; we must, we do answer,
by words and by our various ways of combining words and
music. Unlike the birds and crickets who make in every
generation the wordless music encoded in their genes, we
are responsible for music, for the meaning of music and for
the constant renewal of meaningful music. Endowed with
freedom to explore all sound, we make some sound into
words and music. When we are lucky, we make some music
out of our words, out of our freedom, out of our very
perplexities.45

44 William W. Austin, "Ives and Histories," Sonderdruck aus Bericht
iiber den internationalen musikwissenschaftlichen Kongress (Bonn: Biren-
reiter, 1970), p. 30L

45 William W. Austin, "Words and Music: Theory and Practice of 20th-
Century Composers," in Words and Music: The Composer’'s View, A Medley of
Problems and Solutions Compiled in Honor of G. Wallace Woodworth and A.
Tillman Merritt By Sundry Hands, ed. Laurence Berman (Cambridge, Mass.:
Harvard University Department of Music, 1972), p. 8.
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1 Journal-Courier: 11 October 1984 LOCAL
New Haven Symphony Orchestra

NHSO opens season with fine performance

Tuesday evening, honoring Local 34's picket lines, the New Haven Symphony
Orchestra sacrificed the generous acoustics of Yale's Woolsey Hall and presented the
opening concert of its 91st season at the Palace instead.

The change did nothing to dissuade an elegantly attired audience from filling the
hall, and the evening had all of the splash and sparkle of a grand opening gala.

All of the ingredients were there for an impressive offering: the world premiere of
a commissioned work for the City of New Haven, Connecticut composer Arthur
Welwood's "Thresholds for Orchestra"; a renowned New York pianist, André-Michel
Schub, joining the orchestra in Mozart's Piano Concerto No. 21; and a grand finale of
Mahler's tremendously demanding Symphony No. 5.

After conducting the orchestra and audience in a somewhat extravagent version of
the national anthem, acknowledged by boisterous clapping, Murry Sidlin turned to
"Thresholds," written in celebration of the chartering of New Haven. Composed in a
restless though unaggressively modern idiom, the six-minute work moved through various
contrasting episodes to a large and exuberant tonal climax, at the end, whose affirmation
seemed, I thought, too suddenly upon us, insufficiently prepared. By the end of the
evening, I wondered if this were not symptomatic of much of what we had heard.

With the piano lid raised on the modern grand, accompanied by an orchestra
somewhat larger than Mozart's, Schub delivered a sensitive, alert and cleanly phrased
performance--he is clearly an accomplished musician. Even so, there was a subtle way in
which the collaboration lacked the wit and intimacy of this classical work's 1785 origins.
In the first movement, Sidlin's Allegro maestoso was more restrained than majestic. The
third movement rondo might have been more playful. The second movement was
beautifully light, however, its gentle triplets never restraining the forward motion.

After intermission, it seemed that with the gigantic late-Romantic Mahler Fifth,
Sidlin was in his element. He is clearly of that distinguished tradition of romantic
conductors that includes Wagner, Hans von Biilow, Richter, Furtwingler.

One might even observe a showman's instinct there--as when, at the end of the
first movement, Sidlin turned to cue the low strings for two notes pizzicato, and then,
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without looking, cued the timpani off to his side with a flourish. And at the rousing
triumphant finale of the work and the concert he suddenly lurched forward to nail that last
punctuating chord.

What makes Mahler's symphonies so difficult to perform well--and to sustain--is
that the music cannot emerge as an endless series of dramatic episodes, but must be
communicated as part of a troubled yet magnificent architecture. Sidlin, in any given local
passage, seemed to be exhorting his instrumentalists to play at the height of their expressive
powers, which they did. Yet it seemed symptomatic that some of the highly forceful
climaxes came out of nowhere, or that transitions between sections of a movement were
sometimes unconvincing.

For all of this, the orchestra played extremely well, brass and winds in particular,
and the third movement was the triumph of the evening. Gala atmosphere or no,
Tuesday's concert showed how professional and spirited New Haven's own Symphony
Orchestra can be.

2 Journal-Courier: 25 October 1984 LOCAL
New Haven Symphony Orchestra

Symphony bases concert on traditions

In one way or another, each of the musical works on Tuesday evening's New
Haven Symphony program looked back affectionately to older traditions and affirmed the
importance of the past as part of the ongoing present.

The ninth variation from Elgar's "Enigma Variations" provided on this occasion a
special tribute to Lawrence R. O'Brien, a recently deceased member of the Symphony's
board. It was a beautifully played homage which the audience, clearly moved, received in
dignified silence.

Then many of the orchestra members left, leaving a Haydn-sized orchestra on
stage for Prokofiev's 1917 "Classical Symphony, No. 1 in D Major." It is difficult not to
still be charmed by this justly popular, delightfully elegant work, filled with lovely
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melodies, which appropriates various conventions of the Classical period.

Prokofiev's imitation of Haydn is apparent throughout the symphony, both in
form and detail, and it is true that the work predates some of the neo-Classicisms of
Stravinsky, Schoenberg, Hindemith, Barték and Piston. What has made Prokofiev's
symphony a classic, however, is that this is no slavish or academic enactment of an earlier
mode, but remains to this day a fresh and witty work in its own right. It is filled with
idiosyncratic harmonic surprises and carefully integrates 20th-century techniques of
suspense and interruption.

The third movement, modeled on Bach's music more than Haydn's, has some of
the funniest moments. Twists in tonality expand the old dance form of the Gavotte, there
are strange trills in seconds by the flutes, and the bassoons at one point perform a
wonderfully indecent glissando.

The molto vivace of the last movement may have been conducted just too fast
enough to result in some sloppy tonguing by the brass, a few shrill notes scrambled for in
haste by the flutes, and an overall ensemble playing that wasn't quite tight enough. But
these observations are not intended to overshadow Murry Sidlin's directing the entire work
with energy, aplomb and taste.

Dark minor chords announced the change from the clean lines of the Prokofiev to
the murky, restless romanticism of Richard Strauss's "Four Last Songs" using poetry by
Hesse and Eichendorff. Soprano Lucy Shelton gave a sensitive and moving performance
to this densely orchestrated final composition. Once or twice dominated by the orchestra in
her low register, at least from my seat in the balcony, her high notes floated above it with
complete assurance, and her singing was perfectly in tune despite the constantly shifting
harmonies. It was a powerful performance of a difficult work.

- For the 84-year old Strauss, it constitutes in its own way a reaching back to the
roots of his own early career. There is even an allusion to his earlier "Death and
Transfiguration"” in a horn motive at the very end. The typically romantic yearning for a
way to discover in the great tensions of the world a transcendent whole is particularly
poignant in these final four songs.

Even so, I felt that a sense of peace had already been achieved by the third. The
last song sounded like a coda, with its slow tempo and initial pedals preceding the singing;
and its long wafting diatonic chords seemed strangely ponderous, maybe even sentimental,
after such searching. The very ending was marred by a sloppy attack, but for a piece that
must express a certain intimacy with such orchestral forces, this was a strong and
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sympathetic reading.

I was less convinced by this performance [of Mendelssohn's "Reformation”
Symphony No. 5 ] than by the others. Attacks and cut-offs were sloppier; the timpani rolls
in I and IV were loud but very stiffly, even affectedly played, and lacked true resonance.
But beyond this, I wondered whether this earliest of compositions on the program,
appearing last as it did, wasn't being affected by what we had already heard and that, as a
result, it came off somewhat stolid and conventional.

Finally, what for Mendelssohn must have been profoundly resonant about
Luther's hymn, as a German Jew having converted to Christianity only 10 years earlier, for
me was merely a familiar tune, culturally and historically distant in a way, I suppose, that is
inevitable the wider the gap grows. Must there be such a gap?

Such are the questions, anyway, that occurred to me as I heard these works by
artists intensely conscious of incorporating their strongest influences from the past.

3 Journal-Courier: 15 November 1984 LOCAL
New Haven Symphony Orchestra

Symphony concert evokes countless interactions of words and
music

Words and music interact in countless ways.

On Tuesday evening, the New Haven Symphony Orchestra was honored by the
presence of soprano Phyllis Curtin, former head of the voice department at the Yale School
of Music, in a performance of Earl Kim's contemporary work "Cornet." But unlike Lucy
Shelton in her collaboration with the orchestra several weeks back, Miss Curtin didn't sing
a note. The words she enunciated so impeccably and so dramatically were spoken, into a
microphone.

Kim's "Tale of Love and Death," based on a Rilke prose-poem from 1899, is
neither opera nor song. By combining orchestra and narrator, Kim has situated his piece
within the genre that includes Stravinsky's "L'Histoire du Soldat," Copland's "Lincoln



72

Portrait,"” Prokofiev's "Peter and the Wolf," and even, as a special case, Schoenberg's
"Survivor from Warsaw" (whose "narrator" must combine both speech and song).

When words are sung, literary meaning and musical significance collude to create
a rhetorical whole. Words spoken, however, tend to stand apart from the music, making a
full integration between the two more difficult. Kim's solution to the problem of
integrating Rilke's intricate and impassioned, nearly expressionistic, poetic text with the
music of his orchestra was, by and large, to reduce the music to the role of mere
accompaniment.

Sometimes the music degenerated into little more than sound effects, "word
paintings" of the images being read. "A bugle!" Miss Curtin declaimed, and a trumpet was
heard. "Drums, drums, they rumble, rumble!"--and, lo, the sounds of timpani and snare.
Later, a sardonic Mahlerian waltz appeared, and the music seemed, more interestingly, to
move out of synch with the words. But by the end, hearing the sounds of war and the last
line "He beheld an old woman weeping," I couldn't help feeling that this work had been
too precariously balanced between hysteria and bathos for me to feel that profoundly
moved.

Britten's 1940 "Diversions" opened the concert, a theme and (eleven) variations.
Though this music had nothing directly to do with words, there were in fact many words
"attached" to the piece and to the performance that greatly affected our appreciation and
understanding. Perhaps an astute person, listening to a recording of this piece for orchestra
and piano, might guess what most of us in the audience knew from reading the program
notes and being present in the hall: The piano part had been written for left hand alone.

Originally commissioned by the pianist Paul Wittgenstein (who lost his right arm
in World War I), it was played last Tuesday by the distinguished pianist Leon Fleisher,
himself handicapped many years ago by muscle tension in his right arm and hand. To see
him play the piece affected our hearing it: his right hand sometimes resting firmly on his
leg, or grasping the edge of the piano, his left hand effortlessly performed the part. In both
balance and clarity this was a Mozartian performance, enhanced by our knowledge of the
"secret program" behind both the composition and the performer.

As for the final work on the program, Tchaikovsky's Fifth Symphony, I had the
same complaint I have had before: In Murry Sidlin's conducting there is no overabundance
of long-range architectural strategies; sometimes I feel the music's conducting him, not the
other way around. We come up suddenly to a great climax, but we are there because it has
suddenly appeared on the page, not because, for a long while, we've been heading there.
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The program notes raised the old and difficult question of the relation between
Tchaikovsky's biography and the music, not easily resolved here. What would seem clear
is that the better musical performance makes clearer the connections.

Of course my words, too, attempt to coilude with the music I am describing. All
of the other critics in the audience that evening, and anywhere else, must make their own
connections. That music is part of a larger human context was evident in the fact that once
again the New Haven Symphony chose to honor Local 34's picket lines. The concert was
at the Palace and not at Woolsey Hall.

4 Journal-Courier: 21 January 1985 LOCAL
New Haven Symphony Orchestra

Baroque Ensemble pays a fine homage to Bach

As many music lovers are aware, 1985 marks the tricentennial anniversary of the
birth of one of the greatest composers of all time, Johann Sebastian Bach (1685-1750).

Last Saturday evening at the Palace, a thirty-piece ensemble drawn from the New
Haven Symphony Orchestra, the Baroque Ensemble, performed the complete set of the six
Brandenburg Concerti. The group's generally clean and graceful interpretation of these
familiar masterpieces may be included among the celebratory performances by orchestras,
choruses, and chamber groups all over the world who, by the year's end, will have paid
homage to Bach's extraordinary genius.

Brandenburg No. 5 began the evening with a brisk Allegro. Violinist Paul
Kantor and flutist Adrianne Greenbaum, as members of the concertino, nicely traded off
their phrases. Linda Skernick's harpsichord playing seemed at first somewhat hesitant, her
articulations between phrases exaggerated, but her performance of the fantasia Bach uses to
interrupt the flow was suitably wild.

The string section had some tuning problems in the first movement of No. 3,
which followed, but Kantor and Skernick gave a good performance of the lovely Largo
duet which followed, and the last movement was a bouncy 3/4.
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In No. 1, three oboes, bassoon, two horns and violin make up the largest
ensemble of all the Brandenburg concertinos. Kantor faltered briefly in the Adagio, but the
oboes and bassoon were excellent, especially in the trio of the final movement. As for the
horns, their parts are more treacherous for being so very high and exposed than the most
demanding passages in, say, a Mahler symphony; the playing here was less than perfect,
though hardly disastrous.

There are only six strings, plus continuo, in the Sixth Brandenburg, and there are
no violins: violas take the top part. Marvin Warshaw and Janet Lynch, the violists, gave a
moving performance to this most intimate of all the concerti.

Greenbaum and Marjorie Shansky, flutes, were excellent in No. 4.

Finally, in Brandenburg No. 2, we heard Jeff Curnow play piccolo trumpet, the
modern version of the old valveless trumpet Bach wrote for, required to hit those extremely
high and difficult notes. Curnow, of course, is no Maurice André; but if his playing
seemed inadequate in the first movement, he pulled off his part by the end, earning
applause from both the audience and the rest of the orchestra. One of my favorite
movements, the Andante, was beautifully played by Kantor, Greenbaum, Skernick, Harry
Bartocetti on oboe, and cellist Steven Thomas.

Murry Sidlin's conducting throughout the evening was very light; sometimes
(especially in the slow movements) he stopped altogether, simply allowing his
instrumentalists to play. Except for the ritards at the end of movements, he tended to
conduct measures not subdivisions, giving rein to the music's own forward flow.

A charming theatrical gesture provided by the NHSO was to have on stage a
handsome sofa and matching armchair, two endtables with a vase of flowers and a candle,
and three Oriental rugs. The reason for these props? I thought they emphasized the
music's intimacies.
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5  Journal-Courier: 21 February 1985 LOCAL
New Haven Symphony Orchestra

Concert was a challenge

Tuesday's New Haven Symphony Orchestra concert certainly was an evening of
contrasts. It challenged its listeners to be supple enough to accommodate and respond to
very different tastes in music.

First was the beautiful but difficult contemporary work for string orchestra by
Martin Bresnick, Wir Weben, Wir Weben, ("We're weaving, we're weaving'). Then the
Bulgarian-born pianist Juliana Markova performed in the youthful Piano Concerto No. 1,
Opus 10, by Serge Prokofiev. Finally, after intermission, the NHSO presented Sergei
Rachmaninov's sprawling Symphony No. 2, Opus 27.

It is to conductor Murry Sidlin's credit that he included Mr. Bresnick's work on
the program. 'Championing the cause of modern music' may, for some, be best left as an
abstraction, not actually endured in performance. But I found this particular modern piece
to be powerfully inspired and subtly written.

Scored for twenty-one strings, often directed to play as solo instruments, much of
Wir Weben creates a dense texture of overlapping melodies. Technically, much of the
interweaving is a kind of aleatory counterpoint. The players receive the conductor's
downbeat, which begins a given section (calculated in minutes and seconds), and then they
freely repeat their strictly notated phrases over and over until they receive their next signal.

Sidlin's right arm imitated a great clock, sweeping slowly around, for each of
these sections. What was necessary for the musicians was also a way, I thought, to make
the music accessible to the audience.

One of the most beautiful moments came when the orchestra dissolved into a mere
quartet, and the music hauntingly alluded to and incorporated harmonies of an earlier age,
especially those of late Beethoven. While the musicians did not always play completely in
tune, I thought it a decent performance of a challenging work, and Sidlin directed his
ensemble with sensitivity.

I confess that I did not much enjoy the remainder of the concert.

The Prokofiev concerto was written when the composer was twenty years old,
still a student at the Moscow Conservatory. It does not have, of course, the stature of
many of his later works. But it was nonetheless a fresh and exciting composition when it
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burst on the scene, at Prokofiev's graduation recital, in 1911.

Most of that freshness and vivacity were missing the other night. The main
problem was one of balance. From where I was sitting in the orchestra section of Woolsey
Hall, it was very difficult to hear Markova play the piano, except when she played alone.
(This observation was unfortunately confirmed by friends seated in the balcony.) I had the
sense of watching someone who was constantly struggling to be heard; what sound I did
hear come from the piano seemed strident.

Among the many responsibilities of a critic is to be fairly honest about the
boundaries of his own taste. (This is true for all listeners, of course. But a critic's
judgments are potentially more pernicious because of the quasi-institutional status afforded
his, sometimes spurious, authority.)

I do not particularly care if I never hear Rachmaninov's Symphony No. 2 again.
The New Haven Symphony's performance of it did little to change my mind, either. I
think that the piece received the kind of schmaltzy performance it deserves.

Such superciliousness is properly offest by the several people I overheard after
the concert who exclaimed how much they had loved the symphony. I mused how
complex are the taste-groups that make up any community of listeners.

6 Journal-Courier: 19 April 1985 LOCAL
New Haven Symphony Orchestra

Noble spirit moves NHSO

Giuseppe Verdi's "Requiem Mass," that sumptuous tribute to Verdi's great hero
Alessandro Manzoni (probably the most brilliant Italian writer of the 19th century),
attracted a good deal of controversy in Germany and elsewhere after its premiere in Milan,
one year after Manzoni's death, on May 22, 1874.

Hans von Biilow responded to the premiere with an article for the prestigious
music journal, the Allgemeine Zeitung, where he called Verdi's "latest opera in church
vestments" a monstrosity.
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On the other hand, Brahms bought and studied the score, and declared it a work
of genius. Not until 1892 would von Biilow admit in a letter to Verdi that he had been
initially distracted by political considerations, but had been profoundly moved from hearing
a second performance of the Requiem years later.

Indeed, today, much of the hostile criticism it received seems anachronistically
political in nature. Among other things, the Requiem was perceived as an inappropriately
dramatic setting of its sacred texts, highly symptomatic of Verdi's