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Abstract

HENRY COWELL'S NEW MUSIC, 1925-1936:

THE SOCIETY, THE MUSIC EDITIONS,

AND THE RECORDINGS
by

RITA H. MEAD

Advisor: Professor H. Wiley Hitchcock

The New Music enterprises founded by the American com-
poser Henry Cowell in the 1920s and 1930s hold a unique place
in the history of American music. Established at a time when
American music was still under the shadow of Western European
tradition, when little American music was being performed, and
when almost no contemporary American music was being published
and recorded, the activities of Cowell's New Music Society
spurred American music's independence and contributed toward
its rising prominence in the world.

Cowell's daring efforts to perform and publish music
no established and commercial enterprises would accept resulted
in exposure of experimental works which can be considered the
roots of today's avant-garde. As directed by Cowell, the New
Music organizations imparted a spirit of newness, snthusias;,
and freedom which attracted many musicians who were looking
for new creative techniques. Ives, Rudhyar, Ruggles, Crawford,

Becker, Riegger, and Var®se are a few of the composers whose
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music Cowell admired and promoted. His open-minded attitude
toward all kinds of music, however, European and South American
as well as American, and his associations with composers of
widely divergent interests (e.g. Schoenberg, Copland, Piston,
Chévez) produced in New Music a true reflection of contemporary
trends.

The dissertation covers the years from 1925 to 1936,
when Cowell, as founder, director, and editor of New Music,
took personal charge of all the society's activities, aided
by a close-knit group of professional performers and composers
who, inspired by Cowell's example, gave freely of their time
and effort.

An introductory chapter contains a brief exposition of
the cultural milieu in the United States preceding the establish~
ment of the New Music Society in 1925. Chapter II provides a
summary of Cowell's early year;, his first performances in
California, his initial tour of Europe in 1923, and his return
to found New Music.

Chapters III-XIII present a year by year history of the
New Music enterprises: the Society, the New Music Quarterly,
the Orchestra Series, the New Music Workshop, and the New Music
Quarterly Recordings. The dissertation draws from a variety of
sources: papers and correspondence of the New Music Society now
at the New York Public Library; correspondence, now at Yale
University, between Cowell and Charles Ives, who provided the
main financial support for the projects; letters, newspaper
clippings, and programs in California libraries; and interviews

with individuals who worked with Cowell or whose music was per-
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formed, published or recorded by New Music.

Contemporary reviews and personal reminiscences of
participants chronicle the twenty-eight concerts given by the
Society in Los Angeles and San Francisco from 1925 to 1936,
with discussion supplemented by facsimiles of brochures and
concert programs. Brief analyses, with examples, are included
for the fifty-eight works published in the New Music Quarterly
(1927-36), the additional twenty-two works issued in the Orches-
tra Series (1932-36), and the twelve releases of the New Music
Quarterly Recordings (1934-36).

A concluding chapter outlines the history of the projects
after Cowell withdrew from active leadership in 1936, and, in
particular, carries the story of the New Music Edition forward
until its transfer to the Theodore Presser Company in 1959.
Appendices include a facsimile of a letter by Cowell written
in 1961, “About New Music," and a series of tables giving com-
plete lists of concerts presented by the Society and editions °

and recordings issued by New Music between 1925 and 1936.
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PREFACE

Sometime in the early 1920s, the American pianist and
composer Henry Cowell, back in California after a tour of
Europe and frustrated by this country's unwillingness to pub-
lish and perform contemporary music, decided to start a soci-
ety to sponsor concerts of music by the most advanced composers
of the day. His idea, called simply New Music, eventually de-
veloped into an entire group of enterprises. First was the New
Music Society, which gave concerts in Los Angeles in 1925 and
1926 and, in San Francisco, from 1927 until 1936. There followed
two publication series: the New Music Quarterly began publish-
ing music in 1927 and the Orchestra Series started in 1932,
Other parts of Cowell's organization were the New Music Work-
shops (started in 1933) and the New Music Quarterly Recordings
(begun in 1934).

Cowell founded the Society at a time when American
music waa still under the shadow of Western European tradition,
and when American composers were attempting new modes of ex-
pression as they séarched for identity in the world of music.
The establishment of New Music was, for Cowell, an important

step in the progression toward American independence. In the
ix
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introduction to a collection of essays which he compiled and
which was published in 1933--American Composers on American
Music--Cowell presented his credos
American composition up to now has been tied to
the apron-strings of European tradition. To attain
musical independence, more national consciousness is
a present necessity for American composers. The re-
sult of such an awakening should be the creation of
works capable of being accorded international standing.
When this has been accomplished, self-conscious nation=-
alism will no longer be necessary.

The history of New Music is part of the history of
American music's rise to prominence during the twentieth
century. When New Music :éarted, there was almost no con-
temporary American music performed or published in the United
States. When it ended thirty-three years later, and the
catalog of the New Music Edition was transferred to the
Theodore Presser Company, American music had not only taken
its place in the world, but the United States had become the
center for contemporary musict the European exiles had become
established here, American electronic music was making its
impact, and the American avant-garde was becoming known through-
out the world.

As founder, director, and editor of New Music Cowell
took personal charge of all its activities during the early
years. It was a significant accomplishment. Appreciation of
the magnitude of his undertaking becomes even greater when
one realizes that he was only twenty-eight when New Music
began and. during the succeeding years concurrently carried
on a successful career as composer, performer, teacher, and

lecturer. From 1925 until 1936, when Cowell was forced to
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withdraw from active leadership, the Society gave twenty-
eight concerts, the Quarterly published thirty-five issues
representing fifty-eight works and forty composers, the Or-
chestra Series issued seventeen volumes of music by eighteen
composers, and the Recordings project released twelve record-
ings of twenty works by sixteen composers.

Cowell's energy and enthusiasm attracted many musi-
cians to New Music who were looking for new creative tech-
niques. Encouraged by his spirit of innovation, they exper-
imented with their art and, thanks to Cowell, were able to
hear it performed and see it in print for the first time.
Together they ass;ulted the staid San Francisco cultural
community with their "ultra-modern® music, dented the con-
servative commercial publishing field with their colorful
iconoclastic scores, and provided unique leadership for a
fledgling industry in the recording of contemporary American
music.

The men and women involved in New Music were a close-
knit family: most were professional performers or composers,
but al’, inspired by Cowell's example, gave freely of their
time and effort to the cause. Inexperienced in business af-
fairs, their methods were sometimes haphazard, but they were
conscienticus and, among their other virtues, they habitually
saved everything from unused theater tickets to official con=~
tracts. As a rosuit, the papers and correspondence of the
Society, now deposited in the Americana Collection of the
Music Division of the New York Public Library, record their

activities in such detail that it is possible, by studying
xi
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them, to acquire an understanding of what they thought and
how they worked.
Memberships in the Society and subscriptions to the
editions and the recordings seldom covered expenses. In
the beginning, a few patrons in Los Angeles and San Francisco
sponsored society concerts. Financial support for the
editions and the recordings, however, came largely from one
source--the American composer Charles Ives, who, for years,
contributed regularly to New Music. Ives, like Cowell, was
an independent thinker who went his own way regardless of
fashion and, in so doing, created works (many published by
Cowell) which are now considered some of America's most original
music, He saw in New Music a unique opportunity for composers
like himself who were ignored by the musical establishment,
and he shared with Cowell the belief in publishing music
which commgrcial publishers considered too experimental, too
modern, or too advanced to publish. Cowell and Ives had
a warm relationship and, as friends as well as business associ-
ates, corresponded regularly between 1927 and 1936, Since
their letters, in the Ives Collection of the John Herrick
Jackson Music Library at Yale University, largely pertained
to New Music affairs, they, like the New Music papers, pro-
vide a rich source for research into the history of the projects.
The New Music Collection and the Cowell-Ives correspon-
dence, though valuable, are inanimate and can best be brought
to life by the reminiscences of those who participated in New

Music activities. Those associates of Cowell whom I contacted

xii
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graciously agreed to be interviewed, and their remarkable
memories, expressed so articulately, have added a strikingly
personal dimension to the research. I would like to express
my gratitude at this time to John Cage, Martha Beck Carragan,
Olive Thompson Cowell, Alfred Frankenstein, Ray Green, Roy
Harris, Lou Harrison, Herman Langinger, Dane Rudhyar, Charles
Seeger, Nicolas Slonimsky, Gerald Strang, and Frank Wiggles-
worth, To them and to all the men and women of New Music,

this dissertation is dedicated.
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I
INTRODUCTION
The Artistic Rebellion and the

Literary Renaissance

In the first three decades of the twentieth century, .

the United States experienced a deep-seated cultural rebellion
which found expression in iconoclastic and eclectic styles of
art, literature, and music.1 Within this cultural revolution
the separate artistic movements manifested themselves according
to their own timetable in line with their unique characteristics,
The first decade saw significant breakthroughs in painting.
Between 1910 and 1920 the literary renaissance was born. From
1920 to 1930 new music appeared in concert and in print. The
revolution took many forms but similar themes ran through all,
The most important was the two-pronged attack by the rebelst

on one side they fought for freedom from European models; on

1Writings pertinent to this period includet George
Santayana, Winds of Doctrine (New York: Charles Scribner's Sons,
1913); José Ortega y Gasset, The Dehumanization of Art, 192
(New York: Doubleday Anchor, 1956); Jacques Bargzun, Classic,
Romantic_and Modern (New York: Doubleday, 1961); and Henry F.
May, "The Rebellion of the Intellectuals, 1912-1917," American
Quarterly 3 (Summer 1956); reprinted in The 1920's: The Problems
and Paradoxes, ed. Milton Plesure (Bostont Allyn & Bacon,
1969), pp. 267-80.

1
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2
the other, fresdom from academic restraints. Both were ex-
pressions of the artists' deep alienation from a society
which had long been only an appendage to European manners
and styles and in which the academy's conservatism symbo-~
liged the aesthetic aridity of the prevailing climate.

The group of artists known as the Eight and later
called the Ash Can School struggled against the rules and re-
gulations of official art, seeking through uniquely American
subjects to break from European traditions. Led by Robert
Henri in Philadelphia, the charter members were newspaper illus-
trators William Glackens and John Sloan and artist-reporterss
George Luks and E;erett Shinn, By 1904 the group had settled
in New York and in 1908 put on their first joint exhibit--with
Arthur B. Davies, Ernest Lawson, and Maurice Prendergast--in

2 The

defiant protest to the rebuffs by the National Academy.
main thrust of the Eight's efforts, Rose points out, was toward
American independences
If The Eight were not the aesthetic rebels they have been
made out to be, at least they were fighters. They intro-
duced a healthy vitality into American art, proclaiming its
independence, anj raising the possibility of rejecting
European models.
The other revolutionary attack carried the banner of
modernity. Alfred Stieglitsz, the pioneer photographer, spear-
headed this movement by bringing and showing in his New York

gallery 291 the latest works from abroad which exhibited the

ZFar a comprehensive view of the artistic movement of
the early twentieth century, see Barbara Rose, American Art
since 1900, rev. ed. (New York: Praeger, 1975).

3Rosa, American Art, p.27.
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3

new art. Then, in 1913, the famous Armory Show held in New
York, Chicago, and Boston burst upon the public consciousness
with its entries representing every current avant-garde movement.
It was a historic event and, as Meyer Schapiro recalls, "a mo-
mentous example of artistic insurgence®:

It excited the young painters and sculptors, awakened

them to fresh possibilities, and created in the public

at large a new image of modernity. It forced on many an

awareness that art had just undergone a revolution and

that much they had admired in contemporary art during the

;::fbdecades was problematic, old-fashioned, destined to

As in art, the literary revolt attacked on two fronts:
it was against the genteel tradition of Victorianism and it was
for a new American expression free from European forms. Be-
cause of the optimistic, exuberant attitude of the rebels and
of the extraordinary amount of new poetry, novels, and plays
produced, the period from 1912 to 1922 has become known as a
literary renaissance.

The publishing outlets for renaissance writers were the
little magazines appearing from 1912 which took the lead in
introducing the major twentieth-century American poets, critics,
and novelists. They established the reputation of Edgar Lee
Masters, Amy Lowell, E. A. Robinson, and presented previously
unknown names like Sandburg, Eliot, Frost, and Lindsay. The
little magarine movement was symptomatic of the spirit of the

age! conceived as revolutionary manifestos, the magazines

through intelligent and unbiased editorship spurred on the

bMeyer Schapiro, "Rebellion in Art," America in Crisiss

Fourteen Crucial Episodes in American Histor: s ed. Daniel Aaron
(New York: Alfred A. Knopf, 1552), p.20%&.
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renaissance. A typical editorial (in New Talent) spoke

of this
spirit of revolt . . . against artificial boundaries
of so-called good taste, against hypocritical “sweetness
and light," against formalistic strictures of language.
e« « o« We demonstrate an awakening . . . of a will to
honesty in portraying of the people around us.5

Once the revolution took root, the directions that
American art and literature followed during the next fifty
years were set in motion. The characteristics we now take for
granted had their beginning in these early years of the century,
For movements which attempted to break from European tradition,
a decided international point of view was surprisingly dominant.
There were scarcely any pronounced chauvinistic approaches.
These were American artists wishing to be seen and read not as
Americans but as artists and writers. Their desire was not to
found an American school; it was rather to establish themselves
in an international movement. Within each art, certain events
exhibit this tendency.

Alfred Steiglitz was interested in new art regardless
of whether it was American or European, and in fact many of his
more historic exhibitions were of European artists. His long
list of "first exhibitions in America" included works by Euro-
pean artists Rodin and Matisse (1908), Toulouse-Lautrec (1909),
and Rousseau (1910). The Armory Show of 1913, although origin-

ally intended to be a show for American artists, became an

5Freder1ck J. Hoffman, Charles Allen, and Carolyn F.
Ulrich, The Little Magazine: A History and a Bibliography
(Princeton: Princeton University Press, 1947; reprint ed.
Millwood, N.Y.s Kraus Reprint, 1967), p. 6.
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expression of the international rebellion in artt

Since the awareness of modernity as the advancing histor-
ical present was forced upon the spectator by the art of
Spaniards, Frenchmen, Russians, Germans, Englishmen, and
Americans, of whom many were working in Paris, away from
their native lands, this concept of the time was universa-
lized; the moment belonged to the whole world, Europe and
America were now united in a common cultural destiny, and
people here and abroad were experienc&ng the same modern
art that surmounted local traditionms.

Like the artistic rebellion, the literary renaissance
in the years prior to World War I knew no national boundaries.
Although the editors were native Americans, the contributors
to the little magazines were often foreign nationals or Amer-
ican exiles whose foreign residence encouraged an international
outlook. Ezra Pound, for example, as "foreign correspondent®
for Harriet Monroe's Poetry, 1912-17, was instrumental in
bringing the English-American imagist poets to the attention
of American readers: the English T.. E, Hulme, F. S. Flint,
Richard Aldington, H. D. (Hilda Doolittle), and D. H. Lawrence
as well as the Americans Amy Lowell, John Gould Fietcher, and
Pound himselr.7 When he became foreign editor of Margaret
Anderson's The Little Review in 1917, he was influential in
seeing that James Joyce, T. S. Eliot, and Wyndham Lewis were
published in 1t.8

Besides the international aspects of the new art, three

other themes were prominent in the revolution: it was elite in

6Schapiro, P. 207.

7Frank Luther Mott, A History of American Magazines, §
(Cambridge MA: Belknap Press of Harvard University Press, 1968):

230,

8Hoffmnn, Allen, and Ulrich, p. 59.
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attitude, catholic in taste, and experimental in approach,.
Since the very nature of the avant-garde implies a limited
number of participants, it is not surprising that the movement
should be spearheaded by an elite corps. But rather than pros-
elytize and recruit more disciples, many of the artists appeared
to relish the narrow circles they moved in and encouraged a
movement divorced from mainstream American culture.

Concerned essentially with quality, Stieglitz showed
his art to a small select group of artists and writers. Rival
artist Robert Henri criticized the “ultramodernism" of the
Stieglitz group, calling it "faddish, and, since it was unin-
telljgible to the.mnjority, undemocraticﬁ9 But if Stieglits
represented the elite faction in art, his views of medium and
style were anything but narrow. "I do not see,” he said, “why
photography, water colors, oils, sculptures, drawings, prints
+« + » are not of equal potential value. . . . People are con-
stantly trying to compare, when the important thing is to see
what it is before one, in its own right."}? Stieglitz also
sought diversity of styles. Painter Arthur Dove emphasized
the eclecticism of the gallery at 291 Fifth Avenuet

There could be no “291ism." "291" takes a step further
and stands for orderly movement in all directions. In

other words it islyhat the observer sees in it--an idea
to the nth power.

9Rose, American Art, p. 31.

1°Barbara Rose, ed., Readings in American Art Since
1900: A Documentary Survey (New York: Praeger, 1968), p. 48,

11

Ibid., p. 54.
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This freedom to move in all directions was also a pre~-

cious tenet for the artists that surrounded Stieglitz., Oscar
Bluemner, whom Stieglitz introduced at 291 in 1915, had studied
in Paris and had become attached to the strong colorful Fauvist
movement. His comments on the uniqueness of each personal ar-
tistic expression could serve as a manifesto for the Stieglitz
experimental approacht

Why then should American painting be limited by either

old canons or any single new "ism"? We have a climate

and a mind of our own--greater intellectual freedom de-~

mands for its pictorial expression a corresponding freer

use of line, form, tone and color. The only law a picture

must conform to is that which it carries within itself,

instead of submitting to rules from without; Jjust as true

art springs from within, while that which is caused from

without is imitation.l

Each of the 291 artists experimented to bring forth

that "true art which springs from within"--Stieglitz in moody
photographs, Max Weber with cubist abstractions of New York
city, Georgia O'Keefe in cool, pristine transformed images
from nature, John Marin with airy fantasies, and Arthur Dove
with "extractions” from nature--abstractions which Rose credits
as being, in 1910, "the earliest abstract works painted in
America.” Each of these artists and others experimented with
new expressions free from traditional restraint and developed
their unique personal expressions. The close dependence by
modernism on experimentalism was stated by Dove who described
it as a "laboratory situation making research into life and

all human thought and emotion to find young healthy plants that

can stand the test of growing among things that are lasting

121p1d., p. 57.
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through the ages.”13

The elitism which was by necessity an integral part of
the twentieth century artistic rebellion became for the writers
of the literary renaissance a rallying force. The little maga-
zines were specifically aimed at a limited intellectual audience-=
numbered in the hundreds~--who could understand the new literary
styles. On the part of some editors, there was a conscious
effort to exclude rather than include readers. Eugene Jolas,

editor of transition (which published much of Joyce and Gertrude

Stein), sailed for Paris in 1925 to found his magazine there,
deliberately cutting himself off from a wider American readership.
There in 1929 the magazine editorialized that "the plain reader
be damned."lh
Another similar literary snobbism was expressed by Ezra
Pound, foreign editor of Poetry. In adamant disagreement with the
magazine's slogan from Whitman ("to have great poets there must
be great audiences") Pound retorteds
It is true that the great artist has always a great
audience, even in his lifetime; but it is not the yulgo
but the spirits of irony and of destiny and of humor,
sitting with him.15
The ultimate in elitism was reached in 1916 when Margaret

Anderson, editor of the Little Review, published an issue of

blank pages except for two pages of sketches, because she could

not find material of sufficient quality to live up to the ideal

13Rose, American Art, p. 41-42.

1l”l‘l-neoclore Peterson, Magazines in the Twentieth Century

(Urbana, IL: University of Illinois Press, 1964), p. 414,

Lmay, p. 276.
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she proclaimed for her magazine: "The Little Review is a mag-

azine that believes in life for Art's sake."16 Like her col-

league Harriet Monroe, Anderson avidly searched for and published
a wide diversity of literary styles. Although criticism soon
gave way to poetry and fiction, art remained an enduring interest,
and Anderson championed each new movement as soon as it was
launched--the more experimental, the more her youthful enthusiasm
pounced on it. The Little Review promoted futurism, cubism,

and expressionism from 1917 to 1921; its greatest accomplishment,
according to its editors, was publishing Joyce's Ulysses, the
most extravagently experimental of all the experiments contained

within the Little Review's covers.

The Search for Identity in American Music

The cultural revolution which effected such significant
changes in art and literature as early as the first decade of
the century had little impact on American music until the 1920s.
One reason may be linked to the phenomenon observed in some eras
and civilizations of the development of musical styles following
in the wake of other artistic movements. The requirement music
has for an extra activity--performance--between creator and
audience has sometimes been cited as the reason advanced music
is slower to reach the public than art or literature. Aaron
Copland is one who subscribes to the theory that an "elaborate
superstructure” of orchestras, opera houses, piano manufacturers,

music teachers, and concert managers is needed before art music

16Hortman, Allen, and Ulrich, pp. 54-55.
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can mature.17
True, in regard to the quantity of musical activities,
there is no question that the United States experienced a
"flowering"” in the latter part of the nineteenth century when,
as H. Wiley Hitchcock points out, the "institutional foundations
of the cultivated tradition“--conservatories, professorships,

18

and concert halls--were being established. But a true re-

naissance of new ideas and new forms was long in arriving be=
cause of the stranglehold European tradition had on American
music. Hitchcock has found this to be an essential element
in that same "cultivated tradition of fine~-art music® which
developed in the United States in the nineteenth century. He
explains that it was

e o o significantly concerned with moral, artistic, or
cultural idealism; a2 music almost exclusively based on
continental European raw materials and models, looked

to rather self-consciously; an essentially transatlantic
music of the pretenders to gentility; hopefully sophisti-
cated and by no means widespread throughout all segments
of the populace.ld

The effects of such a tradition on American composers
was pervasive by 19203

American music of the cultivated tradition from the end

of the Civil War to the end of World War I was largely
dominated by the attitudes, the ideals, and the modes of
expression of nineteenth-century Europe, particularly
Austria and Germany. Our leading composers almost to a
man were initiated into music by first-generation Americans

17 paron Copland, The New Music 1900-1960, rev. ed.
(New York: W. W. Norton, 1968), pp. 97-98.
1BH. Wiley Hitchcock, Music in the United States: A

Historical Introduction (New York: Prentice-Hall, 2nd ed., rev.,
1974), p. 131,

191bid., p. s2.
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emigrated from Europe; they were trained professionally

during sojourns in Europe; and when they came back their

music was played by ensembles, choruses, and orchestrss

led either by Europeans or Europe~trained conductors.

There was nevertheless evidence of restlessness and
chafing by American composers near the turn of the century
with stirrings of national consciousness. Ironically the
European Antonin Dvo¥&k is credited with having directed
American compesers toward an awareness of local influences.
His visit in the 1890s to the United States and his comments
on the value of plantation melodies inspired Americzns to -
search for elements that could give their music a native fla-
vor. In 1893, in a statement issued at the time of the New
York premiere of his New World Symphony, he adviszd composers
to turn to the folk scmgi: of Americat “In the Negro melodies
of America I discover all that is needed for a great and noble
school of music."21
The American composer Arthur Farwell, fresh from stud-

ies abroad where he observed trends toward use of folk material
in European countries, returned to the United States in 1899 and
soon began gathering together other young composers who like
him wanted a hearingi

I had taken Dvo¥&k's challenge deeply to heart, and worked

in the field of Indian music, not with the idea that this

or any other non-Caucasian folk music existing in America

was the foundation of a national art, but because it ex-

isted only in America and its development was part of my
program to further all unique and characteristic musical

207p1d., p. 130.

21Gi1bert Chase, America's Music (New Yorks McGraw-Hill,
2nd ed. rev., 1966), p. 391,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



12
expressions that could come only from this country.22

His efforts to publish his own music frustrated by publishers
who refused to consider anything not European in style worthy
of printing, Farwell founded the Wa-Wan Press in 1901 and from
then until 1912 published works by thirty composers including
Edgar Stillman Kelley Edward Burlingame Hill, Arthur Shepherd,
and Henry Gilbert. Farwell also toured the country, making
four trips to the West Coast between 1903 and 1907, "playing
my Indian music, preaching my gospel of American music, and
discovering new composers.“23

There were in those years only a few groups which
furthered performances of American music. One organization
(which, however, gave only two concerts in New York during
1905-06) was called the New Music Society of America. It dis-
banded after only one season when its Wall Street backers could
not raise the $15,000 needed for a European conductor. Another
was Farwell's own Wa-Wan Society which in 1908 was renamed the
American Music Society and sponsored concerts in sixteen centers
throughout the United States, Finally there were the signifi-
cant Litchfield County Choral Union festivals held at Norfolk,
Connecticut, from 1900 to 1922 for which director Carl Stoeckel
commissioned American composers to write and conduct their works.

‘Valuable though these efforts were in bringing American

composers to the attention of the public, an American school did

zzArthur Farwell, "Pioneering for American Music,”
Modern Music 12 (January-February 1935): 116-22,

231bid., pp. 118-89.
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not develop. The use of Indian themes by Farwell or Negro
songs by Daniel Gregory Mason proved to be an artificial frost-
ing on an otherwise European-derived style.
The composer Henry F. B. Gilbert called for a complete
breaks
With the exultant life of America throbbing vigorously
about them they still turn to Europe, asking that she
not only teach them technique (which is right) but un-
consciously absorbing and expressing her ideals of beauty
(which is wrong).2
Gilbert prophesized, however, that such a separation would be
costly:
American music in its development as such, has this prob-
lem to face: that it can only become ultimately distinctive
by leaving the paths of imitation, and that by leaving the
paths of imitation it must temporarily sacrifice both

immediate success and th respect, such as it is, of both
public and academician.

Othe: usntributors $u The Musicd.guarterlz, especially
the Eurcpean writers, tended to ignore American music and
instead vented their anger on contemporary styles., W, H; Hadow
expressed his distaste, saying that "any attempt to break vio-
lently with the zath is foreir:; to the real nature of art.®
He made no mantion ~f composers, apparently unaware that any
modern music was being written in America.26

In 1924 Egon Wellessz spoke of the "Problems of Modern

Music® in the January issue and Alfred Casella discussed "Tone-

zu"The American Composer," The Musical Quarterly, 1

(April 1915): 94-104; reprinted in Gilbert Chase, ed., The Amer-

ican Composer Speaks (Baton Rouge: Louisiana State University,
1966).

251b1d., p. 102.

zew. H. Hadow, "Some Aspects of Modern Music,” The

Musical Quarterly, 1 (January 1915): 57-58.
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1%
Problems of Today” in the April issue. Then, in January 1927,
appeared an essay by S. H. Braithwaite summarizing those charac-
teristics of the new music most disliked by traditionalists
like himself. It is significant that many of these same facets
were encountered in the earlier art and literary movements,
He pointed, for example, to the new internationalisms
The gradual decay of nationalism, whether temporary or
not has already left its mark on music, and the process
has been assisted by the amount of published compositions,
produced by cheaper printing methods and spread broadcast
by modern systems of transport. Morever, the centres of
civilization (where music is mostly made) tend more and
more towards a cosmopolitan uniformity, so that what na-
tional characteristicsremain are expressions rather of
past achievements than of present aciivities ., . .
He deplored the new experimentation and eclecticism. Dis-
turbed by what he called "the poverty of melody, a looseness
of rhythm, and extravagence of harmony," Braithwaite questioned
how much further "experiments in rhythmic complexity can be
usefully carried . . ." Suggesting the variety of styles being
produced, he commented on the numerous forms "this freedom of
expression may take: " . . . expression of personal moods . .
« « » the play of fancy . . . the desire for originality . . . .*
Finally he spoke of the profound isolation of the modern artist
who must compose in his elite world separated from twentieth
century societys
Thus the musician finds himself divorced from life--a sort
of specialist who may cater only for those he does not
desire to serve, and who must live in a state of constant
revolt against those very sides of life which, if rationally
constituted, would be the mainstay of his existence and the
main inspiration of his work.

He finished with a striking image: * . . and his music, thus

cut cff from the life-source, becomes morbid like cancer cells,
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and turns to devour itself,"2?
The dark forebodings refles-ted in the writings by
European critics in The Musical Quurterly were in sharp con~
trast to the excited, enthusiastic articles and reviews being

circulated in Modern Music, the new quarterly review of the

New York-based organization for contemporary music, the League
of Composers. "We believe," anncunced its editors in the first
issue of February 1924, “that not only is too little modscm
music played, but that too little is written about it."zs
Under the editorship of Minna Lederman, Madern Music made up
for lost time during the next twenty-three ycuvaz., In its
pages, American cri ics and compos: s chroriclcd the amazingly
diversified world of new American #xusic wnich vas already
being written and performed in the United States. One [ ihe
most sympathetic of the critics was Pitts Sanborn who v.l~omed
the fresh vitality of the new American works. The folZoying

excerpts from the May-June 1926 irrue demonstrated with what

great joy Sanborn received the 1925-26 seasons..

Mr. Varese proceeded tc¢ make 2 grec’ noise [1n Amérigues].
+ + o at least one listener found [it] quite stunning.

L e T T T T T
Copland's Music for the Thea%er deser.z: ths enthusiasm
[of the public].

S8 s e s e s e s s e T e e s 1 v e s e s e e e s s s .
There is enough American music tc give the season . . .

a distinctively home-grown character.

[In Ruggles's Portals] there iz uncempromising individu-
ality and integrity of the comroser whc gave us Men and

Mountains and . . . Angels . . .

275, H, Braithwaite, "Modern Music," The Musicel
Quarterly, 13 (January 1927):1 59-71,

zs[Editorialj, Modern Music, 1 (February 152"},
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in;e;d'v; ;e;m.t; Qa;e.a;riv;d.a; ;h; ;a;p; ;a;s.vae;e.
the director or the soloist who neglects the claim of
American music is hopelessly and pitiably out the fashion.29

Sanborn, in his enthusiasm, was of course exaggerating
the desire of performers to program American music but there
is no doubt that great strides had been made by 1926 .iIn the
awareness by public and critics of modern American music.

Before this "happy pass” had arrived, however, two important
developments had taken place: American composers went to Europe
to study and learn new music and European composers brought
their new music to America.

When World War I ended, American composers, caught up
in the new internationalism brought about by world affairs,
turned their eyes once more toward Europe. This time the center
of gravity had moved from Germany to France and composers Aaron
Copland, Virgil Thomson, Walter Piston, and others began the trek
to Fontainebleau. There, studying with the brilliant young
composition teacher Nadia Boulanger, they learned to fuse the
French impressionistic harmonic style with their own native
rhythms. While there, too, they became aware of the new Euro-
pean movements., Aaron Copland describes the exhilaration of
his years in Paris 1920-24:

It was a fortunate time to be studying in France. All
the pent-up energies of the war years were unloosed.
Paris was an international proving ground for all the
newest tendencies in music. Much of the music that had
been written during the dark years of the war was now

being heard for the first time[:] . . .Schoenberg,
Stravinsky, Barték, Falla, . . . Milhaud, Honegger,

29pitts Sanmborn, [Review], Modern Music, (May-June
1926): 3-9,
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Auric. . . . Hindemith, Prokoviev, Szymanowski, Malipiero,
Kodfly. . . . the watchword in those days was "originality."”
The laws of rhythm, of harmony, of construction had all
been torn down. Every composer in the vanguard setaaut to
remake these laws according to his own conceptions.

Copland's European study lasted for three years and
in June 1924 he came home, bringing with him an awareness of
new European--in fact international--musical styles as well
as a desire to contribute to a revitalized American scene.
Copland and other musicians were experiencing what author
Malcolm Cowley has called "the long adventure of the 1920s,"
when writers thought ef thgmsalves as exiles even when living
at homes

There was the second stage when they went abroad, many
of them with the intention of spending the rest of their
lives in Europe. The voyage had an unexpected effect on
most of them: it taught them to admire their own country,
if only for its picturesque qualities. . . . [But like
Hawthorne vho] went home to Concord in 1860, whether or
not it was a fit place for him to 1live, . . . the new
generation of exiles came straggling back to New York.

They had entered the third stage of the adventure,
one in which the physical exile had ended while they were
still exiles in spirit. At home they continued to think
of themselves as oppressed by the great colorless mass
of American Society, and they tried to defend their own
standardglby living apart from Society, as if on private
islands.

The writers described by Cowley found themselves part
of the "lost generation": "“They were seceding from the old and
yet could adhere to nothing new; they groped their way toward
another scheme of life, as yet undefined. . . .“32 The musi-

cians who came home can better be described as part of a “found

JOCoplnnd, p. 155.

3anlcolm Cowley, Exile's Return, (New York: Viking
Press, 1951), pp. 289-90.

321p1d., p. 9.
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generation," who in their years of exile developed a new iden-
tity; a new knowledge, and a new technique to awaken American
music. Their homecoming was one of happiness rather than mel-
ancholy, of hope for the future rather than despair over the
past. A sensitive critic like Paul Rosenfeld recorded his
impressions of this homecoming in his extravagant yet moving
proset

It seems that we have taken root. The place has gotten

a gravity that holds us. The suction outward has abated.

No longer do we yearn to quit New York. We are not drawn

away. Ve are content to remain in New York. + ¢ o Out of

the American hinterland, out of the depths of the inartic-

ulate American unconsciousness, a spring has come, a push

and a resilience; and here where Europe meets America we

have come to ’153't the focal point where two upspringing

forces balance.

What composers like Copland found when they returned
to the United States was a musical scene in New York vastly
different from the one they had left. New organizations had
spring up devoted to performing contemporary European and
American music and a new group of directors and performers
were attempting to perform the new music. Some of those who
spearheaded the activities were Europeans who had come to
settle in the United States. The pattern was not unlike that
in the nineteenth century when European immigrant musicians
came over to dominate American musical activities. But this
time they came to share with Americans in the new fruits of

contemporary music, blending with their colleagues to form no

longer a European style transplanted to America but an inter-

53Pnul Rosenfeld, Port of New York: Essays on Fourteen

American Moderns (New York: Harcourt, Brace, 1924), pp. 292-93,
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national style in which European, American, and eventually
Oriental influences meshed.

First to appear on the scene was Edgard Vardse., A
student of d'Indy and Roussel in Paris, he became acquainted
with Busoni in Berlin. Earlier, he had received lessons from
Bolzoni, director of the Turin Conservatory in Italy. A con-
ductor before the war, Vardse came to New York in 1915 after
being discharged from the military for ill health. In 1919
he organized an orchestra whose primary purpose was to intro-
duce contemporary works as well as little-heard classics. The
initial concerts on 11 and 12 April 1919, of the New Symphony
Orchestra with Vardse as conductor included works by Bach,
Debussy, Casella, Barték, and Dupont. This proved too advanced
for musicians, critics, and audiences. As Louise Vardse tells it:

As soon as the reviews seemed to prove that they were right,
the players came out boldly with their demands for a change
to more standard programs. They had their eyes on the box
office besides looking forward to less strenuous work play-
ing music they practically knew by heart. The sponsors and
the officers of both the boards eagerly agreed with them, 3%
Rather than modify the programs, Var®se resigned and in 1921
began a second and this time a more successful venture by orga~
nizing with harpist Carlos Salzedo the International Composers®
Guild (ICG). A rebel from the start to finish, Var®se published
a manifesto for the organization which included the following
call to armss
Dying is the privilege of the weary. The present day

composers refuse to die. They have realized the necessity
of banding together and fighting for the right of each

———

3“!.oui:e Var®se, Var2se: A Looking~Glass Diary, It
1883-1928 (New Yorkt Norton, 1972), pp. 155-53.
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individual to secure “fair and free presentation of his
work. "

Less of a rebel but equally important in the struggle
to get contemporary music performed was French pianist E. Robert
Schmitz, who had toured the United States in 1919 and returned
in 1920 to found the Franco-American Musical Society. Later
called Pro Musica, the society gave concerts in Paris and in
cities throughout the United States where it had organized
chapters. In September 1923 it began publication of a quarterly.
A page listing “Aims of Pro-Musica” was published in several of
the issues, In the stilted, convoluted prose of an adopted
language, Schmitz set forth the dominant educational theme
of the society:

« + » the choice of compositions and their educational
value are relative to several points which are variable
in their own interrelationships. Llogic would define these
points as follows: adequate presentation of compositions
selected to answer the educational need; its presentation
at the time and place where needed. . . . The needs will
be detected by carefully conceived retrospective statistics
of the musical act%vity in the city where educational work
is planned. . .
In other words, Pro Musica proposed to supply performances of
music which studies showed were unfamiliar to audiences in the
city in question. Whether these scientific procedures were
always carried out is not recorded. And whether Pro Musica's

success was the result of its predominantly conservative lean-

ings, its introduction of noted European musical personalities,

351bid., pp. 166-67.

36[2 Robert Schmitz], “Aims of Pro-Musica,” Pro-Musica
Quarterly, December 1925, p. 36.
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or its pseudo-educational purpose, by December 1927 it boasted
of 3500 members and 13 chapters.

A third organization which brought European music and
composers to American shores was the League of Composers, formed
when some members of the International Composers® Guild--Claire
Reis, Alma Wertheim, Louis Gruenberg, and Lazare Saminsky--broke
with Var®se over policies and procedures. Louis Var®se explains
how heated feelings finally erupted when Var®se refused to sched-

ule a repetition of Schoenberg's Pierrot Lunaire after an ini-

tial success at a concert in February 1923 of the ICG., Vardse
insisted that the purpose of the society was to give as many
compositions as possible a hearing. Mrs. Vardse suggests that
Var®se's autocratic methods clashed with the more democratic
policies of the organization, The composer Dane Rudhyar, him-
self a Frenchman (n& Daniel Chennevilre) whose works had been
performed by the ICG, was there when the quarrel broke out.
Calling it “the great schism," Rudhyar remembers how Mrs. Reis,
Mrs, Wertheim, Gruenberg, and Saminsky were lined up against
“the three Frenchmen, Vardse, Salzedo, and myself":

Vardse said that we shouldn't repeat anything--that this

was just to give exposure to new work. The other ones

said that we had to repeat the things--we had to educate

the people. That was one of the reasons for the brgak,

but the main reason was our different temperaments.

The League of Composers began its concert life tenta-

tively during the 1923-24 seascn with two concerts of exclusively

European workst Stravinsky, Bliss, Bloch, Poulenc, and Miaskowsky.

—_—

37Interviev with Dane Rudhyar, New York, 18 November,

1975.
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By its second season it was scheduling a blend of American
and European. The November 1924 concert included works by
Bernard Rogers, Richard Hammond, George Antheil, and Aaron
Copland as well as music by such advanced Europeans as Aleis
Haba, Ernst KreKék, and Georges Migot.

If there was ever a doubt that New York had become
an international center of contemporary music, a glance at
the concerts given in one month--February 1925--will satisfy
that doubt. That month Stravinsky appeared as guest soloist
in his piano concerto, performing with the Philharmonic Or-
chestra. The American Leo Ornstein performed his piano concer-
to with the Philadelphia Orchestra. And the three major con-
temporary groups presented programs strikingly indicative of
their international outlook: the ICG concert gave works by the
Chilean Acario Cotapos, the French Salzedo, the Italian Zanotti
Biano, the Hungarian Barték, the Austrian Webern, and the Amer-
icans William Grant Still and Henry Cowell. Barték was also
represented on the program of the Franco-American Society as
well as French works by Jacques Ibert and Germaine Tailleferre
and (surprisingly advanced for them) gquarter-tone pieces by
the Dutch Hans Barth and the American Charles Ives. The League
of Composers in February scheduled performances of two American
works by Saminsky und Gruenberg as well as Arnold Schoenberg's
Pierrot Lunaire, the work which provoked the ICG-League 5p11t.38

The juxtaposition of European and American works fired

3aBarbara Mueser, “The Criticism of New Music in New
York: 1919-1929" (Ph.D, dissertation, City University of New
York, 1975),
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the imagination of Paul Rosenfeld who wrote following a per-

formance of Schoenberg's Sercnade and Var?se's Intégrales at

a Guild concert in March 19253

* + o that evening the Atlantic rolled. The opposition

of the two works precluded such concepts as “Schoenberg's
music" and “music by Var®se." One saw two kinds of music,
apart as two continents, and based a thousand leagues from
each other. Far to the east one saw romanticism rooted

in the individualism of western Europe, romanticism that
indeed was the gentle old European life. And close, there
lay the new humanism, the hard, general spirit, rooted in
the massive communal countries: Russia and the United States,
itself an integral portion of all one meant saying “the
new world” and "America,"39

Rosenfeld's review pointed to the wide-ranging taste
of the organizers of the ICG concerts. In a statement recalling
that of the artisg Arthur Dove who said of Stieglitz's 291
Gallery: “There could be no '291ism'," Vard®se stated in his
manifesto: “The International Composers®Guild disapproves of
all 'isms'; denies the existence of schools; recognizes only

the individual,»0

Pro Musica, too, although leaning toward
the French school of impressionism and the current novelties

of Les Six, nevertheless generously offered its audiences a.

variety of styles "for educational purposes.” As stated in

the "Aims of Pro Musica,* they were: “Arthur Bliss in recital

on modern English, Serge Prokofieff on modern Russian, Alfrede
Casella on modern Italian ., . . Henry Eichheim on Oriental music,

« « «" What could be more indicative of such broad interests

39l’au1 Rosenfeld, "Thanks to the International Guild:
A Musical Chronicle," By Way of Art: Criticisms of Music, Liter-
ature, Sculpture and the Dance (New York: Coward-McCann, 1928),
PpP. =65,

roarBse, Looking-Glass Diary, p. 167,
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than the concerts sponsored by Pro Musica in New York's Town
Hall on 29 January 1927 which featured the world premiere
of the prelude and second movement from Symphony No. 4 by Charles
Ives and the American premieres of Kurt Weill's Concerto for
Violin and Woodwinds, Debussy's Musique pour le "Roi Lear®,
and Milhaud's Les Malheurs d'Orphée (opera in three acts).ul

Like the society, the Fro-Musica Quarterly also showed
a tendency to reflect a variety of views. The March 1925 issue
juxtaposes an article by Frank Patterson, associate‘editor of
Musical America, critical of "clever" American composers who
write only for the elite with an article by Ives on a subject
certainly of int;rest only to a small group of musicians--"Some
Quarter-Tone Impressilons."uz

Ives's article on quarter-tones and the performance
of his quarter-tone works by the Pro Musica the previous
month were ventures into experimentalism by that society;
usually their programs were less daring. But they do point
up the fact that experiment wis in the air and that even a
society which usually programmed predominantly French works
in its early years was willing to take a chance on such advanced

id.ens.l'3

UIPro-Musica Quarterly, 4 (December 1926): 51.

bz!ranco-American Musical Society Quarterly Bulletin,
pp. 11-20, 24-33. :

bJThere is no record of who suggested the Ives program.
It is possible that Ives himself may have sent a quarter-tone
piece to Schmitz who met Ives at the latter's insurance firm,
Ives & Myrick, in the Fall of 1923. Records of this meeting
are in Henry and Sidney Cowell, Charles Ives and His Music, rev,

(London: Oxford University Press, 1969), p. 101 and John
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The prosperity of the 1920s proved a stimulus to the

young contemporary composers. With business booming and per;
sonal income rising, wealthy patrons were able to support their
favorite orchestras and their pet musicians. While businessmen
controlled the fortunes of symphony orchestras, their wives
took an interest in more radical movements, Edgard Vardse
found a loyal patron in society matron and sculptress Gertrude
Vanderbilt Whitney who had established an Art Studio at 8 West
Eighth Street in New York in 1914, In 1918 she opened the
Whitney Studio Club at 146 West Fourth Street in Greenwich
Village, “the scene of further exhibitions, meetings, sketch
classes, parties and so on, for painters and sculptors still
more or less excluded from the fancy uptown art vorld.'uh
Mrs. Whitney, one of the chief sponsers of the International
Composers® Guild, is described by Louise Vardse as “the most
understanding of the artists and the most self-effacing¥-of
patrons she had knowns

[Mrs. Whitney] gave luncheons for her artists to which she

invited for their sakes art patrons, dealers, and critics.

Var®se was a friend of most of her painters and sculptors,

and after she became his patrogass and a sponsor of the
ICG we too were often invited,%5

Kirkpatrick, ed., Charles E, Ives Memos (New York: W. W. Norton,
1972), p., 11, A letter from Schmitz to Ives following that
meeting proposes Ives for membership in the Franco-American
Musical Society and asks for a copy of an earlier work, See
letter, E. Robert Schmitz to Charles Ives, 4 October 1923,

Ives Collection, Yale University. After sending in his $5.00
membership fee on 8 October 1923, Ives sent inserts for his
article on quarter-tones on 9 December 1923, .

Ubn lton Kramer*i"Art: A Valentinﬁ of a_Show for the

1
Whitney," The New York times, saturday, 2 May 1975, p. 29.

bSVarbse, Looking-Glass Diary, p. 153,
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Vardse's fellow composer and close friend during these
days was Carl Ruggles, an artist as well as a composer, who
for years was subsidized by Harriette Miller, a wealthy woman
from New York who, frustrated in her attempts to become a bene-
factress of the small town of Arlington, Vermont, where Ruggles
lived after 1924, decided to bestow a life-time annuity on its
most famous resident.us

How much money was contributed to Pro Musica by wealthy
patrons is not known but the Society's letterhead in 1925 was
an impressive one. The honorary committee consisted of the
French Minister of Public Instruction and Fine Arts, the Am-
bassador of France and the Consul General of France. Officers
included Mrs. Henry P, Loomis, wife of a prominent physician,
and the banking firm of J. P. Morgan & Co; among the directors
were! Mrs, Thomas A. Edison, Ives, and the conductor Pierre
Monteux.u7 Soon after ives became a director, Schmitz wrote
to thank him for what seems to have been a financial contri-
bution: “Mme Schmitz wrote . . . of your kind help and I wish

48 At

to tell you how very helpful this is to our work . . .
times the pages of the early issues of the Quarterly read like
society columns from the local newspapers as the comings and

goings of the society's members are reported. The first issue

hsThomAs Elliot Peterson, “The Music of Carl Ruggles *
(Ph.D. dissertation, University of Washington, 1967), p. 7.

L

7Letter, E. Robert Schmitz to Charles Ives, 5 October
1925, Ives Collection, Yale University, Hereafter cited as
Ives Collection.

48 )
Letter, E. Robert Schmitz to Charles Ives, 20 November
1925, Ives Collection.
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of September 1925 lists those members who spent the summer
abroad or in Nev;(.mrt:.u9
Besides patronage, ‘the new composers needed opportunities
for publication and performance, but the booming commercial
music business was little interested in art music and not at
all interested in radical American art music. Publishers of

serious music either limited themselves to pedagogical studies

like How to Teachs The Music Student's Piano COurseso or cir-

culated works of European and American composers still writing
in the late nineteenth-century romantic tradition. Americans
whose works were included in Ditson's 1929 A Catalog of the Piano
Music were Mrs. H; H. A. Beach, James Bland, Burleigh, Cadman,
Coerne, Frederick Converse, Stephen Foster, Rubin Goldmark,
Werner Janssen, and Leo Sowerby.

By the 1920s the firm G. Schirmer was handling quite a
few of the oper:tta composers--Rudolf Friml, Sigmund Romberg,
and Victor Herbert--following the principle elucidated by Carl
Engel, later s president of G. Schirmert "A publishing firm
such as ours exists for two reasons: glory and money. However,
glory can only be reaped if we are careful always to make a

little more money than gltu-y."s1

ugFranco-American Musical Society Quarterly Bulletin, 1
(September 1923): 27-28,

5%published by Oliver Ditson in Boston, 1918 and 1924,
the manual contained music by American composers Charles Wakefield
Cadman, Cecil Burleigh, Louis Adolph Coerne, and Percy Goetschius,
among others,

5IQuuted in Paul Henry Lang, ed. One Hundred Years of
Music in America: A Centennial Publication for G. Schirmer, Inc.
(New York: Grosset & Dunlap, 1961), p. 17.
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This frantic money-making as well as the jazz-oriented,
promotion-crazy world of the twenties was inimical to many
serious composers. The concept of selling and advertising-=-to
many sensitive people the ugly symbols of commercialism--were
an integral part of this society. As a result the composers,
like their fellow artists and writers, felt themselves excluded
from their own society. "Exiles in their own land," Cowley
called the writers who clung together in their enclaves. Ironi=-
cally it was this very separation from life, this necessity to
band together for protection and at times even for survival,
that nurtured the infant revolution. The Bohemian life, as
represented actually as well as symbolically by Greenwich Village,
became the shelter for avant-garde artists. Meyer Schapiro
points out that "in America the introduction of medern art
coincided with the prestige of Greenwich Village as an artistic
Bohdme , 52

In their enclaves, their Bohemias, in New York, Chicago,
Los Angeles, San Francisco, in the salons of the wealthy patrons
or in the corner bars in Greenwich Village, the new musicians,
the rebels, formed a new elite divorced from the society which
exiled them and from the rest of the musical community which
ignored them. There, struggling to exist, they planned their
societies and their organizations and attempted to break down
the walls of tradition. Var2se in 1939 summarized what they

meant by a revolution in musics

525chapiro, p. 239,
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The very basis of creative work is irreverence! The
verybasis of creative work is experimentation, bold ex-
perimentation. . . . There had never been a creator of
lasting importance who has not also been an innovator,
The links in the chain of tradition are formed by men
who have all been revolutionists! To the student of
music I should say that the great examples of the past
should serve as springboards for him to leap free, into
his own future.

53Edgard Var®se, "Freedom for Music,” in Gilbert Chase,
ed., The American Composer Speaks, pp. 189-90, Vardse's essay
was originally a lecture given at the University of California
at Los Angeles.
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HENRY COWELL
Influences and Activities to 1925

Among the composers destined to further the revolution-
ary ideas espoused by Vard®se in New York was Henry Cowell of
California. Uniqﬁely suited to become a leader of the avant-
garde, Cowell exhibited, during his long career, many of the
characteristics noted in the new artistic and literary move-
ments: an internationalist with a desire to strengthen America‘'s
role in the world music, he was eclectic in his own composition
and catholic in his taste for others'. One of the first (with
Ives) of the twentieth~century experimenters, he was a member
of the new elite who, for reasons of artistic integrity, a need
to break with tradition, or just plain stubborn independence,
consciously remained aloof from the mainstream of their art.

Born in California in 1897, at a time when cultural
activities were just beginning to develop, Cowell's brilliant
talent and forceful personality early attracted patrons and
sponsors. His novel ideas, self-reliance, and spirit of inde-
pendence inherited from his parents and stimulated by his environ-

ment were encouraged by early associates.

30
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His father Harry (Henry Clayton Blackwood Cowell) was
born in Ireland in 1866, the son of the Anglican Dean of Kildare
Cathedral. After one year at Trinity College, he sailed with
his brother for Canada, settled in Calgary for "two or three
years of hard work" and thenmoved on to Vancouver. There he
sold books (e. g., “What To Do Until the Doctor Comes”) and
earned enough money to reach his goal, San Francisco.l

San Francisco during the 1890s was enjoying one of
its most brilliant eras with a revival in arts and letters
encouraged by James Duval Phelan, city father, patron of the
arts, and mayor from 1897 to 1902, At the center of the liter-
ary revival was the Bohemian Club which had been founded in
1872 by a group of journalists, a gathering place for local
writers like Ambrose Bierce and Joaquin Miller and for visiting
celebrities like Oscar Wilde, Edwin Booth, and Rudyard Kipling.
In the 90s the club took on new prominence when writers Frank
Norris and Jack London, photographer Arnold Genthe, and poet
George Sterling were members. Like all Bohemias, San Francisco
attracted the young. One who came--the poet, author, and
illustrator Frank Gelett Burgess--recorded his impressions of
the city when he arrived: "I was young and ardent. I found

Romance. I found Adventure. I found Bohemia.“2

1Interview with Olive Thompson Cowell, widow of Harry
Cowell and stepmother of Henry Cowell, San Francisco, 8 November
1975; letter, Olive Cowell to author, 17 July 1975.

2For a comprehensive view of this era in San Francisco,
see Kevin Starr, Americans and the California Dream (New Yorki
Oxford University Press, 1973), pp. 246-5&.,
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Harry Cowell arrived in San Francisco in the 1890s
prrepared to join in the literary circles. Like Burgess, he
found Bohemia and circulated in the avant-garde circles of
the city. He found adventure--lecturing on Huxley, Darwin
and women's rights, and writing essays for a local magazine,

Town Talk, from 1893 to 1896, And he found romance by meeting

and marrying Clarissa Dixon, a poet and writer who had come
to San Francisco from the mid-west. Clara, as she was called,
is described by Olive Cowell as “highly intelligent" and "a
liberated person.” “They lived together without marriage and
shocked all their avant-garde friends. She had bobbed hair
and was very radical.”

Harry's dreams were possibly larger than his talents,
for although he wanted to make a living writing and lecturing,
he ha? tc take what work he could find. Mrs. Cowell perceptively
sums up the attitude of Cowell's parentss

Clara evidently was almost as impractical and idealistic

as Harry--the two of them were trying to write for a living

because they had something they wanted to give to the world

that the world needed. Undoubtedly it did need it, but

it wasn't taking it, for any price.
Harry's first brush with practicality had come soon after his
arrival in San Francisco when his complete savings of $400 were
stolen and he was forced to take a job on the trolleys. Then,
after marrying Clara in 1893 (she was 42, he 27), Harry became
a linotypist at the Daily Palo Alto Times and they moved to
Menlo Park, a subufb south of San Francisco. He built a little

cottage of two rooms on Harkins Avenue, carrying boards home

on his bicycle because the newspaper sometimes could not afford
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to pay him.3
Henry Cowell was born there on 1 March 1897 and
lived there during his early years, moving in 1902 to San
Francisco with his parents before“Harry and Clara separated.
Then, frightened by the earthquake of 1906, Clara took her
son to stay with relatives in Des Moines. During 1907-8, they
were in New York, where Clara attempted a writing career; but,
with no money and suffering from malnutrition, they were packed
off to other relatives in Kansas before . finally making their
way back to Menlo Park in 1910, There, while herding cows,
one of several odd jobs he had taken in order to support his
mother, Henry met.Professor Lewis M. Terman, the Stanford
professor who was developing the Stanford-Binet I.Q. test and
studying gifted children and geniuses. Terman, who hired Cowell
at fifty cents a session to take a variety of intelligence tests,
remained one of Cowell's sponsors for many years.u

Other Stanford personalities who sponsored or helped
Cowell were Samuel Seward in the English Department and Mrs.
Thorstein Veblen, wife of the controversial economist. The
critic Redfern Mason, in a review of a Cowell concert on 6 No-
vember 1920, refers to "men like Professor Veblen and Samuel

S. Seward, Jr." as having been Cowell's sponsors. "They made

3Preceding information on Harry and Clarissa Cowell
from interview with Olive Thompson Cowell, 8 November 1975,
and letter to author, 17 July 1975.

bSome accounts of Cowell's early life can be found in
The New Grove Dictionary of Music and Musicians, 6th ed.,, s.v.
"Cowell, Henry (Dixon)," by Bruce Saylor; Dictionary of Contem-
porary Music, s.v. "Cowell, Henry," by Richard Jackson; and
Oliver Daniel, "Henry Cowell," Stereo Review, 33 (December 1974)3
71-82.
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an act of faith in the lad and rendered assistance in the time

of need.”s

It was more likely, however, that it was Mrs,
Veblen rather than Veblen himself who sponsored Cowell, Veblen's
biographer supports this in speaking of Ellen Veblen:

Iike Veblen, she had many idiosyncracies, but like Veblen

she had many loyal friends who forgave them. She could

be extremely generous, not only with money but also with

her personality. Henry Cowell, the composer, was one of

her protégés. She gave him his first music lesson, and

once, to help him financially she dropped some money where

she knew he would pass.6

This was only one of the manykstories--possibly apoc-

ryphal--which circulated about Cowell. There were others--in
newspapers in California and throughout the country--which
contributed to the view of Cowell as a young genius. Some
concerned his enrollment at the University of California. One
account in The Oakland Tribune.reported that a member of the
San Francisco Orchestra was so impressed with the compositions
he heard Cowell playing as he passed the house that he introduced
the boy to Henry Hadley, former director of the orchestra.
Hadley then gathered together wealthy patrons to sponsor Cowell's
courses with Charles Seeger and E. G. Stricklen at Berkaley.7
Another account of the same story had Hadley and Seeger obtaining
a four-year scholarship for Cowell after which the boy started

out each morning at 4345 riding two miles on a bicycle to take

SRedfern Mason, "Henry Cowell Gives Recital in Home Town,"
San Francisco Examiner, 8 November 1920,

6Joseph Dorfman, Thorstein Veblen and His America (New
York: Viking, 1934; reprint ed, Fairfield, N.J.: Augustus M,
Kelley, 1966), p. 27.

7Rosa A. Glavinovich, “Rough Places Confront Genius in

Pursuit of Beckoning Star,” The Oakland Tribune Magazine, 31
August 1924,
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the train for Berkaley.a
The artistic circles of San Francisco and the academic

communities of Berkeley and Menlo Park blended in the third of
the region's locales of significance to Cowell's career: the
resort area of Monterey and Carmel. Settled first by writers
George Sterling and Mary Austin in 1905, other artists soon
arrived from San Francisco, many escaping the unlivable condi-~
tions after the earthqulko.9 When the art colony became known
elsevhere, members of the new literary movement in other parts
of the country began to migrate to Carmel. In 1908 Upton Sinclair
and his group from Helicon Hall in New Jersey arrived. Sinclair
Lewis came in the winter of 1908-9 and William Rose Benet in
1909. The Little Theater movement was represented by the opening
of a pioneer workshop in the Forest Theater in 1910, and the new
poetry movement came to Carmel with the arrival of Robinson Jeffers
in 1914, Van Wyck Brooks came to get married in 1911, stayed for
several months, and continued to visit frequently while teaching
at Stanford. He described what he experienced theres

Carmel was a wildwood with an operatic setting where 1life

itself also seemed half operatic and where curious dramas

were taking place in the bungalows and cabins, smothered. tn

blossoming vines on the sylvan slope. . . . This Arcadia

lay, one felt, outside the world in which thought evolves 10
and which came to seem insubstantial in the bland sunny air.

BSentinel (Milwaukee), 21 February 1926,

9For a thorough discussion of the early days of Carmel,
see Michael Orth, “Ideality to Reality: The Founding of Carmel,*
The California Historical Society Quarterly, September 1969, pp.
195-210; Franklin Walker, The Seacoast of Bohemia (Santa Barbarat
Peregrine Smith, 1973); and Kevin Starr, “Hohemian Shores,*
Americans and the California Dream, 1850-191 (New York: Oxford
University Press, 1973), pp. 239-87,

Oyaiker, p. 113.
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Cowell's early aquaintance with Carmel in 1912 or 1913
has been documented by a review of a concert he gave several
years later in Santa Fe, He was introduced by Mary Austin--in
1928 a resident of Santa Fe--who recalled Cowell as a boy in
Carmels:

Cowell's introduction in itself augured well. Mary Austin
endorsed him in unmistakable terms of admiration. Mrs.
Austin knew Henry Cowell 15 years ago in Carmel, she said,
“as a boy, a little distrait, a little unusual, one of
those descendents of the great Irish kings, who was destined
for fame or for the igiane asylum. His destiny surely has
not been the latter,"

Cowell's later association with Carmel--as a performer--
began with a concert on 15 July 1924, at the newly-built Theatre
of the Golden Bough. The announcement of Cowell's concert in
the 12 July issue of the Carmel Pine Cone contains enthusiastic
references to Cowell as "one of the most talked of modernists
of the day” and one whose recital would “"excite ., . . discussion
e o+ oy for the modern movement in music is winning its way all
over the world so rapidly that the whole musich public is
giving it serious con:ideration.lg But apparently the Carmel
critic was not quite ready for Cowell. Trying desperately to
live up to the name of “Fairplay,” the reviewer found "much
beauty and interest" in the program=-~**The Voice of Lir' being

remarkable for grandeur and dignity"--but at the same time he

was critical of the emphasis on description and complained

llEdith Hart Dunne, “Henry Cowell Concert Delights/
Modernist, Brilliant, Unique." Santa Fe Mexican, 17 December
1928, Mary Austin assisted Cowell in the performance of The
Banshee at that concert by holding down the damper pedal as
owe played the piano strings.
12

“Henry Cowell and His Art," Carmel Pine Cone, 12
July 1924,

—a 2T one,
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bitterly of the current "violent reaction" in music “against
all that the ear has held lovely and true.”13

Besides the bohemian world in which Cowell's parents
moved (and with which he also developed a nodding acquaintance)
and the academic world, which nourished him and, surprisingly
for those years, encouraged him in his adventurous ways, there
was another world of importance to Cowell--a small circle of
theosophists who settled in Halcyon, south of Oceano and Pismo
Beach and north of Santa Barbara on the Pacific coast. It was
at Halcyon in the early 1920s that the composer Dane Rudhyar
met Cowell for the first time. According to Rudhyar, the com-
munity at Halcyon, called “Temple of the People,” was founded
by Dr. Dowier and Mrs. LaDue, who had broken away from the
American Theosophical Society and established their own sect
more in line with the intentions of the society's founder
Madame Blavatsky. It was, as Rudhyar recalls, a beautiful
semi-circular beach which extended for miles, a "very mysterious
place with sand dunes like the Sahara . . . very beautiful. One
experienced there, says Rudhyar, a very psychic kind of feeling.*

One night at a reception, Rudhyar was introduced to
Cowell: "We became very good friends; it seemed like an old
friendship renewed from long ago." An Irish family, the Varians,
lived at Halcyon, and John Varian, "a rich patriarch with
a nice long beard, had built a huge harp about seven to eight
feet high from the ceiling to the floor" to represent the harp

in Celtic mythology which “the great god Manaunaun" played.

13Fa1rplay, “Descriptive Music Has Received an Added

Impetus,” Carmel Pine Cone, 19 July 1924,
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Rudhyar believes that this was Cowell's first inspiration in
music, that his playing of tone-clusters with his forearms had
been invented “to give the sense of the cosmic things, of the
rising of the matters stirred by those rather simple chords
and melodies.”lh
Charles Seeger, less romantic and more practical, also

remembers the "gorgeous beach" at Halcyon as being “rich in
clams." And back of it, he says, "was a little group of very
poor people who just squatted on the land and, in good soil,
had a little garden, living more or less from hand to mouth. . . .
The little theosophical group believed in the oneness of man
and the universe." He continuest

Henry Cowell came to some of their meetings and after

they had sung their hymns Henry said, "You ought not to

be singing those hymns. They have nothing to do with the

oneness of man and the universe. You ought to sing my

music.” They said, “What's your music?” So he sat down
and played some of the elbow music and they adopted it.

15
Whether Cowell joined in the theosophical discussions

is not known, but Olive Cowell believes that the Halcyon exper-

ience was as close as Cowell ever came to a religion. Certainly

his statement, This I Believe, written for the radio and tele-

vision commentator Edward R. Murrow in 1954, with phrases which
speak of "sound which flows through the mind," "dynamic forces
in mind," and "conscious philosophies which impregnate the

listener," rings with some of the same force as the wind and

lbIntervie'v with Dane Rudhyar. Cowell was also influ-
enced by Varian's poems, according to Sidney Cowell,

lslneerviav with Charles Seeger, Bridgewater CT, 15
November 1974,
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swirling sands of Halcyon. It begins: "I believe in musict
its spirituality, its exaltation, its ecstatic nobility, its
humor, its power to penetrate to the basic fineness of every
human beirg." And it concludes: *. « « I believe that a truly
devoted musical work acts to humanize the behavior of all
hearers who allow it to penetrate to their innermost being.
This is why I am a composer.“16
Cowell's musical education was as much outside the

usual pattern as was his social environment. Although he had
violin lessons as a child and in fact played Mozart, Haydn, and
Beethoven in a concert arranged by his teacher Henry Holmes,
he went to few concerts and was therefore “less influenced by
older composers."17 When finally he began formal training he
had already composed extensively. Seeger says: "When Henry
came to study with me in 1914 he put on the rack his Opus 1083
he was then, fifteen or sixteen years old. And I expressed
interest in certain compositions." Says Seeger:

But I discovered very quickly that he was an autodidact

and the best way to handle autodidacts was to let them

didact and work around from the outside, as it were. He

was a very good example of autodidacts all through his

lifet he never learned anything from anybody elsej he

appropriated vhag he likedand paid no attention to what
he didn't like,l

16Henry Cowell, "Music Is My Weapon,” This I Believe,
Series 2, ed. Raymond Swing (New York: Simon and Schuster,
1954), pp. 40-41,

17Henry Cowell, Autobiographical Notes, taped interview,
Radgers and Hammerstein Archives of Recorded Sound, New York
Public Library.

18

Interview with Charles Seeger.
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It is interesting to note that both California society
and academe accepted Cowell for what he was~-a natural talent
with his own fresh new ideas. Suprisingly, it was from another
quarter that stern advice was given to fit the young composer
into the traditional mold. Apparently considering themselves
defenders of the nation's cultural stance, the San Francisco
critics urged Cowell to study abroad. In what is probably the
first public review of a Cowell performance--at the San Francisco
Musical Club at the St. Francis Hotel on 5 March 1914 Redfern
Mason said:

But Mr. Cowell has not the faintest notion of what is meant
by development. To gain that knowledge he needs several
years drill in a conservatory, and I should like to see
him packed off to Germany, where he would be out of the
reach of idolizing women folk who mistake anarchistic
rhapsodizing for inspiration. Even if young Cowell is a
genlius which is not proven, he will have to go through the
discipline to which Bach and Mozart and Beethoven were
subjected.

Before Strauss and Debussy dared to write in the vein
which is personal to them, to leave discords unresolved
and tc write in two keys at the same time, they first
learned to write creditably in orthodox form. Leading
strings are not good for the grown man, but they are neces-~
sary to the novice. Young Cowell is a nice lad and I think
he will readily submit to the guidance which he not only
needs but deserves.l19

Later that year, Walter Anthony of the San Francisco

Chronicle continued the admonishment. Anthony identified
Cowell, whom he had heard play "in the apartments of Mrs.
George McGowan," as “the son of Henry Cowell, well known to
local letters, and Clarissa Dixon, whose identification with

Western art is psrhaps even more secure®:

19Redfern Mason, “Work of Merit at Concert of Local
Soclety," San Francisco Examiner, 6 March 1914,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



131
He has the impulse of music. What he wants is direction
and some simplicity. He is planning a concert at the
Fairmont Hotel, which it is hoped by those who are helping
him on his artistic way, will enable him to make a journey
to Germany, there to imbibe the instruction which till now
he has not enjoyed.?

But Cowell did not journey to Germany--either from
preference or from lack of funds. Instead he continued studying
and concertizing in the San Francisco area. Then, in the fall
of 1916 he went to New York to study at the Institute of Musical
Art-~an experience of limited time (one semester) and value.21
This was, however, Cowell's first acquaintance with the musical
activities in New York and he naturally gravitated to Greenwich
Village and the new experimental composers, When he met Carl
Ruggles in 1917, Cowell said, "[Ruggles] took me immediately
into his living room and began unwinding a huge roll of pieces of
butcher's paper. . . . Drawing his own huge staves, he had
written down his ideas . . ." Five years later, in 1922, Cowell
joined Ruggles at a Whitney Club concert and heard Ruggles's
tirade against traditional composerst

He determinedly and painstakingly read out sizzling
criticisms which called composers names and by name.
The presence of Mrs. Hadley in the audience did not
deter him from opening his lecture with this remarks

"I thought that music had reached the lowest possible
point when I heard the works of John Alden Carpenter.

20"0pera Star Will Sing in Concert/ Fremstad Booked
to Appear--Henry Cowell to Play in Recital,"” San Francisco
Chronicle, 26 July 1914, A photo of Cowell accompanies the
article: blond and handsome with a serious look and a deter-
mined air. .

21Dan1e1 (p. 75) says: "The relationship between him
and Frank Damrosch [at the institute] was immanently explosive."
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Now, however, I have been examining the scores of Mr,
Henry Hadley,Z22

The New York critic for The Greenwich Villager at
this event, unlike Mason in San Fransisco, was delighted with
the cuss words and the general iconoclastic tone of the lecture~
recital and excitedly reported that at the close of Cowell's
performance of Dynamic Motion “three women lay in a dead faint
in the aisle and no less than ten men had refreshed themselves
from the left hip."23
By 1917 Cowell had also met the radical New York composer
of dissonant piano works, Leo Ornstein:
Looking back, it is hard to realize that at that time,
after following every clue which wight lead to a musician
who liked “modern” music, I had found only two who shared
my intense delight in exploring free dissonance: Charles 24
Seeger and Leo Ornstein. Carl Ruggles was to make a third,
Following a period of army service in 1918 and 1919,
Cowell returned to California; there, his association with New
York and the controversial Ornstein added allure to his image.
6ne reviewer referred to Ornstein's having "adopted Henry Cowell

as his protégé," saying that he was now playing several of

Cowell's compositions on the concert atage.zs

2ZHenry Cowell, "Carl Ruggles: A Note by Henry Cowell,"
in Lou Harrison, About Carl Ruggles (Yonkers, N.Y.: Oscar
Baradinsky at the Alicat Bookshop, 1946), pp. 1-3.

23Louise Vermont, “Musical Note: Butchers Paper and
Cold Feet," The Greenwich Villager, 15 April 1922,

2u".’h‘mrell, “Carl Ruggles: A Note," p. 1.

2s"l.'lcmell Plays Own Music for Club,” San Fransisco
Call and Post, 19 June 1919,
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Redfern Mason, in a review of a Cowell concert in
Palo Alto, congratulated Cowell®’s mentors for having brought
him under the "influence of law and order." Impressed with
names but apparently unacquainted with the music, Mason credited
Cowell's more orderly development to study of "orchestration
with Carl Ruggles" as well as the fact that Cowell “found a
congenial aide in Leo Ornstein."26
But if trips to New York were helpful to a west coast
musician's career, a season in Europe was essential. Cowell
went there in 1923=--not to(study, as he had been urged to do
years before and as so many others had done, but to tour as
an established performer. With funds from various sponsors,
Cowell left at the end of May for New York with one of his
teachers, Richard Buhlig,and a fellow student Wesley Kuhnle.
Sidney Cowell remembers Buhlig as a student of Busoni,
a friend of Schnabel--"wonderfully enthusiastic' with a Euro-
pean virtuoso style; Charles Seeger thought of him as “very
charming, rather presentable, with a leonine face and magnifi-
cent curly hair . . . who could only sleep in violet silk
pajamas}27 John Cage, a student of Buhlig in the 1930s, re-
calls Buhlig's attitudes:
In the early thirties when I was still in Los Angeles,I
was studying composition with Richard Buhlig, even though
he didn't teach composition, But he was the most accomplished

musician I knew of and I would do what he told me to do.
Buhlig believed in music but more in old music than he

26Redfern Mason, "Henry Cowell Gives Recital in Home
Town," San Francisco Examiner, 8 November 1920,

27Letter from Sidney Robertson Cowell, 25 April 1975;
Interview with Charles Seeger.
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did in new ausic. And he didn't take Henry seriously as
he should have. He, in fact would look for reasons to
criticize Henry. He was friendly but he felt that Bach,
say, was far more important,28
Buhlig's and Cowell's traveling companion, Wesley
Kuhnle, was a twenty-five-year-old graduate of the University
of Southern California School of Music, a pianist and organist,
who was also a Buhlig student. Kuhnle's letters as well as
those by Cowell and Buhlig written during the European tour
present a warm and human chronicle of the trip.29
This was the first crossing for both students, and
for all of the sophistication Cowell had gained from concert
experiences, he, like Kuhnle, relied much on Buhlig's advice.
It was not the most advantageous time to be traveling to Germany
because of rumors of communist uprisings, so Buhlig advised
Austrian as well as German visas. Before sailing to Germany
on Tuesday, 29 May 1923, Cowell and Kuhnle (the latter already
“pretty lonesome") were invited to a supper party at Buhlig's
New York residence, where "“Buhlig and HC played most of the
evening."30
Life on shipboard was disappointing--to Kuhnle, at
least; he found the ship small and crowded with "die passengeren

a rather rum lot.” The dances were abominable: "The orchestra

zalnterview with John Cage, New York, 19 September 1975.

29The letters are located in the Wesley Kuhnle Collection
in the Music Archives at California State University, Long Beach.
Clare G. Rayner, the curator, has written about the collection

in "The Wesley Kuhnle Repository at California State University,
Long Beach," Notes, 33 (September 1976): 16-26.

3oLettar, Wesley Kuhnle to parents, 28 May 1923. Kuhnle
Collection.
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plays only German waltzes, . . . Besides the girls are all
either fat and clumsy or ugly." Seasickness plagued the pas-
sengerst "A rather high sea blew up about Thursday. Cowell
got dreadfully sick and I . . . succumbed and had to get on
my back in bed. . . . Buhlig held out but was on the verge of
it for nearly three days." Performances did take place, how-
ever, and Kuhnle reported that the ship had an excellgnt Ger-
man grand piano, an Ibach, on which he and Cowell accompanied
two violinists going to Munich to study.31

Among the pictures taken on board ship and sent home
by Kuhnle was one of the three traveling companions: Buhlig
in the center, tail, handsome, with a mustache, holding his
cigarette jauntily; Kuhnle on the right, properly dressed in
dark suit and vest, with watch chain, good-looking, dark-haired,
pleasant expression; Cowell on the left, -in.one respect looking
more boyish than the others because of his height (approximately
five foot four inches) and yet appearing older because of his
already receding hairline, and dressed more casually than the
others in a stylish yet rumpled leisure suit.32

The ship docked in Bremen on.Frida” 8 June or Saturday,
9 June and the three went directly to Berlin. Buhlig's contacts
immediately materialized: on Monday, 11 June, Buhlig and Cowell

were invited to dinner at the home of Artur Schnabel.33 Plans

3lLetter, Wesley Kuhnle to parents, 5 June 1923, Kuhnle
Collection. One of the violinists was probably Leo Linder of
whom Kuhnle spoke later, and who concertized with Cowell in
Europe and the United States in 1926,

32Kuhnle Collection.

33Letter, Wesley Kuhnle to parents, 11 June 1923.
Kuhnle Collection.
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were laid for recitals: Kuhnle expected to give three or four
in small cities in November, and he and Cowell talked of
giving "a couple of concerts and split the cost. Just where
we do not know, perhaps in Prague, Cologne, Zurich, Stuttgart,
or Copenhagen.” By now Cowell had ordered a dress suit for
16,000 marks.’b

Cowell had "learned some German but not much® and
Kuhnle was still translating for both, although, as he says,
Cowell "has learned the city much quicker and better than I
so does the steering when we go out. . . .”35

Kuhnle's plans for recitals did not work out, however:
the only playing ﬁe did was "at Dr. Schweitzer's for a little
party” at which Cowell also played. It is possible that the
close relationship between Buhlig and Cowell shut him out or
that their more ambitious plans for Cowell's concert appearances
excluded Kuhnle. Whatever the reason, when Buhlig and Cowell
left for Vienna because inflation and strikes had made conditions
intolerable, they went without him. Kuhnle, homesick and lonely,
flew to England--a somewhat terrifying experience in those days—
with Winifred Hooke, a pianist, teacher, and colleague from
home who was visiting him before traveling to her parents' home

in Englnnd.36

BbLetter, Wesley Kuhnle to parents, 5 June 1923.
Kuhnle Collection.

35Letters,Wesley Kuhnle to parents, 20 June and
5 August, 1923. Kuhnle Collection.

6
3 Letters, Wesley Kuhnle to parents, 28 July-13 August,
1923. Kuhnle Collection. Dr. Schweitzer was not Albert Schweitzer.
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Around 2 September, Cowell wrote to Kuhnle from Vienna
that Austria was "very quiet and not more expensive than Germany"
and that they had decided to move there.>’! Although Buhlig
and Cowell encouraged him to join themy, Kuhnle declined ("I
can't quite persuade myself that it's a good place to go") and
sailed for New York 14 September.38

Buhlig wrote to Kuhnle in Ilecember that Cowell was
sailing "for the USA on the 20th." As to Cowell's performances:

39 Cowell

“He has excited much comment wherever he has played.
himself reported to Kuhnle upon his return to New York that he
had "kicked up quite a stir in Berlin and London, and had some
very good, Qnd some very bad notices from both places.“uo

The critics, to a certain extent sympathetic and under-
standing of Cowell's goal in pioneering new musical sounds,
credited him with a spectacular piano technique, were sometimes
pleasantly surprised with his attractive compositions, but re-
served judgment on the ultimate value of the music. Karl
Westermeyer in Berlin reported that Cowell's tone-clusters,
played with his forearms and clenched fists,were greeted with
laughter; the critic of The Times of London called Cowell's

new technique “interesting" and the composer "inventive and

37Wes1ey Kuhnle to parents, 2 September 1923. Kuhnle
Collection,

38Wesley Kuhnle to parents, 4 September 1923; cable,
n. d. Kuhnle Collection.

39Christmas card, Richard Buhlig to Wesley Kuhnle,
December 1923, Kuhnle Collection.

boLetter, Henry Cowell to Wesley Kuhnle, postmarked
10 January 1924, Kuhnle Collection.
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venturesome" as a technician but "uninspiring" as a composer-hl
One of the more cynical European reviews was quoted in Musical
Americas
Dr. Leopold Schmidt, the well-known Berlin critic, wrote
about ECowell] that . . . in proceeding to thump the piano
with both fists and elbows, he delivered an unintentional
criticism of modern music. It was only to be wondered,
concluded Dr. Schmidt, that Mr. Cowell did not call to his
help still another part of his anatomy. Why didn't he sit
down on the keys? This might have given the performance
of his compositions still greater style,%2
The significance of Cowell's European tour in 1923
lies in his impact on Europe as well as Europe's impact on
him, As a rebel whose talént developed naturally before aca-
demic restraints could dull it, he refused or perhaps was not
in financial position to pursue the traditional study in Europe.
Therefore, rather than study at the feet of European masters,
he later characteristically assaulted them with an innovative
pianistic technique which he himself had mastered and a compo=-
sitional prowess already developed. In a very real sense, he
alerted the Europeans to what America had to offer and thus
began his life-long crusade of promoting American music and
in particular contemporary American music. Adolf Weissmann
wrote in bie Musik that Cowell's perfcrmance in Berlin in the

autumn of 1923 was "the most remarkable event of an unremark-

able concert season" and referred to Cowell's sincerity and

ulKarl Westermeyer, "Henry Cowell," Signale flr die
Musikalische Welt (Berlin), 5 December 1923; "Kecitals of the
Week: Mr., Cowell's Compositions," The Times (London), 14 De-
cember 1923, quoted in Martha L. Manion, The Writings about Henry
Cowell: An Annotated Bibliography (Brooklyn, NY: Institute for

udies in American Music, forthcoming).

uz“Mephisto Musings," Musical America, 26 January

1924, pp. 7-8.
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genuine interest in expanding musical resources.bS' Moreover,
some of the contemporary critics saw Cowell as a symbol of
America. Hugo Leichtentritt was one who recalled Cowell's
reputation at the times

In the mid-twenties . ., . Cowell was, in Europe, consid-

ered the only American representative of musical modern=-

ism, and his "tone clusters" [and] his harp playing gg

the strings of the piano, were sensational features.

While he was introducing American ideas with one hand,
Cowell was soaking up the new European developments with the
other. As Richard Franko Goldman points out, Cowell "aroused
the interest and respect of musicians as diverse as Schnabel
and Bart8k, Schoenberg, Berg, and Webern" during his first and
subsequent tours. In Berlin, he sat in on Schoenberg's master
classes and, in fact, was invited to play for them. He was,
says Goldman, one of our first “contacts" with these new radical
European composers.“5
But while Cowell was a rebel and in advance of his time,

he was very much a part of the long-standing American artistic
tradition which demanded, if not always European performers
for the American concert stage, at least performers who had
established reputations there. In this sense either Cowell or

his mentors or all were alert to the value of a European totr

ugAdolf Weissmann, “Konzert: Berlin," Die Musik, 16
(January, 1924), p. 294, quoted in Manion, Writings.

huﬂ. Leichtentritt, Serge Koussevitsky, the Boston
Symphony Orchestra and the New American MNusic (Cambridge, MA:

larvard University, 1946), p. 109.

us"Henry Cowell (1897-1965): A Memoir and an Appreciation,*
Perspectives of New Music, 4 (Spring-Summer 1966): 23-28,
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for furthering a career. The timing could not have been more
perfect. Sailing from Europe shortly beforg his New York debut
at Carnegie Hall Cowell arrived on 10 January in time for a
press conference held on the roof of the Knabe building on
15 January to publicize his forthcoming concert.bs

The reviews of his debut on 4 February 1924 were spec-
tacular enough to schedule a second concert at Town Hall on
17 February; its program included reviews of the first concert.u7
One favorable review of the debut was that of W. J. Henderson
in the New York Herald who discussed the "extraordinary and
genuinely musical effects" of his tone clustsrs.”ba Not all
critics were symﬁathetic, however: Deems Taylor wrote sarcas-
tically that "a few of Mr. Cowell's works contained no tone

b9

clusters. This, on the whole, was a mistake,” and the New

York Ti;es critic concluded that "the music heard does not
inspire comment.“so
Nevertheless, the momentum of his success carried Cowell

across the country to a lecture~recital debut in Chicago and

MGNew York Herald Tribune, 16 January 1924, The picture
accompanying the article shows Cowell playing the piano with
his forearm as three cameramen snap pictures. Reproduced in
Musical America, 16 February 1924, p. 3 under the caption:
YHenry Cowell, American Modernist, Demonstrates His *'Fist Technic.'"

b7Reverse of letter from Henry Cowell to Wesley Kuhnle,
1 September 1925. Kuhnle Collection.

48

W. J. Henderson, "Music," New York Herald, 5 February
192k, .

“gneems Taylor, “Music,” The World, 5 February 1924,

50"Henry Cowell Plays His Creations,” New York Times,
5 February 1924,
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concerts in San Francisco and Carmel.

51

He had returned to

the scene of earlier days when he was still home-town talent,

but now there was a different aura about him. By November

Los Angeles was feeling slighted because he had not performed

there. He had only passed through on the way to San Diego to

play for pupils and friends of Winifred Hooke, reported critic

Bertha McC. Knisely. She continued: “Too bad no Los Angeles

manager was enterprising or bold enough to secure this young

genius for a Los Angeles appearance, for he has made a distinct

contribution to musical expression."52
By November, too, other pianists were playing Cowell's

music. Cowell referred to one such performance by Edwin Hughes

in a letter to Kuhnle in late November 1924, 1In it he thanked

Kuhnle for the notices of Kuhnle's concerts and commented that

it was 'surely most interesting that the YTides' is being re-

quested. Hughes made a great hit with it--had to play it twice."

He also indicated that his concert schedule would probably pre=-

.clude a return trip to Europe immediately: “Only I'm not sailingi"

he exclaimed, "at least not until February as I would have to

give up my already arranged Chicago recitals. . . . I have two

New York recitals in December--So am busy!"S3

e

31ls5ee reviews in Chicago Post, 22 February 1924; Illuse
trated Daily Herald (San Francisco), 24 April and 24 June 1924
and Carmel Pine Cone, 19 July 1924,

szBerCha McC. Knisely, Los Angeles Record, 1 November 1924,

. saLetter, Henry Cowell to Wesley Kuhnle, November 1924,
Kuhnle Collection.
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What was equally 1mportant; of course, was that Cowell,
following his debut, was being talked about by the more influ-
ential critics and in the more prominent journals, sometimes
in complimentary terms, sometimes not. Adrian Pelham in the
Theatre Magazine linked Cowell's debut with the American pre-
miere of Stravinsky's Le Sacre du Printemps that season at
Carnegie Hall, Taking a somewhat cavalier attitude, Pelham
observed that "if Mr. Cowell or Mr. Stravinsky are able to
get new effects from the orchestra, or the piano by novel meth-
ods they are perfectly free to do =°:§b Others were more impressed.
In April Paul Rosenfeld wrote in The Dial: "Felicitations on the
discovery of a me‘hod cannot be denied Henry Cowell; and in an
age of small technical innovations he cuts a not unrespectable
figure /5% And in June Pitts Sanborn singled Cowell out for
hoyors for having made among Americans the "most arresting
contribution”: “The main thing about his music is that lﬂ it
he reveals talent as well as a theory."56

Cowell's European tour stimulated not only his career
and acquainted him with new European developmehts in compositiong
it also made him aware of activities aimed at furthering the
performance and publication of new music. His concert in Berlin

had been sponsored by Melos, a modern music association which

5“Adr1an Pelham, "Music: Stravinsky and Cowell Break
the Ice of Tradition--Carnegie Hall Hears a New Masterpiece,"
Theatre Magazine,. April 1924, p. 34.

SsPaul Rosenfeld, “Musical Chronicle," The Dial (Chicago),
76 (April 1924): 389-90,

56Pitts Sanborn, "Honors of the Season,” Modern Music
1 (June,k 1924): 7.
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put on concerts and issued a periodical containing music as
well as articles. By the time Cowell ariived in 1923, Melos
had been in existence for two years, having continued the work
of Die Neue Musikgesellschaft--discontinued in 1921 for lack
of funds. Die Neue Musikgesellschaft had been founded in 1919,
the more radical of two such societies (the other was Der Anbruch).
Revolutionary in character, it refused to compromise with bour-
geois taste and, as Hugo Lichtentritt said, "flaunted the banner
of the most radically modern art."” The society was directed
by Hermann Scherchen and his young associate Eduard Erdmann.
At earlier meetings Scherchen had conducted the first perfor-

mance of Schoenberg's Kammersinfonie in 1912 and Pierrot Lunaire

in 1913, VWhen Die Neue Musikgesellschaft was unable to compete
with the more affluent Anbruch, Scherchen abandoned the society,
reorganized, and started the new Melos on a smaller scale with
performances limited to chamber music. Scherchen also founded
the periodical Melos which had as one of its aims “the consoli-
dation of international relations in music!57

If Cowell had begun thinking about starting an American
New Music Society as early as 1923 he could not have found a
more distinguished model than Melos. Its board of directors
included Qartﬁk, Busoni, Leichtentritt, Erdmann, Schoenberg,
Dohnanyi, and Adolf Weissman among others. The cover of its
periodi§51 was bright and bold--red and black printing on a

slick white paper--and its first issue set the tone through its

57Hugo Leichtentritt, "German Music of the Last Decade,*
The Musical Quarterly, 10 (April 1924): 193-218,
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dedication to Busoni and its article by Scherchen on Schoenbsrg.58
There were American as well as German contributors: Henry Gilbert
wrote on "Symphonische Musik in Amerika" in the November 1921
issue following César Saerchinger on "Amerikanische Musik?" in
the issue of the previous A;:u-.u.59 Some of the most striking

features in Melos were the facsimiles of music--in the early

issues limited to small two-page compositions, later more elab-
orate works, Besides music by the editors Scherchen and Erdmann,
other composers represented were Artur Schnabel, Stefan Wolpe,
Béla Bart6k, and Josef Hauer; several issues included compositions
by Hindemith.

When Cowell returned to the United States in 1924 he
found that, other than the International Composers® Guild and
the League of Composers in New York, there was little interest
on the part of other musical organizations to schedule music by
contemporary composers Cowell believed to be representative of
the avant-garde: from'Europa, Schoenberg and his followers;
from America, Var®se and Ruggles. When he went home to California
he found an even greater void. Although branches of Schmitg'a
Franco-American Musical Society were being established through-~
out the country, there was as yet none in San Francisco. Further-
more, there was every indication that the society would not
satisfy the need as Cowell saw it. Issues of their Bulletin

contained hints that their programs were limited at this time

58Melos (16 February 1920).
39Melos, 3 (i November 1921): 18-21 for the Gilbert

article, translated by César Saerchinger; and Melos, 1 (1 April
1920): 90-94 for the Saerchinger article.
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to music by European and a few American composers considered
more traditional than Cowell's experimentalists. An advertise~
ment in December 1923 for the society's International Referendum
Concert that season listed works by Kod4ly, Castelnuovo-Tedesco,
Prokofieff, Stravinsky, de Falla, Debussy, and Ravel; another
reference to a concert--in the March 1924 issue~--showed that two
American composers were represented: Charles Loeffler and Richard
Hammond; and in October 1924, there were reports of exchange pro-
grams between France and Americai-the Portland chapter gave a
program of French music and two Paris chapters featured works
by Americans Marion Bauer, Henry Eichheim, Griffes, Louis Gruenberg,
and Hammond. Only the advertisement for the concert in Aeolian
Hall on 14 February 1925 exhibited the daring programming Cowell
admired--quarter-tone pieces by Ives and Barth--but that was in
New York.60

When the initial decision was.made is not known, but
Cowell had concluded his plans that summer of 1925 to start his
own society., On 1 September he wrote to Kuhnle from Menlo Park,
glving him permission to use the name of the New Music Society
in his publicity. Kuhnle must have inguired abtout compensation
because Cowell retorted: "I never heard of any society which
pays anything to any composer, and I certainly do not derive any
benefits from it--the only money I ever made on my compositions
is $4.50 royalties on °'the Tides.'" The letter was a characteris-

tic Cowell message: it was scrawled on the back of a program

60Bu11etin of the Franco-American Musical Society,

December 1923, March 1924, Uctober 1924, and March 1925,
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from his concert at Town Hall on 17 February and was signed,

Yaseveryours Henry-in-a-hurry. w6l

61Letter, Henry Cowell to Wesley Kuhnle, 1 September
[1925]. Kuhnle Collection,
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THE BEGINNING OF THE NEW MUSIC SOCIETY IN 1925

The First Announcement of The New Music Society

Isabel Morse Jones of the Los Angeles Daily Times was
looking forward to the start of the New Music Society., “Now,"
she said, "we are to have a society for New Music. If it lives
and is supported as it shouldbe, it may be the most important
jewel in our crown."l As it turned out, the new organization
became less a jewel in Los Angeles' crown than a landmark for
contemporary music and for Henry Cowell, Its first concert
launched a vital movement in experimental music in California
and signaled the beginning of Cowell's dynamic career of pro-
moting American composers and encouraging the performance of
new music,

Cowell announced the formation of The New Music Society
of California with a cream-colored flyer from the Times Print
Shop in Palo Alto, near Cowell's home in Menlo Park. Listing
himself as director, he explained, in straightforward fashion,

the reason for the organizationt

llsabel Morse Jones, "“A New Music Society," Los Angeles
Daily Times, 18 October 1925,

57
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It is seldom that Los Angeles has the opportunity to hear
presented the works of the most discussed composers of so-
called ultra-modern tendencies, such as Stravinsky,
Schoenberg, Ruggles, Rudhyar, etc.
The New Music Society of California, which is formed for
the purpose of performing such works, announces an initial
concert of new music to be held early in the fall of 1925, . .
Simple though it was, the flyer's reference to affili-
ation with the International Composers' Guild of New York and
the announcement that the conductor would be “the distinguished
composer, Arthur Bliss," gave it a certain prestige as did the
subscription blank at the bottom of the page pointing out that
the choicest seats would be reserved for subscribers. (Plate I.)2
The initial sentence in the flyer--"it is seldom that
Los Angeles has the opportunity to hear presented . . ."--gives
a clue to one of the reasons Cowell decided to launch the New
Music Society in Los Angeles, a city which, only five years
earlier, had been a small town. Composer Dane Rudhyar describes
it as he found it in 1920:
There was only a 1little village in the San Fernando
Valley separated by a huge wall of trees and fields.
» « o Beverly Hills, north of that little railroad
that went to Santa Monica, was just divided into bare
streets and . . . maybe half a dozen houses built there.
There was absolutely nothing in Westwood and nothing 3
between Fairfax and Santa Monica except maybe ranches.
But a land boom hit Los Angeles in the 1920s, thanks

to prosperity, the sun, and the movies. Residential areas were

extended (a new subdivision called Westwood was started in 1922)

2Announcement, New Music Society, New Music Collection,
New York Public Library. Unless otherwise noted, all illustra-
tions are photographic reproductions of material in the New
Music Collection,

JInterview with Rudhyar.
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(The New Music Society of California
(Afflisted with the International Composers’ Guild of New York, Inc.)

Henry Cowell, Director
(Co-operating C: to be d)

It is seldom that Los Angeles has the opportunity to hear presented the
works of the most discussed composers of so-called ultra-modem tendencies, such
as Strawinsky, Schoenberg, Ruggles, Rudhyar, etc.

The New Music Society of California, which is formed for the purpose
of parforming such works, announces an initial concert of new music to be held
early in the fall of 1925, to be be conducted by the distinguished composer,
Arthur Bliss.

A chamber orchestra and well known soloists will be presented.
+ + < + < + 4 + 4+ +

Subscription Blank

Kindly reserve for me tickets at $1.50 per ticket (payable on delivery) for
the initial concert of The New Music Society of California, to be held in Los Angeles during
the early part of autumn, 1925. It is understood that advance subscribers will have the choicest
seats reserved for them. :

Name.

Address

Address all communications to mefred Hool(e,
462 N. Western Ave., Los Angeles, California

Plate I. First Announcement of the New Music Society, 1925.
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and universities established (the site for the future UCLA was
chosen in 1925).“ Rudhyar notes that properties were in such
demand that one corner (La Brea and Fairfax) was sold four
times one year, rising in purchase value from $40,000 to éne
million dollars.

The musical life of the city kept pace with the economic
growth. The Los Angeles Philharmonic Orchestra was founded in
1919 by William Andrews Clark, Jr., with Clark guaranteeing
from $100,000 to $200,000 annually until his death in 1934.

The Hollywood Bowl, a natural, acoustically perfect amphitheater
for concerts and plays, was acquired by the city in 1919 and
financed by the public.5 By the season of 1925-26, there was

an impressive array of concerts, operas, recitals, and choral
programs scheduled in Los Angeles. Bruno David Ussher listed

the events for the 1925-26 season in Musical Americat fourteen

pairs of Philharmonic concerts; performances by three opera
companies; four series of Philharmonic courses; recitals by
well-known artists such as Efrem Zimbalist, Richard Crooks,
Mischa Elman, Ignace Paderewski, and groups like the Barrdre
Little Symphony and Sousa's band; an Auditorium Artist series
which included concerts by Roland Hayes, Josef Hofmann, and
Edward Johnson; performances by six chamber ensembles, four
choral groups, and eight musical clubs, including Wa-Wan and

the MacDowell Club of Allied Arts; and offerings by four clubs

uLynn Bowan, Los Angelest Epic of a City (Berkeley:
Howell-North Books, 197L4), p. 268.

5Buvan, Pp. 270-71,
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devoted to giving concert versions of opera.6 It is not sur-
prising that Ussher did not mention the New Music Society con-
cert which was given only two days before his article appeared.
Having written it obviously in advance for Musical America,
Ussher may not have been aware of the concert. Even if he had
been he may not have considered it important or suitable enough
for- his article. After all, the city's musical fare tended to
be on the traditional side. If contemporary works were scheduled
at all they were usually European. Ussher singled out those
having first performances in Los Angeles during the 1925-26
seasoni Scriabin's Po®me _de 1'extase and Prometheus, Liadov's

=2=me_de 1 extase
Fragments from the Apocal se, Casella's Italia, and Elgar's

The Dream of Gerontius. Musicians performing American works

chose them either for their similarity to European models or
for their "American elements“: the Philharmonic that year, under
Walter Henry Rothwell, performed Bloch's Three Jewish Poems and

his Concerto Grosso, Hanson's Nordic Sym hony, and Herbert's

Air de Ballet as well as John Powell's Negro Rhapsody and Henry

Schoenefeld's American Cagrice.7
The conservative stance of a conductor like Rothwell,
director of the Philharmonic since its inception in 1919, can
best be illustrated by Rudhyar's experiencet
In 1922 I won a $1,000 prize for a symphonic work, which

was the first prige given by the new Philharmonic orchestra.,
It was a very simple work--very romantic--called Soul Fire.

6Bruno David Ussher, "Brilliant Schedules Promised for
Los Angeles,” Musical America, 24 October 1925, p. 61,

7Los Angeles Philharmonic programs, 1925-26, Music
Library, University of California at Los Angeles.
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Richard Buhlig, the pianist,was one of the judges and
Rothwell was another. I won the prize but Mr. Rothwell
decided he couldn't play it. He decided it was too modern.
I still have a copy of the letter from the secretary say-
ing that they appreciated my work, but it was really too
difficult--it wasn't right to play it at the present time.
Eugene Goossens, conductor in 1926 at four concerts in the
Hollywood Bowl, also testifies in his autobiography to the
lack of performances of new works in the areas
Novelties on the Pacific Coast in the 'twenties were
virtually non-existent; the two incumbents [conduetors]
of Los Angeles and San Francisco cared for little else
but the standard classics. . . . To these starved audi-
ences the adventure of any novelty was exhilarating.9
In an interview for the Illustrated Daily Nevé, Rothwell talked
about the American and European "novelties” on the programs
that season. He would be particularly curious, he said, about

the reception of Milhaud's Serenade and Honegger's Tempest, by

two "ultramodernist” composers whose “pieces are played in
differsnt keys at the same tima.“lo
The Los Angeles critics, either because of their own
biases or because they were fed propaganda by partisans, needled
the musical establishment about its conservatism. When ths
founding of the New Music Society was announced, Jones of the
Daily Times hoped that it would "enlighten the public." 'We
are complaisant,” she said, "“in our comfortable enjoyment of the

old and leave to other cities the joy of encouraging the nev."11

aInterviov with Dane Rudhyar,

9Eugene Gobasens, Overtures and Beginners: A Musical
Autobiography (London: Methren and Co., 1951), p. 237.

lOCarolyn Pearson, "Rothwell Looks Fine As Musical
Season Opens," Illustrated Daily News, 22 October 1925, p. 7.

11

Isabel Morse Jones, "New Music Society."
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Los Angeles, furthermore, was notorious in its dis-
regard for California musicians. Bertha McC. Knisely, who
had pleaded in November 1924 for a Los Angeles manager bold
enough to secure Cowell for an appearance (see above, p., 51),
complained in January 1925 that Cowell "has had little chance

to be heard in Los Angeles."lz

Another critic, Patterson
Greene, discussing the city's shabby treatment of its local
musicians, pointed to the iack of appreciation shown to Buhlig
and Cowell, whose talent had already been recognized in Europe
and the East Coast. "We are quite modest about [our musicians],“
he remarked sarcastically. "In fact, we hide their light under
a bushel. Truly our attitude is humility itseir.l3

In 1925 Los Angeles would have a chance to see Cowell
as well as many other musicians of Southern California., If the
audiences were starved he would give them the novelties they
wanted. If the critics were longing for modern music, he would
satisfy them. There was no danger that Cowell would be inti-
midated by the conservatism of the musical establishment. He
had in fact already taken on the New York critics, criticizing
them in print for not having done their homework, forcefully
reminding them that “the composer who clings to the old, rather
than the innovator, should make explanations and apologies, if

any are to be made.“lu

12gortha McC. Knisely, Los Angeles Record, 17 January 1925.

13Patterson Greene, "Musicians Find Los Angeles Genial,
but Not Generous," Los Angeles Examiner, 29 January 1928,

luHenry Cowell, "Modernism Needs No Excuse, Says Cowell,"

Musical America, 17 January 1925,
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The First Concert of The New Music Society

The date was set for the first concert and a new yellow
flyer distributed. (Plate II.). The official boards were giv-
en--Organizer, Henry Cowell; Treasurer, Winifred Hooke; Res-
ident cooperating Committee, Arthur Bliss, Henry Eichheim, and
D. Rudhyar; Non-resident Advisory Board, Eugene Goossens, Carl
Ruggles, Carlos Salzedo, and Edgar Vareseléand the aim of the
society was defined: "To present musical works embodying the
most progressive tendencies of this age, and disseminate the
new musical ideas." The word "ultra-modern” was left out, per=-
haps because it was considered too limited a term, or perhaps
because of fear that its radical connotations might limit the
audience., The stated aim was a broad umbrella under which
many styles could be sheltered--~an approach frequently taken
by Cowell, who seldom excluded any music he considered fresh,
new, and vital. The wording also had overtones of salesmanship
in its plan to "disseminate the new musical ideas." This, too,
was a typical Cowell approach, for besides being a composer,
performer, and teacher, he was a salesman and was to be a pro~
moter of contemporary music all his life. But he was also
modest and so listed himself not as chairman or president of
the society but as "organirzer," implying perhaps that once the
society was launched others might be more qualified (or have

more time) to lead the organization.

15At this time Var®se did not use the final "d" in his
first name. Accent marks were ommitted from most of the printed
material relating to New Music.
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The
NEW MUSIfC SOCIETY

California

(Affiliated with the International Composers’ Guild
of New York, Inc.)
Organizer, Henry Cowell
Treasurer, Winifred Hooke

Resident Cooperating Committee
Arthur Bliss, Henry Eichheim, D. Rudhyar

Non-resident Advisory Board
Eugene Goosens, Carl Ruggles, Carlos Salzedo, Edgar Varese

Aim
To present musical works embodying the most progressive
tendencies of this age, and di i the new ical ideas

FIRST CONCERT

October 22nd, at 8:15
at i!te ballroom of the
Biltmore Hotel
with the cooperation of

The Little Symphony, Adolph Tandler directing
Winifred Hooke, Wesley Kuhnle, soloists

Among the works to be performed will be the following:

The Surge of Fire  (symphonic ilogyy ~ D. Rudhyar
Octandre . . . . . . . Edgar Varese
Angels . . . . . Carl Ruggles
Sechs Kleine Klavierstucke . Aumold Shoenberg

(Knabe Pianos)
Tickets for sale (81 65 tax lncluded) at: Fitzgerald Music Co.—727 So. Hill
nifred Hooke Studio—462 No. Western Ave.
For reservnuon by phone call: GRanbite 8258 or 7808

Plate II. Announcement of the First Concert of the New
Music Society in Los Angeles, 22 October 1925.
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On the program itself, distributed at the Biltmore
concert, there was a remarkably comprehensive statement of
the New Music credo, presumably written by Cowell, (Plate III.).
Comparing the new music of the day with the Ars Nova of four-
teenth-century France, the current attitude of "Big Orchestras"
and "Big Publishers" was likened to the attack by the Church
in 1322, It was time, he said, to organize to "spread the
message." Like his counterparts in earlier years and in other
artistic fields--Robert Henri and Alfred Stieglitz, for example--
Cowell recognized the practicality of banding together with
others to further his cause. To organize anything as radical
as a new-music society, men and women of extreme devotion and
dedication were needed. Here was another reason for choosing
Los Angeles: it was eager for change and it had a small but
aggressive group of modernists ready to participate. The "pro-
gressive minority" mentioned in the statement was duly represented
on the program: some like Hooke, Kuhnle, and Tandler pursued
their own careers after the concert, straddling the fence be-
tween conservatism and modern music; others, like Ruggles,
Rudhyar, and Var®se, already active in the crusade, continued,
in the words of Cowell's statement, “to live true to their

own message and spread it."

Music and Musicians Associated with the Society
The only woman in an official capacity was Winifred

Hooke, listed as Treasurer of the organization. Interestingly,
this marked the beginning of Cowell's custom of using women

to do the bookkeeping and the day-to-day routine work of the
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ventures he began, Later there would be Olive Thompson
Cowell, Dene Denny, Blanche Walton, and Martha Beck Carragan.
Hooke had been, like Cowell and Wesley Kuhnle, a piano student
of Richard Buhlig in Los Angeles. She returned to the United
States after her trip to Europe in 1923, and opened her own
piano studio in Los Angeles, She was one of the small band
of performers who could play demanding contemporary works,
including Cowell's “tone cluster” pieces. How well she played
is difficult to determine from the reviews because of the low
esteem critics placedon the music, but two reviews of a latexr
New Music Society concert in 1928 gave some insight into how
she was received. Charles Woodman of the San Francisco Call
said she had excellent technique and interpretative appreciation,
“though she left some of us unconvinced that compositions
vwhich lack melody, rhythm and harmony, in the classic sense,
have the essential features of real music."16 Although Woodman
felt that Hooke played Bart8k better even than Barték himself,
another critic, Alexander Fried, complained that her touch was
too delicatei "Miss Hooke's pianism is refined and feminine.
Sometimes, as in the 'Allegro Barbaro,” it subtilized matter
the composer may well have preferred to remain ::x-ude."l'7 At
the New Music Society's first concert Hooke played one of the
three piano parts in Rudhyar's symphonic trilogy, The Surge of

Fire, and her presence on the program assured at least one

160harles Woodman, "“Ultra-Modern Piano Recital,” San
Francisco Call, 19 January 1928,

1
7A1exander Fried, "Miss Hooke geard in Piano Recital,"

San_Francisco Chronicle, 19 January 192
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listener--Patterson Greene of the Los Angeles Examiner--that
“the society will not dissipate itself in eccentricity or dilet-
tantism.* 1§
One of the other parts in Rudhyar's trilogy was played
by Wesley Kuhnle (1898-1962), who, late in 1923, had returned
to California after his European trip with Buhlig and Cowell to
begin a career as church organist and concert pianist.19 In the
fall of 1925 the Los Angeles Examiner reported that Kuhnle had
opened two piano studios, one in Glendale and one in Los Angeles,
giving as his credentials his early training with "the noted
master Jaroslav Zelinski [de Zielinski] and Richard Buhlig.Z2?
This is probably the publicity Cowell had in mind when he wrote
to Kuhnle on 1 September, since the article refers to the New

21

Music Society. The Los Angeles Daily Times called Kuhnle an

“exponent of the ultra-modern" and credited him with an *“unusually
accurate technic, a necessary virtue in the interpretation of
such geometric studies in sound as Schoenberg indulges 1n."22

In addition to the Rudhyar work, Kuhnle played the Schoenberg

Sechs Kleine Klavierstlicke, Op. 19, and Leo Ornstein's Musings of

18Patterson Greene, "Concert of New Music Striking,"
Llos Angeles Examiner, 23 October 1925,

19Raynor, "Kuhnle Repository.*

zo“Kuhnle Opens Studios Here," Los Angeles Examiner,
[september or October] 1925.

2J'See above, p. 55.

2Z"World Premier of New Music at Biltmore," Los Angeles
Daily Times, 22 October 1925. Kuhnle was, by the way, a nephew
of the former New York critic Edward Krehbiel, a fact noted in
another article referring to his studio: "Studio Established by
Wesley Kuhnle Called Los Angeles Asset," Los Angeles Evening
Express, 30 October 1925.
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a_Piano. Schoenberg, at the time, was one of the two giants
(the other, Stravinsky) in contemporary Luropéan music. OfF
the two poles, Cowell leaned toward Schoenberg and his school.
One of the clearest illustrations of this position is in the
opening chapter of his book American Composers on American
Music where he groups composers and assesses their importance
according to stylistic influences. Cowell deprecated the mod~-
ern French or neo-classical style of the day, calling it "super-
ficial"” and "aimed at pure amusement." Particularly scornful
of Americans who aped it, he criticized George Antheil: "He
has sensationalized each new Parisian development, including
Stravinsky, [and his] “"Ballet MScanique" consists of a mixture
of literal fragments from Stravinsky. . . " On the other hand,
Cowell respected those who followed Schoenberg, and praised
composers like Adolph Weiss, Wallingford Riegger, John Becker,
and Gerald Strang, who wrote in the "Schoenberg idiom" or used
"atonal polyphony" and twelve-tone methods.23 ’

The program notes for the New Music concert included
a quotation by Louise Varbse on Schoenberg as the pathbreaker,
the iconoclast, the prophet as well as the pedagogue, followed
by a description of Schoenberg, presumably by Cowell, as a
"musical expressionist."

Schoenberg's Si¥ Pieces made little impression on the
critics; short, aphoristic, they were apparently overshadowed

by the flashier orchestral works on the program. But Ussher

23Henry Cowell, American Composers on American Musict

A Symposium (Palo Alto, CA: Stanford University Press, 1933}
reprint ed., New York: Frederick Unger, 1962) pp. 4-6., Here-
after cited as ACAM,
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liked Kuhnle's performance of them, finding him "an unusually
well equipped, finely sensitive artist.zu The writer in the

Pacific Coast Musician said that the Schoenberg pieces "met

a ready response from the audience” and were "delightfully
performed by Wesley'l(uhnla.""’5 The Ornstein works created
scarcely a ripple. While some of the critics bitterly attacked
the more violent works on the program, they hardly noticed
Ornstein's, which Cowell described in the program as “more
simple and less romantic" than his Wild Man's Dance and A la
Chinoise of fifteen years earlier. One of the critics, Gilbert
Brown, actually felt that the earlier pieces would have been
more fitting for such a program. Bewildered, he asked, "Has
Ornstein advanced even beyond the ultramoderns of today, or
has he foresaken the path on which he set out as a boy7“26
The first New Music Society concert was the last for
Kuhnle. He continued his concert and teaching career around
Los Angeles with the exception of a short tenure in New York.
An endorsement from Richard Buhlig (“To whom it may concern")
dated 28 December 1927, refers to Kuhnle's studies with him
in New York during 1926 and fall of 1927 and a New York recital
in October 1927.27 Gradually he began concentrating less on

modern music and more on Bach and earlier music. During the

ZUBruno David Ussher, "Music and Musicians,” Los Angeles
Express, 23 October 1925.

25“)/lusj.<: Society Presents Radical Program," Pacific
Coast Musician, n. d.

26G11bert Brown, "New Music Sounds Like Traffic Jam,"
Los Angeles Record, 23 October 1925,

27 etter, Richard Buhlig, 28 December 1927. Kuhnle Col-
lection,
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1950s he built harpsichords and concertized with violinist Sol
Babitz as "New Friends of 01d Music."za

Adolph Tandler was another Los Angeles-based musician
associated briefly with Cowell and the New Music Society. It
was Tandler's Little Symphony that was performed at the first con-
cert. Born in Vienna, 2 November 1875, he was a student at
the Royal Academy of Vienna before coming to the United States.
Rudhyar recalls that Tandler had at one time been conductor of
the Los Angeles Symphony and was part of the Los Angeles musical
scene in the mid-twenties. Rudhyar was quite satisfied with
Tandler's interpretation of The Surge of Fire at the concert,
saying that “the performance of his symphonic work was “very
sympathetic.” "The musicians liked it," Rudhyar recalled, "and
it was well played. He was a very soft, very Viennese kind of
conductor, so it lacked a little backbone, but it was very nicely
done, #29

Tandler and his'orchestra, in fact, were considered
the heroes of the occasion. Ussher said: "To Mr. Tandler
thanks must go for his labor of love. It was exceedingly dif-
ficult music, and if not played at its best, it must be ascribed
to the strangeness of style rather than to musicianship of per-

formers."3° Carolyn Pearson of the Illustrated Daily News gave

zaﬂayner, “The Wesley Kuhnle Repository.”, Kuhnle's
studies of tunings, temperaments, and performance practice
of early music are preserved on taped lecture-demonstrations
in the Kuhnle Collection.

29Interview with Dane Rudhyar.

3oUssher, “Music and Musicians.®
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“much credit to Tandler and the other brave artists" and
quoted Tandler as having said: "It is our duty, a matter of
honor to produce the works of these heroes who write according
to conviction rather than precedent.”31 When Cowell moved the
New Music Society concerts to San Francisco in 1927, Tandler
was listed as a member of the Executive Board on the initial
announcement, but thereafter neither he nor his Little Symphony
was involved in New Music activites.,

Arthur Bliss (1891-1975) was an English composer con-
sidered in the 1920s one of - the most promising of the new com-
posers. His early scores were highly successful and his work

for soprano and chamber orchestra, Rout, had been premiered at
32

the Salzburg Festival in 1922, An associate of Honegger and
Stravinsky in Paris during the post-World War I years, he lived
in the United States between 1923 and 1925.33 Although he did
not cond#ct at the concert as it had beenannounced in the earlier
flyer, Bliss was listed as a member of the society's resident
cooperating conmittee.

Henry Eichheim (1870-1942), a Chicagoan educated at
the Chicago Musical College, had been a member of the Theodore
Thomas orchestra in New York and later violinist with the Boston
Symphony from 1890 to 1912, when he resigned to devote . all his

time to composition and recital work. He is best known for

31Carolyn Pearson, "“Ultra Modern in Music Applauded
at Recital Here," Illustrated Daily News, 23 October 1925,

32Nicolas Slonimsky, ed., Baker's Biographical Dictionary
of Musicians, 5th ed. (New York: G. Schirmer, 1971), s. v.
Bliss, Arthur,”

33[Obituary], “Sir Arthur Bliss, 83, Composer, Master
of Queen's Musick, Dies,” New York Times, 28 March 1975, p. 30.
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the oriental influences in his music; his Oriental Impressions
was published by the Society for the Preservation of American
Music in 1927.3b Charles Seeger called him an "exquisite":

Henry Eichheim was an extraordinary fellow. He became
known as a musical exquisite in Boston before the 1920s.

He was interested in East Asian music and collected a
beautiful lot of instruments which he gave to the little
museum in Santa Barbara, California. I only met him

once, and only knew him distantly as one of the exquisites--
there weren't very many in those days--Loeffler, the com-
poser, "§§ another. They were sort of musical Cabots and
Lowells.,

Eichheim directed the Little Symphony in Ruggles's Angels and

Var2se's Octandre and joined his wife, pianist Ethel Roe

Eichheim, and violinist Calmon Luboviski in a performance of
Darius Milhaud's éonate for two violins and piano. The choice
of the Milhaud sonata was a curious one in light of Cowell's views
on French music. In the program notes, Cowell quoted a strong
statement by Milhaud advocating neo-classicism~~the desire
"to preserve the older and more perfect musical forms" and the
"aim to preserve the Latin traditions in an unallayed state
[free from Teutonic influence]®-then appended his own state-
ment in an obvious reference to the two French-born composers
on the program, Rudhyar and Vard®se:
Those ideas are not endorsed by most French-born composers
now living in America, and are the product of reactionary
tendencies strongly manifest in Latin countries. Darius
Milhaud is one of the main exponents of “polytonalism,” i.e.,

the superposition of various tonalities, following in
this Stravinsky.

3I‘John Tasker Howard, Our American Music (New York:
Thomas Y. Crowell, 1930-31), p. 595. When the fourth edition

of OQur American Music was published in 1965, Eichheim was no
longer well enough known to be included.

35Interview with Charles Seeger.
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The Milhaud work was well received by the critics.
Carl Bronson called it "almost celestial in etfece."as
Carolyn Pearson thought there were "“some truly lovely melo-
dies,” but she "didn't know when to npplaud.”37 The Pacific
Coast Musician's critic said that it was "not so foreign to
accepted standards as to be otherwise than comprehensible and
pleasing."38 Gilbert Brown was also delighted because to him
the Milhaud “seemed a late sinister flowering in music of a
civilization already slipping into perfumed, hallucinated
sensuality., Delightful stuff, if you like it--and I, for one,
do. w39

Calmon Luboviski, the third player in the Milhaud
Sonata, was the concertmaster of the Little Symphonybo but
no identification was made of the third pianist in the Rudhyar
work, Harold Simmons. Another performer on the program--Feodor
Kolin--created quite a stir. Dr. Feodor Kolin was a composer
and director of Russian-Polish parentage who, at the time,
lived and taught in Los Angeles. In his researches in musical
synthesis he had developed theories based on the combined use
of light, d;amatic movements, and perfumes, For the New Music
Society program, however, he planned to demonstrate through

366::‘1 Bronson, %“Musical Club Program is Discussed,”
[Unidentified newspaper], 23 October 1925. Kuhnle Collection.

37Pearson, “Ultra Modern in Music."

38"Music Society Presents.”
39Bravn, #New Music Sounds."

ao"Biltmore Concert Promises Novelty," Los Angeles
Examiner, 22 October 1925.
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improvisation at the piano his belief that "in the.freedom of
the improvisation spirit a nearest approach is made to *pure
sound,'” as it was phrased in the program notes. Rudhyar re-
calls that "he claimed to have been a reincarnation of either

b1 The critics were not impresseds

Schumann or Schubert.®
Gilbert Brown called the improvisations "dervish-mad”; Carl
Bronson called the music “the dissonant chime of fascinating
clang”; and Ussher felt that "self-expression at any price
is not art especially if not uriginal."uz The Pacific Coast

Musician questioned whether the improvisation was spontanecus

or planned in advam;e.l"3 Apparently Kolin faded into obliviong
his name is missing from the 1927 San Francisco New Music an-
nouncement and Rudhyar does not recall ever hearing of him again,
One of the members of Cowell's non-resident advisory
board was the composer and conductor, Eugene Goossens. Like
Bliss and Eichheim, Goossens, although not a member of Cowell's
inner circle, was instrumental in furthering avant-garde music.
A Londoner, he had been called to Rochester, New York, as con-
ductor\of their Philharmonic Orchestra in 1923. The next year
he lectured on modern music throughout the Middle and Far West
for the Pro Musica Society and was associated with the ICG both
as composer and conductor. When he conducted his own fantasy
for nine wind instruments at an ICG concert in December 1924,

Goossens recalled that "it met strong disapproval from the Nsw

Mlinterview with Dane Rudhyar.

szrown, “New Music Society"; Bronson, "Musical Club"j
Ussher, "Music and Musicians."

ug"Music Society Presents.*
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York Press and works by Vardse, Salzedo, and Ruggles [Men and
Mountains] received equally strong castigation. But one never
could please those New York critics. . . .4" he snid.bb
Goossens was the target of some of the most vociferous demon-
strations against new music. Virgil Thomson recalls the scandal
set off in 1924 at Goossens's performance of Varese's Hyperprism
at the B.B.C.us But apparently not all the modern music he per=-
formed was to his liking, At an ICG concert in January 1926

when he conducted Portals by Ruggles, he commented: "We survived,

incidently, a grim piece for strings by Carl Ruggles, the New
England modernist who, like his fellow countryman, Ives, wrote
next to unplayable musi.c:.""6
Another member of the committee, Carlos Salzedo (1885~
1961), besides being a co-founder of the International Composers®
Guild, was active in Pro Musica, having joined Schmitz in organ=~
irzing its predecessor, the Franco-American Society. The same

year in which he founded the ICG with Var®se--1921--he founded

a modern music magazine Eolian Review, later called Eolus,

which was discontinued in 1933.“7 A French harpist and com-~
poser, Salzedo had settled in New York in 1909. He played first
harp for the Metropolitan Opera orchestra from 1909 until 1913,

when he formed a trio (Trio de Lutdce) with Georges Barrdre,

huGoossens, Pe 227-33.

05V1rg11 Thomson, American Music since 1910 (New Yorkt
Holt, Rinehart and Winston, 1970), p. 43.

usGoossens, p. 233,

u7John Tasker Howard, Our Contemporary Composers
(New York: Thomas Y. Crowell, 1941), p. 250.
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flutist, and Paul Kéfer, cellisc.ha Cowell paid tribute to
him in 1933:

An unparalleled harpist, his chief contribution to composi-

tion has been his use of the harp in many new ways . o o

over a hundred precise and differential types of tone. .

« o He is an innoz;tor who is at the same time an excellent

general musician.
Salzedo founded a harp school in Camden, Maine, in 1930, Until
his death in 1961, he continued to teach there every summer.,
The school is still in existence, with Salzedo's followers
carrying on his revolutionary technique.so

The remaining members of Cowell's committees--Rudhyar
on the resident committee and Ruggles and Var®se on the advisory
board--were, in 1525, the most advanced composers known to be
writing in America and as such were brilliant attractions for
Cowell's first concert of new music. Although Ruggles and
Varése were probably not known in Los Angeles, their works
(with Rudhyar's) were considered the most important on the
program as well as the most controversial. By scheduling
their music, Cowell served notice that his new society would
be uncompromising in its determination to carry out its aim
to present "the most progressive tendencies of this age."
Henry Cowell's admiration for Carl Ruggles had begun

eight years earlier, when the two met in New York in 1917,

When later he recalled this meeting, Cowell saids

uBBaker's Biographical Dictionary, 5th ed., s.v.
*#Salzedo, Carlos,"

%9cowe11, acaM, p. 101.

5°E1eanor Blau, “Maine Harp Colony Thrives, and Sound
Is Not Ethereal,” The New York Times, 17 August 1975.
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His raucous and rugged enthusiasm on finding a "magnificent,”
“superb," new dissonant chord was as catching as a prairie
fire, not in the least dampened by the fact that he himself
was the only composer he knew of who invented them., . . .
For my part I had, from the beginning, a profound admiration 51
for his fresh and glowing yet perfected use of dissonances.

A native of Massachusetts, Ruggles (1876-1971) had
moved to New York in 1917 after ten years as teacher and con-
ductor in Winona, Wisconsin., In New York, he became a close
friend of Var&se and, in Louise Vardse's words, "a priceless
and preposterous addition to the ICG." When the Guild split
up, he was "the most uncompromising and the most vociferous
of Vardse's supporters."52 One of the most independent and
forceful members of the New Music composers, Ruggles later
received glowing praise from another longtime friend, Charles
Seeger. Writing in The Musical Quarterly of October 1932,
Seeger said of Ruggles's music:

+ « o there is conviction--sheer arrogant assertion--of
value. You cannot put your finger on it. You cannot point
out any melody, passage, or detail that even represents

it or can be characterized as such. But you know, just

as surely, that in hearing the work you hgge been in touch
with, or had intimations of, the sublime.

Ruggles's Angels had been performed earlier at an ICG
concert on 18 December 1922 in its original version for six
muted trumpets. As described by Louise Vartse, the sight of
six extremely stout trumpeters marching on stage and blowing

into the small trumpets had aroused a considerable amount of

Jjeering and distracted from the performance. The critic Paul

5]Cowe11, “Carl Rugglest A Note."

5%artse, A Looking-Glass Diary, p. 18k.

53Reprinted in Cowell, ACAM, pp. 14-35,
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Rosenfeld, nevertheless, praised the music: “The fragment of
Ruggles® suite is distinguished by the loveliness of the sound
of the six close dissonant silversnarling trumpets; and by an

w5l Whether the unfortunate spectacle in

inner homogeneity.
New York led to the change in instrumentation or whether the

placement on the program next to Octandre (for winds and string

bass) led to a new arrangement, the version of Angels performed
at the New Music Society concert was for strings. Cowell ar-
gued in his program notes that "the composer himself likes to
have it played for string ensemble: 2 violins, 2 violas, 2 cellos.”

Ruggles's short essay of interweaving seconds and sev=
enths was described by Cowell in the program notes as having
been written in a deliberately dissonant style--"almost in a
scholastic manner.,” “Schoenberg," said Cowell, "was the great
pioneer along this line of ‘'dissonant counterpoint,®' but Ruggles
goes further still. His attitude to music might be called a
sort of Neo-scholasticism.” Although one critic (Bronson)
praised the tight, effective harmonization and commented that
the piece had been well received, and one (Ussher) called it

harsh but fascinating, The Pacific Coast Musician, completely

at a loss, decided that the pieces by Ruggles and Var®se were
Jjust not music.si_

Edgard Var®se (1885-1965) was by far the best-known
and the most notorious of the New York avant-garde group with

which Cowell was associated and represented the international

5“Quoted in Varese, Looking-Glass Diary, p. 183.

55Bronson, “Musical Club"; Ussher, "Music and Musicians"j
“Music Society Presents."
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approach which Cowell had always maintained was much more im-
portant than any purely American interest. Cowell was later
to write that “Vardse's own music has nothing in particular to
do with America. . . ., It was originated in Europe under the
influence of his teacher, Busoni, and was also affected by the
Italian "futurist” school of percussionists." Cowell gave
Varese credit for being the "first to introduce modern music
to America with any degree of consistency" and recognized the
powerful appeal of Var®se's iconoclastic stylet

There is a dramatic and incisive element about Var®se's

music which causes it to stand out on a program, and to

"k111" any work standing next to it by brute force. . . .

While he lacks melodic invention and harmonic succession,

Var®se is in other respects unique, and deserves the

highest place among the European composers who have be-

come American.5

In discussing Octandre in the program notes, Cowell

quoted from an article by Massimo Zanotti-Bianco on “Edgar

Varese and the Geometry of Sound" in The Arts, January 1925,

describing the "sound-groups like masses that change in shape
and intensity, comparable to waves whose dynamic logic enters
into and is one with the logic of cosmic phenomena." Coming
after Ruggles's buzzing dissonances in Angels, the insistent
staccato blaring of Vardse's brasses and the terse abstract
motivic structures proved to be more than the critics could
take., Not only was it "not music" but it was variously de=-
scribed as "almost a perfect impression of Seventh and Broadway

at the rush hour” (Brown), “the pandemoniun which might occur

sscowell, ACAM, pp. 43-48,
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between the departure of the old [music] and before the arrival
of the new"(Bronson), and "the reflection of street sounds into
which a fog horn and the guiding of a push cart soundd'(vssher).57
Ussher's comment that "tonal photography of noise has at best
only experimental value" illustrated how critics frequently
missed the point. For the rest of its years of existence the
New Music Society and later the New Music Quarterly and New
Music Recordings were hounded by those audiences and critics
for whom anything without lyrical melody and consonant harmony
was noise and anything new was experimental and therefore not
of value. Some of New Music's harshest critics were supposedly

its friends. Henry Eichheim, who conducted Octandre at the Los

Angeles concert, was quoted in the Los Angeles Examiner the.next
day as having said$ "It sounds terrible to me, and I think it
really is.” After making this incredible statement, he at-
tempted to soften it by pointing out the music's value for the
future: “But in his experimenting, Var®se may have hit upon
some orchestral timbre which will be available to a gifted com=-
poser of the future for the creation of great un.lsic.“.s8

It is a quirk of history that while Varlse's Octandre,

now considered one of the masterpieces of a twentieth-century
giant, wvas dismissed as mere experimentalism, Dane Rudhyar's
Surge of Fire was considered the high point of the concert and,
in Ussher's words, "the most important . . . [showing] great

talent, struggle, emotional impulsiveness, rhythmic freedom to

57Brown, "New Music Sounds"j Bronson, “Musical Club";
Ussher, “Music and Musicians,"

58Greene, "Concert of New Music.*
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the last degree."59 And yet this work has received only three
performances since it was composed in 1921: the premiere at the
New Music Society concert, a later one in New York, and a per-
formance at the California Institute of the Arts in May 1971
conducted by James Tenney.60

Rudhyar's big expansive score for orchestra and three
pianos aroused the spirits of the audience. Gilbert Brown,
for one, called it "decidedly the event of an evening of sensa-
tions." Rudhyar, he said, was "the master of the maelstrom
of emotion-in-sound that swirls in majestic frenzy to the peace~

ful conclusion of the piece."61

Critics took great pride in
pointing out that Rudhyar was a local resident. Jones called
him a "world celebrity now residing in Hollywood, but only known
to the musical cognoscenti."62 He was, moreover, a personality
which America and especially California in the 1920s lionized=-a
foreigner with an attractive French accent who spoke of magic
and theosophy and oriental influences, who painted, wrote books,
and associated with exotic women, and who, for seven months in

1924, had played Christ twice a day at Grauman's Chinese Theatre

in a prologue to the film The Ten Command.ments.63 He was one of

59Ussher, “Music and Musicians.”

60James Shere, Dane Rudhyar 1895--: A Brief Factual
Biography with a Listing of Works (Berkeley, CA, P.0. Box 251
International Committee for a Humanistic Astrology, 1972), p. 6.

61,

Brown, "New Music Sounds.®

621sabel Morse Jones, [Review], Los Angeles Daily Times,
24k October 1924, sec. 2, p. 9. .

63Interview with Dane Rudhyar.
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the first of the composers of the 1920s and 1930s who were per-
formed, published, and promoted almost exclusively through the
New Music enterprises. While Cowell never wavered in his sup-
port, audiences and critics did, and composers like Rudhyar
have remained largely unknown until recent years when young
composers and historians searching for the roots of contemporary
practice have rediscovered them.

Rudhyar recalls that in 1924 or early in 1925 Cowell
wrote him about starting the New Music Society and asked him
to be one of the founding members. After their meeting at
the theosophical community of Halcyon?uRudhyar and Cowell
became close friends and would occasionally meet in New York
or Chicago, as well as Los Angeles, since, like Cowell, Rudhyar
crossed the continent several times during the 1920s, Like
Cowell, Rudhyar was at odds with the neo~classicism currently
in vogue. He was scornful of composers like Copland who idol-
ized Stravinsky:

When Copland came back from France in 1924 he came back
full of the neo-classical thing of Stravinsky. Nothing
existed but that and the old group of Vard®se, Ruggles,
Riegger, and myself was completely out. We had absolutely
no possibility of doing anything. We couldn't get any
foundation grants because their group thought that the
only thing that counted was neo-classicism and form., I
remember Copland coming back and telling me, “You know--
this extraordinary thing called 'Le Baiser de la Fe'"--
some kind of Stravinsky ballet--"you know, it's extra-
ordinary-~the music is nothing, nothing, but that doesn't
matter. It's the form, the pure ballet form. That's the

only thing that counts." Of course I disagreed hearg%ly
with that, After that, he didn't like me very much.

6".‘.‘oee above, p. 37.

65Interv1ew with Dane Rudhyar.
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Taking Scriabin as his own idol, Rudhyar wrote in 1926
that he saw in the Russian‘comp@ser

the conscious foundations of an entirely new and revitalized
SENSE of music. . . . While music is, for the neoclassicists,
an assemblage of sound-patterns and esthetic forms, and for
the romantic, an emotional projection of human life, for
Scriabin it is a magical force used by the spiritual 2%11

to produce ecstasy, that is, communion with the Soul!®

Later in 1964, Rudhyar described his own works as being “es-
sentially spontaneous exteriorizations of 'peak experiences.'"
Much of his music, he said, is based on improvisations--"abso-
lutely spontaneous and immediate expressions of the 'now' being
lived in relationship to those present."67
Rudhyar's Surge of Fire, scored for flute, piccolo,
oboe, clarinet, bassoon, trumpet, trombone, string quartet and
three pianos, was described in the program notes as a “tone-poem,*
a record, by means of instrumental tones, of subjective
experiences lived by the author, a record of inner happen-
ings. It is not "objective" music so-called, as much of
the recent music is. . . . The hearer should concentrate

on the tone of it, let the sounds vibrate through his za-
tire being, become one with the resonance of those sounds.

Apparently the work was effective. Bronson talked of the har-
mony which acted as if an "explosion had scattered it."

Pearson said it was "very remarkable,” and the Pacific Coast

Musician called it "a work to command serious attention. In

it are shown gifts and musical craftsmanship of the highest

(w::-n:ler-.“sa

66Dane Rudhyar, "A New Philosophy of Music," The Foreword
{March 1926); reprinted in Soundings No. 6 (Spring 1973), pp. 54-56.

67Dane Rudhyar, “Concerning My Music," December 196k,
Soundings No. 6 (Spring 1973), pp. 57-61.

68Bronson, “Musical Club”; Pearson, “Ultra Modern in
Music"; "Music Society Presents."
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A Los Angeles oil.heiress, Aline Barnsdall, was the
chief sponsor of the concert--at least that is implied in a
note by Cowell in the New Music Collection!
The concert was financed by Aline Barnsdall, but when
she heard the music, she decided not to continue. The
New Music Society then (along with me) moved to San 69
Francisco, where it remained with no further L.A. programs.
Rudhyar says that it was indeed Miss Barnsdall who sponsored
the concert which, he recalls,was very expensive. His own
work, for example, required seventeen 1nstrumentalists.7o
A statement of expenses shows that the total cost of
the concert was $674.55 ($61.50 for printing, $13.05 for orches-
tral parts, and $600,00 for the hall and musicians). Receipts
were $515, including $200 from subscriptions and $315 from tick=-

71 The deficit of $159.55 was presumably paid by the

et sales,
spongor. The statement of receipts suggests the size of the
audience! 133 subscriptions @ $1.50; 191 tickets sold @ $1,65,
If all those people attended, there would have been an audience
of over 300--enough to be called "good-sized" as Ussher did,

"larger than one dared to expect in view of the radical nature

of the program.” It seemed to Pearson that the audience was

623owe11, Note. New Music Collection. On the same sheet
of paper, in addition to the above typed note, Cowell wrote the
following confusing notes by hand: "N.M. Soc. lst concert, in
Los Angeles Oct 22, 1926. Arthur Bliss Conducted (instead of
Tandler)." Although there was one more New Music Society concert
the following year on 20 November 1926, Cowell could not have
been referring to that because neither Bliss not Tandler par-
ticipated. The confusion in date and information can only be
blamed on Cowell's faulty memory.

7%Interview with Dane Rudhyar.

715tatement, “First Concert of the New Music Society
of California." New Music Collection.
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“large and fashionable", to Brown, that "practically every
musically curious person in the city crowded into the Biltmore
Hotel.“7z

Moreover, there was a distinguished group of guarantors
listed on its program. They included: Mrs. Thompson Buchanan,
wife of a playwright and drama critic who since 1919 had been
editor of Goldwyn pictures in Hollywood;73 Mrs., Henry Eichheim,
wife of the composer; Montagu Glass, "author of the 'Potash
and Perlmutter' stories and plays that entertained the country
a generation ago," as described in an obituary of his vife;7b
Mrs., William de Mille, wife of the motion picture producer-
director and sister-in-law of Cecil B, de Mille; and Mrs. H. W,
Rothwell, wife of the conductor. Other guarantors have so far
remained unidentified: Mrs. Alice Barney, Mr. James Kaber
Fitzgerald, Mrs. Irwin Muna, and Mr. Robert Nelson, but they
were, as critic Bronson observed, "some of the best patrons of

music."

A Successful Beginning

The importance of the event was not lost on the critics.
Jones, who was eager to welcome the society before, retained
her enthusiasm after the concert: "Think what we will [about

the music], the concert marked a milestone in the musical life

72Ussher, “Music and Musicians"; Pearson, "Ultra Mod-
ern in Music"; Brown, "New Music Sounds,"

73[Obituary], "Thompson Buchanan, Long A Playwright,"
New York Times, 16 October 1937, p. 19.

7“[0bituary], "Mrs. Montague Glass," New Yo‘rk Times,
26 January 1948, p. 19,
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of the city." As for the society: "Long may it prosper!"75
To Gilbert Brown the event was "the most heavyweight affaire
de musique that has transpired inside these city wglls during
the present momentous decade . . . the left wing of the modern
musical movement flapped triumphantly out of its California
nest last night"7§-an apt phrase for Cowell's fledgling efforts
to promote contemporary music. Significantly he chose to pro-
mote music by other composers at the first concert, not his own.

The event was precedent-setting in several ways. It
established the name of New Music as a society--a name which
Cowell continued to use in other ventures., It brought together
for the first time under the New Music banner a varied group
of composers and an eclectic program ranging from the formalistic
neo-classicism of Milhaud to the rhapsodic late-romanticism of
Rudhyar. In doing so it stressed an international approach,
pairing the American Ruggles with the French-born Vartse and
the Austrian Schoenberg with the Russian-American Ornstein.
The New Music Society's initial concert demonstrated that, given
a certain amount of organization, financial backing, and publice.
ity, even the most radical music of the day could make an impact
on one of the most conservative cities in the country. The size
of the audience was more than acceptable and critics, whose re-
views were filled with typical clichés about contemporary music,
were certainly not unfriendly; all spoke of the necessity of

such a society and wished it well,

7550nes [Review], 24 October 1924,

77Brovm, "New Music Sounds."
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THE NEW MUSIC SOCIETY IN SAN FRANCISCO AND THE
FOUNDING OF THE NEW MUSIC QUARTERLY

Within a month of the New Music Society concert, Cowell
was off on an international concert tour; on 30 November he was
in Montreal, by February in New York. From March until August
1926 he gave concerts in Warsaw, Berlin, Vienna, Budapest,
Prague, Venice, Paris, and London.l When he returned to Cali-
fornia he began what was to become a major part of his career--
lecturing on contemporary music. He gave two series of lec-
tures that fall, one on'Hondays in Carmel and the other on
Tuesdays in San Francisco.2

A glance at the summary of the lectures as printed in
the Carmel Cymbal shows that Cowell at that time was particu-
larly interested in justifying the use of dissonance in modern
music. Its current use, he said, was a logical development in
the history of music, in which “each age brought the introduc~

tion of a heresy in the form of a new interval following along

1Clippings of announcements and reviews in the Cowell
Collection, New York Public Library.

2Carmel Pine Cone, 1 October 1926.

89
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the overtone series.” He singled out Ruggles as the master
of dissonant harmony, which "will come into its own in the
great melodic sweep of the Ruggles symphonic structure.”" He
credited Scriabin and Stravinsky with contributions to rhythmic
development but pointed out that Schoenberg was greater than
Stravinsky in melodic invention because "he never repeats him-
self." Other composers he discussed were Goossens, Honegger,
Malipiero, Bart8k, Ornstein, Vartse, and Ruth Crawford, a new
composer whom Cowell would shortly thrust into prominence.
Finally, he prophesied the need for a new instrument for smaller

and smaller "inter-intervals--the quarter-tone piano."3

The Last Concert of the New Music
Society in Los Angeles

The New Music Society, which had lain dormant while

Cowell was away, was reactivated and the second concert took
place in Los Angeles--again at the Biltmore Hotel--on 20 Novem-
ber 1926. This time since Cowell included some of his own
music on the program, he received the greater share of the
publicity. One article was accompanied by a picture of Cowell
in a familiar pose--playing the piano with his forearms.b
Besides his piano music which Cowell himself played, the
program included Milhaud's First String Quartet, Ruggles's

Lilacs, Cowell's String Quartet (1915), and Casella's Five

Pieces for String Quartet, all played by the Persinger String

3Dora C. Hagemeyer, "Modern Music Discussed by a Mod~
ern Composer," The Carmel Cymbal, 17 November 1926, p. 6.

l"Newest Piano Technique Elbowing to Recognition,"
Illustrated Daily News, 16 November 1926.
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Quartet; Rudhyar's Moments, performed by the composer; and
Schoenberg's Op. 23, performed by Dene Denny, a pianist from
Ccarmel. (Plate IV,)

There had been an increase in the size of the non-
resident advisory board of the society since its formation
the previous year and the Carmel Cymbal reporter who reviewed
the concert reported on the additions. With the exception of
Leo Ornstein, all were European composers: Bela Barték, Alfredo
Casella, Gian Francesco Malipiero, and Alois Haba. The reporter
spoke of the "storm of applause [and] much subsequent apprecia-
tive comment" which Denny's performance brought.s Bruno David
Ussher in Los Angeles also reviewed the concert, paradoxically
expressing a distaste for the music on one hand-~Schoenberg was
“incoherent," Cowell “witless", and Ruggles "grating"--and, on
the other, maintaining that the New Music Society was an “impor-
tant and sincere movement."” "I wish,” he said wistfully, "there
would be a financial backing for more than one concert a season.6

This ambiguous attitude of the critics was a common one.
Although disliking the music, they were still not ready to dis-
miss the idea of a new-music society, obviously fearing that
they would be labeled reactionary. They also were charmed by
Henry Cowell. Many times the integrity he projected resulted,
if not in enthusiasm for the music, at least in acceptance of

its right to be performed. Even as Ussher was attacking the

5"New Music Concert Is Great Success," The Carmel Cymbal,
1 December 1926, p. 2.

6Bruno David Ussher, "Reviewer Is Filled With Stimula-

tion and Self-Pity After New Society's Bill," Los Angeles
Evening Express, 22 November 1926,
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THE NEW MUSIC SOCIETY
OF CALIFORNIA

witn THE GUILD OF XEW YORK)

AIM: To present musical works ing the most pi
seminate the new musical ideas.

yressi ies of this age and dis

ORGANIZER: HENRY COWELL

SECRETARY-TREASURER: WINIFRED HOOKE

RESIDENT COOFERATING COMMITTEE: HENRY EICHHEIM, D. RUDHYAR,
ADOLPH TANDLER

NON-RESIDENT ADVISORY BOARD: BELA BARTOK. ARTHUR BLISS. ALFREDO C SELLA,
RUTH CRAWFORD. EUGENE GOOSSENS. ALOIS HABA. PaL KADoSA, KoTT. Ko-
DALY. FRANCESCO MALIPIERO, LEO ORNSTEIN, CARL RUGGLES. CARLOS SAL.
2FDO, ISTOAN SZELENI, EDGAR VARESE, IMRE WEISSHAUS.

FIRST CONCERT
SEASON 1926-27
SATURDAY, NOVEMBER 20TH AT 8:30 P.M.

AT THE MUSIC ROOM
OF THE BILTMORE HOTEL

STRING QUARTET IN A MINOR - . - .
3 PIECES FOR STRING QUARTET - - - .

- DARIUS MILHAUD
. ALFREDO CASELLA

“ANGELS" (REFEATED BY REQUEST) - - . . . CARL RUGGLES
"LILACS'* ANDANTE FOR SEVEN STRIXOS

QUARTET - - - . HENRY COWELL

THE PERSINGER STRING QUARTET

(FORMENLY SAN FRANCISCO CHAMBEE MUSIC SOCIETY)

FIVE PIECES FOR THE PIANO (Or.23) - -

- - ARNOLD SCHOENBERG
MISS ETHEL DENNY

“"MOMENTS" TONE-POEMS ror s ruavo . - . - D. RUDRYAR

“THE SLEEP MUSIC OF THE DAGNA" - - -

- - HENRY COWELL
STRING TIAXO AND FIANO

“THE TRUMPET OF ANGUS OG"
“THE SNOWS OF FUJI-YAMA™
THE COMPOSERS AT THE PIANO

KNARE PIANO

Plate IV. Program for the New Music Society Concert, Los
Angeles, 20 November 1926,
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music, he paid tribute to Cowell, speaking of "Henry Cowell
of San Francisco for whose deep imaginativeness I always feel
my heart beat faster, who is so honest and unaffected, so 1lib=-
eral in his views., . . ."7

Cowell left on another concert tour--this time, a trans-
continental one--soon after the concert. Among other cities he
visited were Chicago, New York, and Bridgeport, Connecticut,
In Kansas City he gave a recital at a Pro Musica chapter. 1In
Detroit, where he was making his first appearance, he picked up

a copy of the New York Herald Tribune of 11 April 19273 on its

front page was a report of the scandalous performance of George
Antheil's Ballet Mécanique at Carnegie Hall. Whether in sur-
prise, envy, or admiration, he scrawled across it, "first page ¢ "
and carried it back with him to Menlo Park.8

When Cowell was on tour, The Carmel Cymbal usually kept
its readers informed about his whereabouts. The newspaper had
reported on 23 March 1927, for example, that Cowell had post=
poned his return to California "owing to the demands for his
very 'different’ music in New York and other Eastern cities.”
It also announced that Cowell would give several San Francisco
recitals and then leave for the Orient, "“where he hopes to
find the complicated cross rhythms of the primitive composi-

tions, This he feels will be the next step in the development

"Ibia.

8Clippings of announcements and reviews, 1 January
1927 to 19 April 19273 copy of front page of New York Herald
Iribune, 11 April 1927, Cowell Collection, New York Public
Library.
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of occidental musie."9
When Cowell did return in April, he was interviewed
as a celebrity by the Carmel Cymbal, an opportunity for him
to give his views on the current status of American Music.
"Everywhere,’ he was quoted as saying, “there is a feeling
that the renaissance is upon us and that American music, along
with the other arts, will be in the van of the new march. .. .
The forms of the new work and the measure of it is well enough

established now to warrant the right to demand excellence in

it as well as modernity.lo

San Francisoco, too; recognized Cowell's importance.

“Cowell Back, World Famed Composer,” was the headline in the
San Francisco Call, The writer referred to Cowell's interna-
tional acclaim but pointed out that his musical education had
been "exclusively American."ll This pride in an American-made
product was a significant change from the time thirteen years
before when another critic, Redfern Mason, had urged Cowell to
study in Europe.

Announcement of the New Music Society
in San Francisco

That summer, since Mrs. Barnsdall had withdrawn her
support in Los Angeles, Cowell made plans to continue concerts

of the New Music Society in San Francisco, a city which took

9"Enst Enjoying Visit of Henry Cowell," The Carmel
Cymbal, 23 March 1927. The trip to the Orient did not materialize.

lo"Art Notes," The Carmel Cymbal, 29 June 1927.

11
Harry C. Donoho, "Cowell Back, World Famed Co er,”
San Francisco Cail, 29 Jily 1987. ’ TPOSers

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



95
pride in its many cultural activities, Besides the artists
who arrived for recitals and concerts, San Francisco had a
prestigious opera company and a respected conservatory of
music.

The 1927-28 season was a typical one for the city.
Visiting artists scheduled for concerts that year included
singers Marian Talley, Antonio Scotti, Lawrence Tibbett, Eva
Gauthier, Johanna Gadski, and Beniamino Gigli; pianists E,
Robert Schmitrz, Béla Barték, Walter Gieseking, and Harold Bauers
and violinists Albert Spalding, Jascha Heifetz, Georges Enesco,
and Yehudi Menuhin.12 Maurice Ravel also appeared that year
as guest conductof for the San Francisco Symphony Orchestra.l3

Nevertheless, as in Los Angeles, programs on San Fran-
cisco's concert stages leaned toward the conservative. Rudhyar
recalls that Alfred Hertz, conductor of the San Francisco Sym-
phony Orchestra from 1915, came to conduct at Pacific Grove
near San Francisco: “He may have been a little more advanced
[than Rothwell in Los Angeles] but he played a lot of Wagner . . .
and certainly nothing past Debussy.”lu Hertz, nevertheless,
was probably programming what his audience preferred. Sidney
Cowell remembers that in San Francisco, in the twenties, com-
plaints arose when Hertz “dared to play all the Brahms symphonies
ir. one season. The critics or possibly the subscribers suggested

that it would have been better to play one symphony, one move-

12History of Music Project, vol. 4 (San Franciscot
Works Projects Administration, 1940; reprint ed., New York:
AMS Presh 1972), p. 200,
San Francisco Chronicle, 8 January 1928 and 6 February

1928,
“Interview with Dane Rudhyar.
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15
ment at a time."
Celebrities, even those as radical as Cowell, were
tolerated, indeed lionized, by San Francisco audiences, but
new music was not. There were two groups, however, willing
to support new ideas: some of the critics and the academic
community. The critics suggested that the city was ripe for
a change. 1In a review of a Cowell recital on 30 October 1926
at the Fairmont Hotel, critic Mollie Merrick, for one, reported
that the concert had been received enthusiastically and continued:
No pianist-composer of exceedingly modern trend draws a
larger audience in San Francisco these days. We have not
been fed sufficiently on the modernistic, for one thing,
and, as a citg, we are somewhat reluctant about being
enlightaned.l
At another concert by Cowell, the reviewer's description of
the audience indicated the type of support Cowell (and pre-
sumably New Music) received from academics as well as the pressst
+ + o & serious-minded audience with healthy curiosity ., . .
largely grayhaired individuals and youths . . . generous
sprinkling of university people . . . faculty members of
University of California . . . one San Francisco composer-
pianist and c{itics from all but one of the San Francisco
daily papers. 7
A New Music Society flyer was sent out during the early
summer, announcing the formation of the "“Northern Section* of the
society. (Plate V.) It listed Cowell as director with an exec~
utive board including his Los Angeles colleagues Henry Eichheim,

and Adolph Tandler; other members were Dene Denny and Bruce

15Interv1ev with Sidney Robertson Cowell, 12 December 1974,
16
17

Mollie Merrick, San Francisco Bulletin, 1 November 1926.

San Jose Mercury Herald, 2 November 1926.
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THE NEW MUSIC SOCIETY
OF CALIFORNIA

INTERNATIONAL.
(AFFILIATED WITH THE NIFRETPNL COMPOSERS' GUILD OF NEW YORK)

DIRECTOR
Henry Cowell

EXECUTIVE BOARD
Bruce Buttles, Dene Denny, Henry Eicheim, Winifred Hooke,
D. Rudhyar, Adolph Tandler.

(Address ions to Olive Th 1950 Jones St.,
San Francisco.)

General advisory board: Bela Bartok, Arthur Bliss, Alfredo
Casclla, Ruth Crawford, Eugene Goossens, Alois Haba, Pal Kadosa,
Zoltan Kodaly, Francesco Malipiero, Georges Migot, Leo Ornstein,
Carl Ruggles, Carlos Salzedo, E. Robert Schmitz, Istvan Szelenyi,
Edgar Varese, Imre Weishaus.

THE NEW MUSIC SCCIETY of California is organized to
further in every respect the interest in music of a type so new as not
to be sponsored by conservative organizations.  All such music is not
equally fine, but it includes masterpieces; and the worth of works can-
not be judged without a hearing.

The Northern Section of THE NEW MUSIC SOCIETY of
California proposes to present in San Francisco during the season of
i G one coneert of modern works for the chamber orchestra, and
mate concerts of smaller new works. The nature of the

performed will be in many cases more ultra-modern than any
previously performed in San Francisco. It is also proposed to sponsor
modern concerts in outlying towns whenever possible.

Each year THE NEW MUSIC SOCIETY sends a selection of
compositions by Americans to the followi izati with a
view of possible production, and receives from them in turn the
latest works by composers in their respective countries: The Society

“ontemporary Music, of London; The Societe Independente, of
The November Gruppe, of Berlin: The Polish Artistic Club, of
Warsaw: The Modern Composer's Guild. of Prague; The Moravian
Compeser’s Society of Brun; Uj Fold of Budapest. This interchange
insures more productions and better understanding of modern
America music abroad, and insures a contact with the latest European
developments.

A very important function of THE NEW MUSIC SOCIETY
is that it will publish works by modern composers, in the form of a
quarterly periodical called NEW MUSIC, beginning October 1, 1927.

The Southern Section of the Society has been active for over
wwo years, and has presented scveral large concerts of the most modern
works ever heard in Los Angeles.

A year’s membership (at $5) to THE NEW MUSIC SOCIETY
entitles the holder to a scat in the special reserved seat section for
all concerts, and to a subscription to NEW MUSIC,

Those interested in assisting THE NEW MUSIC SOCIETY in
fulfilling its aims are asked to make a special larger subscription,
which subscription will make them sustaining members.

First concert October 25, 1927. Chamber works of Strawinsky,
Schoenberg, Ruggles and Varese will be performed.

Plate V. Announcement of the Northern Section of the
New Music Society of California.
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Buttles, the latter a pianist and lecturer in San Franci:co.ls
The general advisory board included Barték, Bliss, Casella,
Crawford, Goossens, Hfba, Malipiero, Ornstein, Ruggles, Schmitz,
and Var®se, all of whom had been involved as board members,
composers, or performers in the first concert; other names--
those of P41l Kadosa, Zolt4n Kod4ly, Georges Migot, Istvén
Sgelényi, and Imre Weisshaus (spelled Weishaus on the announce-
ment) were composers whom Cowell had undoubtedly met
during his European tour the previous year.

Migot was a French composer who had studied at the Paris
Conservatory with Widor and d'Indy and whose compositions, as
described by Nicolas Slominsky, "attempted to recapture the old
French spirit in polyphonic writing.“l9 Migot also served as a

critic for La Gazette Musicale et Thé2trale in Paris and had

written favorably about Cowell after his recitals there in 1923.20
Kodfly and his students Kadosa and Szelényi were attempt-

ing, at that time, in Budapest what Cowell was trying to do in

San Francisco--to introduce contemporary music and stimulate

a national musical renaissance.21 Kadosa had studied composition

with Koddly and piano with Székely at the Academy of Music in

Budapest and, in 1928, was one of the founders of a modern music

la“Buttles to Address Meeting in Modern Music Associa-
tion," The San Francisco Chronicle, 24 June 1928, announced an
address by Buttles on "the intelligient appreciation of modern
music.” .

lgﬂaker's Biographical Dictionary, s.v. "Migot, Georges.*

2°Qunted in promotion brochure, [1925]. Cowell Col-
lection, New York Public Library.

21
Zolté&n,"

Baker's Biographical Dictionary, s.v. "Kod4ly,
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society in that city.zz

Szelényi had made his debut as a pianist in 1926, intro=-
ducing the music of Schoenberg, Hindemith, and Casella to Bud-
apest audiences. As a composer, his advanced chromatic harmon-
ies and parlando ;ocal style provoked an attack by the conserva-
tives. Kod4ly's written defense of his pupil became famous as
having established principles for the new Hungarian school of
music.23

Weisshaus had been a student of Bart6k at the Academy
from 1921 to 1924 and many years later was to settle in France

24 According to an article in the

under a new name, Paul Arma.
Budapest newspape?, Ujs&z, Cowell had heard Weisshaus play in
Budapest the previous winter and, impressed with his performance,
promised to bring him to the United States. Cowell subsequently
sent him an invitation to play for a series of concerts, and
enclosed transportation tickets and five hundred dollars for
expenses--all made possible by Cowell's friend and patron in
New York, Mrs. E. F. Walton.2?

Cowell stated clearly in the flyer that the Society
would further music “so new as not to be sponsored by conser-
vative organizations," and, while admitting that not all sué¢h

music was “equally fine,"” maintained that it did include

zzsggg:-; Biographical Dictionary, s.v. “Kadosa, P41.%

23Gx'v::ve's Dictionary of Music and Musicians, 5th ed.,
s.v. “"Hungarian Music" by John S. Weissman.

24

Baker's Biographical Dictionary, s.v. "Arma, Paul.”

25“Mr. Cowel, aki a K8nyHkével zongorfzik, Amerik&ba
visz egy Magyar MUvést," 3 Paril 1927. . Translated by Hedy
Stern.
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"masterpieces.” He pointed out one of the main reasons for
establishing the Society--that “the worth of works cannot be
judged without a hearing"--and then laid out an ambitious pro=-
gram for the organization: three concerts in San Francisco
during the 1327-28 season, with works "more uitra-modern than
any previously performed in San Francisco"; concerts in out-
lying towns; an exchange of music with European modern music
organizations; and "the very important function" of publish-
ing works of modern composers in New Music. At one point his
enthusiasm got the better of him! 1In discussing the activity
of the "Southern Section" of the Society, he boasted that it
had presented "several large concerts” in Los Angeles, whereas,

in fact, of course, it had given only two.

The Start of the New Music Quarterly
At the same time that Cowell distributed flyers for

the Society, he sent out announcements for the New Music Quar-
terly. This new venture stemmed from Cowell's recognition of
the problems American composers writing in an advanced style
had in getting their music published. Cowell, himself, had

had some of his works published by 1927?. The New York branch
of Breitkopf and Hirtel had already published several of his
piano pieces as early as 1922, Two other works had appeared in

French journals in 1924: Piece for Piano in Courrier Musical

and It Isn't It in trQnsition. But American publishers were
not quite so adventuresome.

The Bulletin of New Music Published and Imported, issued

by the influential firm of G. Schirmer in New York, begun in
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1917, continued to reflect even into the 1920s the type of
“new music" Schirmer's considered important: songs and sym-
phonic music by Henry Hadley, compositions by John Alden
Carpenter and Mrs. E. H. A. Beach, quartets by Ernest Bloch
and Daniel Gregory Mason, and choral music by Edgar Stillman-
Kelley. Percy Grainger, whose charming folk-like compositions

like the suite In a Nutshell were some of Schirmer's most popu=_.

lar items, and John Powell, a pianist and composer who incor-
porated jazz rhythms in his music, were considered two of their
brightest' contemporary composers.26

The Arthur P. Schmidt Company, while long known as a
champion of American composers, clung to publishing works by
more conservativa'composers. Schmidt had been the first to
recognize Arthur Foote, George W. Chadwick, Henry Hadley, and
Mrs. H. H, A. Beach and had "rescued"” MacDowell when he re-
turned from Europe, unable to find a New York publisher.27
The Schmidt catalogs in the mid-20s were still listing music
by Foote, MacDowell, and Beach, while their "musical novelties"
for 1927-28 promoted such works as Foote's Instructive Album
for Piano and two piano pieces by MacDowell.28

One publishing venture formed specifically for American

works-~-the Society for the Publication of American Music--had

26Bulletins published by G. Schirmer. Music Research
Division, New York Public Library.

27Christine Merrick Ayars, Contributions to the Art
of Music in America by the Music Industries of Boston 1640 to
1936 (New York: H. W. Wilson, 1937), pp. 38-39.

2BCatalogs published by Arthur P. Schmidt, Boston and
New York, Music Research Division, New York Public Library.
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been founded in 1919 with the following advisory committeet
Georges Barr®re, Harold Bauer, Adolfo Betti, George W. Chadwick,
Rubin Goldmark, Hugo Kortschak, Frederick A. Stock, and Deems
Taylor. The Society's purpose was "to publish, distribute and
promote the performance of the best compositions of chamber
music, orchestral and other music written by citizens or resi-
dents of the United States of America." The founder and sec-
retary was Willjam Burnet Tuthill., According to the announce-
ment of the formation of the society, compcsitions were to be
submitted anonymously for review by the advisory committee.29
The annual membership of five dollars entitled members to one
copy of each work‘published during the year; life membership
was one hundred dollars.go

In the 1920s the music chosen by the committee could
be defined as being in a traditional European harmonic idiom,
with some reflection on the faddish styles of the day, like
Frederick Jacobi's String Quartet on Indian Themes (published
1925-26). Composers prominent during the first decade of the
society's existence (19 works had been published through 1927)
were Howard Hanson, Edward Burlingame Hill, Henry Holden Huss,
Charles Martin Loeffler, Daniel Gregory Mason, Arthur Shepherd,

David Stanley Smith, and Leo Sowerby, One composer associated

29"E1ect Musicians to Judge Native Works," Musical
America, 30 (27 September 1919): 17,

3oCntalog on back cover of Wallingford Riegger, Trig
for Piano, Violin, and 'Cello (New York: G. Schirmer, 1932-33),
The membership fees paid for publication of one to three works

a year by commercial publishers. Until 193#, G. Schirmer was
the principal publisher with a few pieces by Galaxy, Oliver

Ditson, and J. Fischer & Bro. Since 1954, Carl Fischer has been
the major publisher with Highgate and Oxford University presses
publishing some issues.
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with Cowell--Carlos Salzedo--was published by the society.
His Sonata for HNarp and Piano, dedicated to Var®se, was issued
by Schirmer during the 1924-25 season.

The society, admirable as its intention was, obviously
was not a sufficient publishing medium for Cowell and others
like him who were experimenting with new harmonies and rhythms.
Instead, Cowell decided it would be best to start his own pub-
lication.  Many years later, in 1961, Cowell gave his reasons
for starting New Musics

The music is of a sort new or experimental, and is not
expected to have commercial value, but to be of artistic
interest to those who follow various new tendencies in
creative music. It was founded in October 1927 and still
continues.

If music which seemed to have commercial possibilities
was offered, composers were advised to offer it to com-
mercial publishers. The non-commercial works were pub-
lished in order to be available to reviewers, to libraries,
and to scholars and composers.

Later, in this same statement, Cowell stressed the importance
of the edition to the composer himself, who otherwise would
never have been published:
Since the whole thing was for the benefit of composers,
I always agreed to anything they wished, if it could be
afforded. (For example, Ruggles always made copious changes
in published works, and they were re-issued every few years
with changes.) The works published were almost always by
personal friends--not because I published only works by
friends, but because I became a friend of composers whose
work I admired.

The importance of the edition for composers has been underlined

by Sidney Cowell:

3IHenry Cowell, “About New Music," handwritten essay
on stationary from Hotel New Japan, Tokyo, 25 April 1961,
New Music Collection. See Appendix I, p. 742.
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Henry's point of view always was that it was a composers'
edition, that it was not due to make money. Whatever came
in would go into the publishing of other music by equally
non-commercial composers. His idea always was that the
music was for use by composers,32

As a publication of “new and experimental” music--as

Cowell defined it--the pages of New Music reflected a variety

of styles. The variety was, according to John Cage, an inten-
tional approachs

What was so refreshing about the New Music Edition was
that it didn't have a particular technical parti pris

the way we were disgusted, I would say, by the opposition
between Sravinsky and Schoenberg. We didn't want to fall
into either one of those [camps + We wanted a variety of
ideas to be tenable. We thought of all these pieces as
unusual things which no one else was doing and therefore
we could do it and be useful to society. Otherwise, these
things would go unnoticed.33

Although Cowell did not articulate it, his knowledge
of other journals which published scores--Melos in Germany,

Courrier Musical and transition in France--may have provided

him with models for New Music. From what Cowell told his

wife, he discussed the project with Dene Denny and Hazel Watrous
when he was in Carmel during the summer or fall of 1926, The
two women had an art gallery and sponsored concerts in Carmel,
(Denny, a pianist, had performed at the New Music Society con-
cert in Los Angeles in 1926.) "Both of them," says Mrs. Cowell,
"were very intelligent friends of Henry." She continues:

They were one of his network of sponsors who always arranged

programs and lectures and so he appeared there when he was

in California. He discussed the problem of publishing with
them, but I don't know who suggested a journal, as he may

lenterview with Sidney Robertson Cowell, New York,
12 December 1974,

33Interviev with John Cage.
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have discussed it earlier with composers. Hazel designed
the covers of the OuarteElx as well as many of the New
Music Society programs.

As to how New Music got its name, Olive Cowell remem-

bers vividly how she, her husband Harry, and Cowell decided on
the name for the Quarterly:

The three of us were coming home from a camping trip in
an old Ford when Henry got the idea that something should
be done to help composers whose music was not getting
known. Why not publish a journal, he said, a periodical,
four times a year and get some of the works of these com=
posers printed? So we talked about that and decided to
call it New Music.

Olive Cowell recalls, too, that her personal home ad-
dress in San Francisco--1950 Jones Street--was used as the
mailing address for the Quarterly and that "a box was put on
the outside of the apartment house to hold the periodicals
that were sent back.” She describes how Cowell sent out his
announcement?

And Henry proceeded, although he was not a very good organ-
izer (he had too many other things to think about). But
he got out a circular reminding people that this was a great
event to get the work of new composers published for two
dollars a year for four issues. At the end of the circular

he wrote his "Henry Cowgll." Many people didn't know who
this Henry Cowell was.2

3I‘Interviaw with Sidney Robertson Cowell, 12 December 1974,

3sInt:erview with Olive Thompson Cowell. The camping
trip must have taken place in the fall of 1926 before Cowell
went East in December.

36Ib:ld. Evidence shows that Cowell did not personally
write the letters or notes on all the flyers. One copy, for
example, addressed to the Walberg Studios has a handwritten
note whose legibility, evenness of style, and elegance of sig-
nature suggests that it was not written by Cowell. Furthermore,
Cowell's accounting records indicated that a secretary was paid
$900 or 10¢ a letter for writing the 9000 letters sent.
(See below, p. 106)
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The circular or announcement was sent out over the
summer. (Plate VI.) It called attention to the uniqueness
of New Music--"the only magazine in the world devoted to the
publication of modern music”--and discussed the problems
American composers faced in getting their modern music pub-
lished. It stated optimistically that "if any profits are
made, they will be divided among the contributing composers.
It then referred to the difficulty in getting foreign scores,

declaring that New Music would be able to supply them at less

cost to subscribers and composers. This last statement re-
ceived a heated response from an acquaintance of Cowell at
Associated Music Publishers in New Yorks
Now, dear Henry, look out. Sounds as if you're going
into the reprinting business. How can you give people

copies if you don't import them. Also, you are wrong--
foreign music is not more expensive here than abroad.

We specialize in foreign music, so beware, young man. 7

Years later, in 1944, when the corporation of the

New Music Edition began reimbursing Cowell for the money he

had personally spent on the publication over the years,
Cowell typed up an expense sheet showing that it cost him
$1282.50 to start the publications

To start New Music, between April 1927 and December 1927

printing of 8500 circulars 85.00

addressing circulars (sect.) 42.50 @ $5 per 1000
writing over 9000 personal letters

sect, aide .10 per letter 900,00

circular postage .01 85.00

letter postage .02 170,00

(this does not include anything for personal service or
time, nor any charges for rent or overhead-~Cowell's own

37Letter, Ruth , AMP, NY, to Henry Cowell,
4 August 1927, New MusiG Collection.
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NEW MUSIC sy il

A QUARTERLY OF MODERN
COMPOSITIONS

HE NEW MUSIC SOCIETY of California will publish, be-

ginning October 1, 1927, a quarterly periodical called NEW
MUSIC, containing not articles on music, but music itself.

NEW MUSIC will be the only n|agazme in the world devoted
to the publication of ‘modern music.

There are very few opportunities at present for the modern
American composer to publish his works, as publishers are un-
willing to risk losing money in such publications. When modern
works are published in America, almost no copies are sold. The
work is therefore not distributed, and the composer gains no finan-
cial profit.

NEW MUSIC will afford a means of publication of ultra-
modern works, and also insure their distribution among a number
of subscribers. If any profits are made, they will be divided among
the contributing composers.

It is now difficult to secure copies of modern works without
waiting for them to be sent from Europe and they are usually ex-
pensive. NEW MUSIC offers such work without waiting for im-
portation, at a nominal sum, and will therefore be of advantage to
the subscribers as well as to its composers. It will publish works
for piano, violin, orchestra, songs, chamber music, etc.

NEW MUSIC will specialize on the works of Americans, but
will publish occasional European works as well.

Those who are interested are asked to aid the cause of modern
composition by subscribing now to NEW MUSIC at $2.00 per year,

Address: Henry Cowell, 1950 Jones St., San Francisco, Calif.

§ ——

The October, 1927, issue of NEW MUSIC will contain the full
orchestral score of Carl Ruggles’ Symphonic Suite, “Men and Moun-
tains,” ¢n three movements.

The January, 1928, éssue will contain Dane Rudhyar's “Three
Pacans” for piano solo.

Plate VI. Announcement of the New Music Quarterly.
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home was used as the New Music office during this period.38
Besides the subscriptions which resulted from the
mailing, Cowell received sympathetic responses from others
who had also felt the need for such a publication. One who
received a circular with a letter from Cowell was Charles Seeger,
who says that, years before, he had discussed with the publishing
house G. Schirmer the possibility of doing such a journal:
Vhen they told me at Schirmer's that they had been thinking
of starting a musical journal and would I have any interest,
I said I certainly would and so I sketched the plan that
would publish only music. I could see their faces sort of
downcast at the idea. "Well, I guess this doesn't work,"
I concluded, because they wanted to have a journal where
you talked about music and I simply wasn't interested, so
we dropped it.
Seeger says that he mentioned this event to Cowell when he was
his teacher. Cowell wrote to him, Seeger says, "in 1926 or '27
when he was writing the 8000 letters to people" and
he asked me if I would have any objection to his going
ahead and starting such a journal because he knew perfectly
well that I never would. So I wrote him back: "“Oh, I'm
delighted. Go ahead. Wish you all kinds of luck." . . .
Henry's suggestion to publish the avant-garde music in
those days was just what I would have wanted to do myself
back in 1916 but there was nothing to print then to
speak of.39
Another who received the circular was Charles Ives,
about whom Cowell had heard in the early 1920s, Sidney Cowell
reports that Cowell remembered discussing Ives's music with
Seeger who, as head of the music department at the University

of California at Berkeley, received copies of the Concord Sonata

38Henry Cowell, "Expenses incurred by Henry Cowell
for New Music. . .," 18 September 1944. New Music Collection.

39Inte1:'v1ew with Charles Seeger.
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and 114 Songs. During the early 1920s Seeger and Carl Ruggles
were "very much againstIves's music and they convinced Henry
that he should. not waste his time on 1&.“0 But-in 1927,
Cowell decided to ask Ives to become a subscriber, a member
of the advisory board, and, further, to consider submitting
some of his own works for distribution. "There is no obliga-
tion attached to this position [on the advisory board]," Cowell
told Ives. "The Society is altruistically favorable to the
furtherance of newer ideas in music, and gives concerts in
San Francisco and Los Angeles of modern works."“l

Cowell's offer to publishIves's music suggests that
he already was familiar with it beyond merely discussing it
with Ruggles and Seeger. Frank Rossiter thinks that Cowell
probably knew movements of the Fourth Symphony performed at

b2 but

a Pro Musica concert in New York on 29 January 1927,
reviews of Cowell's concerts place him outside of New York
on that dant:e.“3 Cowell could have attended one of the per-
formances of Ives's quarter-tone pieces at the Franco-American

Musical Society on 14 February 1925. (The other performance,

on 8 February, would have conflicted with Cowell's own partici-

boInterview with Sidney Robertson Cowell, 12 December

1974,

hlLetter, Henry Cowell to Charles Ives, Menlo Park,
27 July 19[27], Ives Collection, Yale University. Unless
otherwise noted all letters between Cowell and Ives here-
after cited as Ives Collection are in the Cowell and New Music
folders,
Frank R. Rossiter, Charles Ives and His America (New
York: Liveright, 1975) p. 213, n. 98.

uaReview of Cowell concert on 11 January 1927, Chicago

Herald Examiner, 12 January 1927; "Henry Cowell Returns from
Tour of West Coast,” Musical Leader, 26 February 1927,
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pation in an ICG concert--if, that is, both were evening per-
formances-)ub
Ives responded affirmatively to Cowell's request "to

serve in any [way] that I can" and called "admirable" Cowell's

idea for New Music, which he described as "a circulating music

library via a magazine of unsaleable scores."us Ives sent four
dollars for two subscriptions and must have hinted that he
might order more copies, since Cowell, after acknowledging the
receipt of the subscriptions, added a handwritten postscripts
“Copies of 'New Music' are not limited and I shall be delighted
if you find you can use more of them later, as you suggesi:.""'6
Ives's subscriptions were two of a totalof 5%subscriptions,
orders, or requests Cowell received to start his publication,
A record of the subscribers is in a ledger bought by Cowell
which is now in the New Music Collection. The 9l-page book
(7% in. X 111 in.), entitled "Subcribers to 'New Music' from

1927 to 19__," notes on its brown cover

“if lost return to Henry Cowell Menlo Park Calif.” and contains
a brief note by Cowell written in 1953 explaining the membership
feess

"Note: Special subscriptions were used for concerts, not
N.M., except one from Mrs, E. F. Walton.

"$2.00 was budgeted for N.M. from N.M.S. memberships of
$5.00--the other $3.00 used for concerts. HC. 1953"

buSee above, p. 24,

bsLetter, Charles Ives to Henry Cowell, 16 August 1927,
Ives Collection.

usletter, Henry Cowell to Charles Ives, 20 August 1927,
Ives Collection,
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The ledger includes a list of the New Music Society

members, a master list combining Society members and New Music

subscribers, accounts and receipts and expenditures for the
Society and the Quarterly. Other pages list names of dealers
to whom New Music issues were sent on consignment, names of
critics and others to whom free copies were sent, and names
of important musicians who had accepted honorary positions on
New Music's boards.b7
The members of the New Music Society were, for the most
part, residents of the Bay area, and many names are those which
had already been associated with Cowell in his concert activities.
There were patrons who contributed larger amounts like Mrs.
George Armsby ($50), Mrs. William Bourne ($50), Mrs. John B.
Casserly ($25),b8 and Dr. Latham True ($100); performers like

Bruce Buttles, Dene Denny, Arthur Hardcastle, and Georgia Kober

l“7!.ec!ger. New Music Collection. The first expenditure list-
ed in the ledger is for the ledger itself, bought by Cowell
on 15 June 1927 for 25¢. Since the entire ledger is in Cowell's
scrawling handwriting with some names crossed out and later
information inserted, it is sometimes difficult to make an ac~
curate tabulation of members and amounts. In fact, my own
tabulation of membership and subscription funds does not agree
with Cowell's receipts.

usMrs. Casserly and Mrs. Armsby were on a list of spon-
sors for a Cowell recital on 24 October 1926 at the Fairmont
Hotel (YHenry Cowell To Be Heard in Recital," San Francisco
Chronicle, 19 October 1926). Sidney Cowell remembers these
patrons as being friends of her mother: "lost of them were on
the San Francisco Symphony Board, entertained Paderewski and
Kreisler and Gabrilowitch but were not just lion hunters. They
were committed to all sorts of good works." (Letter to author,
25 April 1975.) Olive Cowell, too, remembers Mrs. Casserly as
a "“very high society person" from San Mateo, an area where
there were many wealthy people. "They had nothing to do," she
says, "but try to patronize somebody who would give them pres-
tige. But Mrs. Casserly was rather genuine, as I remember her--
a bit more genuipe than some of them." (Interview with Olive
Thompson Cowell,
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(the latter from Chicago); and family contributors like Harry
Cowell ($25.25) and Olive Thompson Cowell ($55). Some sub-
scribers like Mrs. Lewis Terman paid for memberships for others
and some wanted their donations earmarked: Professor Lehman
and Noel Sullivan each gave $20 for the Winifred Hooke concert.
Some like Albert Elkus were teachers; some like Adele Vollmer
were students (of Dene Denny in her case). There were, in all,
fourteen individuals who made special contributions totaling
$605.75. Of these, the gifts of two New Yorkers--$50 from Mrs.
Blanche Walton and $90 from Eugene Schoen (to whom Ruggles was

to dedicate Men and Mountains) went toward publication of the

Quarterly.
The 1list of New Music receipts shows that the Cowells'

contributions and a $5 membership from John Palmer also went

to New Music. The rest--$380-- was used for Society concerts.

There were, in addition, 58 members whose membership fees of $5
(Total: $286) were divided ($3 to NMS and $2 to NM) so that to
the $380 was added $174, making a total of $554 for the Soci-
ety. (See tabulation below, p. 118.) These funds were used for
very modest expenditures that season: $5.14 for the score of

Var?se's Offrandes (paid to the publishers C. C. Birchard),

although Octandre rather than Offrandes was eventually performed
at the opening concert; $6 to the publishers J. Curwen and Sons

for performance rights to Octandre and Ruggles's Angels; $50 to

Winifred Hooke for expenses for the New Music Society concert on
18 January 1928; $10.30 for parts and rights to "Schoenberg"
(probably for parts for his quintet, scheduled for the opening

concert); and $4 for copying the quintet (Cowell paid $2 for a
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score of the quintet but listed it in the New Music expenditures.)

It should be noted that the total expenditures of $75.44 did not
include fees for performers at Society concerts although un-
usual costs like Hooke's travel expenses were paid.

The New Music subscribers, unlike the Society members,

were drawn from a national and international field--from San
Francisco, from Chicago, from New York, from Paris, London,
Berlin. The list included family members, friends, performers,
composers, conductors, critics, and music dealers. In addition
to the two special contributors (Walton and Schoen) and the
fifty-six Society members, there were 353 subscribers (at $2
each). Sixty-three free or review copies were,in addition, sent
to critics and others, and forty-six distributed to music deal-
ers, who paid $1.50 or received their copies on consignment,
Twenty-two "honorary members who have accepted” and forty-five
other names were listed without any indication of amount paidj
their mémberships were probably paid by others. The following
list of some of the most representative (and well-known) sub-
scribers illustrates the wide range of Cowell's contacts and
the surprising variety of people who were willing to subscribe
(at least initially) to Cowell's magazine of, in Ives's words,
%unsaleable scores."

Composers

Arthur Bliss (London)

John J. Becker (Department of Music, Notre Dame)
Henry Brant (Montreal)

Marion Bauer (New York)

Marc Blitzstein (Philadelphia)

John Alden Carpenter (Chicago)

Ruth Crawford (Chicago)

Charles W. Cadman (Los Angeles)
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Carlos Chavez (New York)

Leslie Fairchild (Bridgeport, CT)

Irwin Heilner (New York; paid by Mrs. Julius Heilner)
Charles Ives (46 Cedar St., NY; "2 sub, Aug 25)
Frederick Jacobi (Northampton, MA)

Werner Josten (Department of Music, Smith College)
Harrison Kerr (Greenbriar College for Women, Lewisburg, W. VA)
Leo Ornstein (Philadelphia)

Walter Piston (Harvard University, Department of Music)
Wallingford Riegger (Ithaca Conservatory of Music)
Lazar Saminsky (New York)

Performers

Warren D. Allen, organist (Stanford University)
Richard Buhlig (New York)

Keith Corelli (Los Angeles)

Alfred de Voto (Boston)

Lynwood Farnum, organist (New York)

Eva Gauthier (New York)

Winifred Hooke (Los Angeles)

Edwin Hughes (New York)

Wesley Kuhnle (Glendale, CA)

Arthur Loesser (Cleveland Institute of Music)
Margaret Nikoloric (Englewood, NJ)

Carlos Salzedo (New York)

Grete Torpadie (Brooklyn, NY)

Douglas Thompson (Berkeley, NY)

Conductors

Serge Koussevitzky (Boston)

Horace Miller, cond. Cornell College Symphony Orchestra
Lamar Stringfield (New York)

Leopold Stokowsky (Santa Barbara, CA)

Adolph Tandler (Los Angeles)

Critics

Ben Buxton, The Republican (Springfield, MA)
Lawrence Gilman, New York Herald Tribune
Redfern Mason, San Francisco Examiner

Pitts Sanborn (New York

D.E. Jones, The Scranton Republican (Scranton, PA)
Edwin Stringham (Denver, COE

Honorary members
John Alden Carpenter (Chicago)

Darius Milhaud (Paris)
Aaron Copland (Brooklyn, NY)
Nadia Boulanger (Paris)

Eva Gautier [sic]| (New York)
Alban Berg (Vienna

Artur Schnabel (Berlin)
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Ernst Krenek (Kassel)

Albert Roussel (Paris)

Ray C. B. Brown (Musical America, New York)
Arthur Hardcastle (Los Altos, CA)

Leo Ornstein (North Conway, NH)

Max Butterig (Berlin)

E. R. Schmitz (New York)

Grete Torpadie (Brooklyn, NY)

Leopold Stokowsky (Santa Barbara, CA)

Mr. Charles Ives (New York)

Charles L. Seeger (Institute of Musical Art)

"provided under heading 'endorsers‘'"
Francis Poulenc (Paris)

Egon Wellesz (Vienna)

Richard Buhlig

Ernest Bloch

Janechek [sicl
Music Dealers (Paid)

Mrs. Chalifoux, The Music Dealer (Birmingham, AL)
Henri Elkan (Philadelphia)

F. W. Faxon (Subcription Agency, Boston)

Henry Grobe (San Francisco)

John Blaetz, Theodore Presser Co., (Philadelphia)
Arthur P. Schmidt Co. (Boston)

Wagner-Bund Music Co. (Chicago)

Music Dealers (Copies on consignment!

G. Schirmers (New York)

Oliver Ditson (Boston)

Clayton Summy Co. (Chicago)

Bookshop, New School for Social Research (New York)
Herr Becker, Bote U, Boch (Berlin)

Lyon-Healy (Chicago)

Schools

A School for the New Age (Salucia, NC)

Bryn Mawr Music School (Bryn Mawr, PA)

Bohn School of the Dance (Chicago)

College of the Pacific (Stockton, CA)

Cornish School (Seattle, WA)

Columbia U. Dept. of Music, New York (donated by Dr. Latham)
True

Cleveland Heights School of Music (Cleveland, OH)

Denison University (Granville, OH)

Hollywood Conservatory of Music (Hollywood, CA)

Indiana University Music Dept.

Syracuse University

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



116
Libraries

Stanford University (sent by Dr. Latham True)

U. of Rochester (by G. W. Wilson)

U. of Kansas

U. of Toronto (by Df. True)

U. of Wyoming

Los Gatos Public Library (by G. Pettis)

Los Angeles Public Library (until Dec. 1927 by J. M, Harrison
Bennett agent in Chicago)

Monterey County Free Public Library (Salinas, CA)

Portland Public Library (sent by Dr. Latham True)

St. Louis Public Library

Schenectady Public Library

Other Subscribers id

Henrietta Cowell (Paris)[Harry Cowell's second wife]
Lady Josephine de Les Becker (Turin, Italy)

Dorothy Canfield Fisher (Arlington, VT) [author]
Rudolf Ganz (New York) [music educator and pianist]
Otto Kahn (New York)

Minna Lederman (New York) [editor, Modern Music]
Julius Mattfeld (New York) [ musicologist

Irving Morrow (Oakland, CA) [architect]

Oxford University Press (New York)

Grenville Pettis (Los Gatos, CA)

Claire R. Reis (New York)

John Varian (Halcyon, CA) .

Adolf Weidig (Chicago) [teacher, American Conservatory of Music]

Free copies sent

Hazel Watrous (designer of cover)

Bl oosey] & H awkes] (dealer)

Ida G. Scott, manager N.M. Society

N.M., Society (5 copies) publishers

Fred Pelletier, critic of Le Devoir (Montreal)
Critic of The Telegram, Portland, Oregon

Helen Felter, critic of The Eve| ning| Star, Washington, D.C.
Free 1list to which to send new music

Exchange with foreign outlets [7 are listed on flyer, Plate II.]
Critics=--5.F., L.A. NY [includes Downes on The Times and W. J.

Henderson on The Sunl
Paul Rosenfelt [sic], The Dial

Sigmund Klein--Exchange ad with Pro Musica
Carl Ruggles (ten copies), Arlington, VT (contributing)

Many of the unfamiliar names of subscribers were associated with

departments of music in colleges or conservatories or lived in
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locations frequented by Cowell (Halcyon, Carmel, etc.) or his
friends (e.g. Bronxville, where Mrs. Walton had a home),

Below is a compilation of the number of subscribers,
copies distributed, and money received, based on the informa-
tion in the ledger. (Table I.)

Cowell's receipts for New Music from 1 June to 24 October
o $999.98 [my totals $1048.98] and his expenditures of $882.65
[my total: $878.10] indicated the close margin within which he
operated. The largest expenditure, naturally, was for printing
announcements and issues. Cowell paid $39 on 15 June for the an-

nouricements and envelopes for the first issue--Ruggles's Men and

Mountains. On 25 June, he paid $55 for "25% payment to Pac; Mus,

Press on Printing of 1st issue,* suggesting a total price of $220.
There is, in fact, an estimate from the Pacific Music Press for

printing Men and Mountains: "24 pages, 10 in. by 14 in, . . .

500 copies $220.00, 1000 copies $265.00. Engraving to be de-
livered Aug. 15 the latest, job complete till Sept. 10, 1927."
There follows a payment schedule: 25% at once, when entering
order (Cowell paid $55, 25 June); 25% when 10 plates are en-
graved and 25% when all engraving is done (Cowell made 2 pay-
ments totaling $110.00 to Pacific Music Press on 18 August).51
The final payment of $55 was made on 14 October. If Cowell did
receive 700 subscriptions as he claimed or even the lesser

amount of 594 as I have counted, it is difficult to understand

5lEstimate prepared by Pacific Music Press, music en=-
gravers and printers, 1053 Howard St., San Francisco, New Music
Collection. The early issues of New Music were printed in San
Francisco but engraved by Raynor engravers in Chicago. (Infor-
mation given to author by William Brooks, 23 January 1975,)
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Table I. Subscriptions, Memberships, and Income for New Music Society.

Classification Number  Amount For NMS For NM

Special centributors 1% $605.75 9-$380 5-$225.75

Memberships in NMS 58 286.00 58- 174 56- 112.00
($3-MS; $2-NM) (inc. 2 @ $3)

Subscriptions to MM 353 703.73 (inc. 353~ 703.73

errors in pay-
ments-net $1.53)

Dealer subscriptions 5 7.50 5 7.50

Additional dealers (13) 41
to be sent copies

Free and review copies 63
(4% people; inc. ex-
change copies)

Honorary names (not 15
on other lists)

Names on lists (subs. 45
paid by others)

Total so4%9  $1602.98 67-$554%° 419-$1048.98

u9Cowell reported in Charles Ives and His Music that he received
"about 700 subscriptions at $2.00 each" and Virgil Thomson said in an
article in the Herald Tribune ("Cowell's liagazine," 1 November 1947, Sec.
5, p. 6) that Cowell received $1400 to start his New Music. The ledger
pages of "Receipts of 'New Music'' show a total of $999.98. It is pos-
sible that additional contributions came in after Cowell's last enty on
24 October, to a total of $1400, suggesting to Cowell in later years a
subscription list of 700 @ $2, or the additional money could have come
from Olive Cowell, who believes that she lent an additional $200-300 to
New Music. Cowell paid back the loan when Mrs. Cowell and her husband
left on a world tour in December 1928. (Interview with Olive Thompson
Cowell. )

501n his ledger Cowell listed his NMS receipts as $640, includ-

ing only eight of the special contributors ($360) and listing 56 mem-
berships @ $5 ($280).
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why he would have ordered only 500 copies.of Men and Mountains.
(It is possible that Pacific Music Press printed more than 500
copies for the same price or some of the New Music Society
patrons and members did not request copies.)
Other payments to Pacific Music Press during this peri-

od were a 25% payment for printing the second issue of New Musie,

Paeans ($28 on 18 July, and the next two payments for that issue

$56) coicbined with the final payment of $55 for Men and Mountains

on 14 October. Other expenses, besides postage, were for

printing of announcements and circulars for the New Music Soci-

etys
2335 Amount Purpose
July 22 $ 9,20 Printing Circulars
Aug, 27 18.95 Printing announcements
Sept.15 16.00 1000 cards
Sept.17 30.20 Printing of 5000 circulars
Oct. 10 33.75 Printing

Finally, the page of expenditure lists the cost of secretarial
help, almost as much as the cost of the edition itself. Be=-
sides $18.60 paid for general secretarial work, the two sec-
retaries, Matilda Sturz and Arthur Baggensitos, were paid a
total of $172.12,

Even before the ledger had been bought and expenses
recorded, the first publicity began to appear: a brief notice

in the Chronicle on 28 May 1927 announced “"America's first maga=-

zine for the publication of music ext:lusi\rely.“s2 This announce-

;Z"All-Music Magazine to Appear in S.F.," San Francisco
Chronicle, 28 May 1928, The Quarterly was not the first maga-
zine in the United States to contain only music. That distinec-
tion belongs to the Musical Journal published by Benjamin Carr
in Philadelphia 1800-1804,
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ment and another in the Carmel Cymbal on 8 June 1927 both pointed
out the presence on the editorial board of "Olive Thompson of
the San Francisco State Teachers' Collega."s3 By the time the
first issue appeared in October, publicity had been sent through-

out the country. A typical article which appeared in the Colume-

bus, Ohios State Journal, quoted extensively from the New Music
announcement including the all-important claim that "New Music
will be the only magazine in the world devoted to the publica-
tion of modern music."5b

One of the most comprehensive articles on New Music

was that by Winthrop P. Tryon in the Christian Science Monitor.

Tryon interviewed Cowell while he was in New York that winter
about his experiences in starting the publication. Calling
Cowell a "romantically generous and non-self-seeking man" for
carrying on the enterprise at "bare cost," Tryon quoted Cowell:

I expected 200 or 300 subscriptions of those interested

in modern American music., As it is, I have over 600; and
they are still coming. If I can keep them, I can do very
comfortably, I attend with help of my family, to all the
work and charge nothing for it. I am satisfied especially
that conductors of orchestras subscribe, since that means
likelihood of performance for the scores which I am listing.
« o » American music publishers have always been conserva-
tive, and they still remain so., I shall be frankly experi-
mental. I want to find out how the advanced composers of
America compare with those of Europe.5

53"Henry Cowell to Edit New Music Magazine," the Carmel
Cymbal, 8 June 1927.

b
5'"New Music Quarterly Being Issued," Columbus, Ohis,
State Journal, 23 October 1927,

55Winthrop P. Tryon, “Publishing the New Music,"

Christian Science Monitor, 14 January 1928,
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The First Issue of the Quarterly

The music which Cowell selected for his inaugural
edition was guaranteed not to go unnoticed, although its com-
poser was Jjust beginning to be noticed. Carl Ruggles, at 51,
had so far seen only two of his compositions published--the
song Toys by the American firm of H. W. Gray, copyright 1920,
and Angels for six muted trumpets by the London firm of J. Curwen
and Sons, Ltd., copyright 1925. He had had two works--Angels

and Portals--performed by the ICG in New York and had complimen-

tary reviews of his work by, among others, Pitts Sanborn in

Modern Music.56 He was, it seemed, about to become one of the

leaders of the new American composers, and Cowell, himself, had
consistently scheduled Ruggles's music on his New Music Society
programs. (In Los Angeles, Angels had been performed at the 1925

concert and Lilacs at the 1926 concert.) Both Angels and Lilacs

were scheduled for the first concert in San Francisco in 1927,
Everything about the new edition called attention to
its importance. The folio size was 104" x 13 3/4"; the color
was an unusual magenta with black ink. Hazel Watrous's design
was big, bold, and striking. (See Plate VII.) The descriptive

material about New Music inside the front cover had been ex-

cerpted from the earlier New Music Stuciety flyer [Plate v] and
the New Music announcement [ Plate VI ], and the executive board

was the same as that listed for the New Music Society (with

56Pitts Sanborn, "The 1925-26 Season," Modern Music
(January-February 1926), pp. 3-9.
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Plate VII. Cover of the First Issue of the New Music
Quarterly. (Reduced in size)
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the addition of Arthur Hardcastle), but the advisory board
had been expanded to include practically every imporant name
in contemporary music (with the exception of Stravinsky and
Schoenberg). Now called the "Endorsemen: Board of Honorary
Members," the new names consisted of composers Alban Berg,
John Alden Carpenter, Aaron Copland, Charles Ives, Ernst Kr¥nék,
Darius Milhaud, Francis Poulenc, and Albert Roussel; educators
Nadia Boulanger and Charles Louis Seeger, Jr.; critics Ray C. B,
Brown and Egon Wellesz; performers Eva Gauthier and Grete Torpadies
and conductor Leopold Stokowsky [sic]. (See Plate VIII.)

The music in the first issue--Men and Mountains for

symphonic ensemble--was a major work, its name hinting at the
magnificent sweep of Ruggle's strident polyphony. (See Plate IX.)
Cowell, in his program notes for the second movement, Lilacs,
played at the Society concerts in 1926 and 1927 called it "no-
thing short of a complete transformation of the substance of

the music which the Western World has practiced upon during the
last six centuries."57 After commenting that this "transforma-
tion" began with Scriabin and with Schoenberg's "atonalism;*
Cowell noted in the 1926 program (but omitted in 1927) that
Schoenberg "is ending now in a dry academic system of medieval
type; the latter [Ruggles] is pervaded by the flow of a rich
mysticism and the surge of human emotions." “He reincarnates,”
said Cowell, "that spirit of pure polyphony which flourished. . . »
in the sixteenth century; but the language is new, merely be-
cause Ruggles®' vital idealism is very different from the reli-

gious spirit of old."

S?Programs of the New Music Society: 25 October 1927
and 20 November 1926. New Music Collection.
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Plate VIII. Masthead and Statement of Purpose in First Issue
of the New Music Quarterly. (Reduced in size)
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TO MY FRIEND
EUGENE SCHOEN

¢ GREAT THINGS ARE DONE WHEN MEN AND
MOUNTAINS MEET *»

Blake

A

SYMPHONIC ENSEMBLE

MEN ano MOUNTAINS

CARL RUGGLES

CR
ARLINGTON, VERMONT

Copyrighted 1927 by Carl Ruggles, Arlington, Vermont. International Copyright Secured.
Plate IX. Title Page of the First issue of the New Music

—_—1cr

Quarterly.
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Ruggles quoted on the title page a phrase from William
Blake--"Great things are done when men and mountains meet.®
To Lawrence Gilman, whose review of the premiere on 7 December
1924 was reprinted in the Quarterly, this reference suggested
a larger comparison of style:
The wild gigantic, tortured symbols of Blake's imagination,
his riotous and untrammeled excursions in the world behind
the heavens, are all of a piece with Mr. Ruggles' thinking.
« o . Ruggles] is the master of a strange, torrential and
perturbing discourse.
Gilman called the "joyously dissonant ‘proclamation' that opens
the work “thrilling and puissant” and spoke of the strange, new
poignancy of harmonic and polyphonic speech” in the middle move-
ment, Lilacs.
Paul Rosenfeld,in a review written earlier and reprinted
in 1928, heard in Ruggles
the romantic spirituality . . . natural to American cul-
ture. . . . Himself born of Cape Cod and the toughest of
good Yankees, Ruggles builds on Brahms and Schoenberg,
Yet not even Frost's poems are more essentially "way down
east” in quality than Men and Angels, Meg and Mountains,
Portals and Ruggles' other solid things. 8

Men and Mountains was originally one movement of a

larger orchestral work which Ruggles separated into tﬁree move-
ments and arranged for symphonic ensemble in 1924. The move-
ments are: "Men, Rhapsodic Proclamation” for horns and orchestra,
marked “Plangently”; “Lilacs” for strings only, marked "With
deep feeling”; and "Marching Mountains” for full orchestra,
marked “Maestoso." As composer Lou Harrison pointed out in
his essay on Ruggles, while the work is "gently colored by the

persiastence of C Sharp., . .[1t] should properly be thought of

ssPaul Rosenfeld, By Way of Art, p. 73.
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as atonnl."59 Strikingly dissonant, it is characterized by
contrapuntal lines of short motives and phrases utilizing a
quasi-twelve tone approach.

The first movement is built on constantly upward-mov-
ing arpeggiated strings and winds against a long angular line
in the horns, frequent changes of meter and tempo, and a free
recitative styleFO(Example 1.)

The drooping melodic lines and soft dissonances of
Lilacs (Example 2.) call to mind Seeger's comments on Ruggles's
idea of beautys

To Carl Ruggles, there are not different kinds of beauty:
there is only one kind, and that he prefers to call the
“sublime.” What he wants to see in music is that quality
which makes him steadfastly call Handel and Bach the great-
est composers. He merely tries to achieve it in a different
way. No music, he believes, can be great that does not
have 1t.6

The rondo-like third movement brings back the harsh
dissonance of the first movement with arpeggiated angular mo=
tives which strive ever upward toward the ultimate five-note

cluster chord ending the_work.sz(Example 3.)

The reaction to the published score of Men and Mountains

was so violent, according to Cowell, that half of his subscribers

59Hnrrison, About Carl Ruggles, p. 13,

6°When the piece was revised for large orchestra in 1936,
material was inserted after measure 10 and again between measures
20 and 24, expanding the movement from 28 to 40 measures.

61

62Tha 1936 revision expanded the movement to 52 measures,
adding an epilogue with motives from the first section and in-

serting a drum beat at the beginning and end. An errata sheet
showing nine changes in accidentals, division of beats, and key

signatures was inserted in the issue.

Seeger, "“Carl Ruggles," in ACAM, p. 17.
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canceled (although Ives immediately sent in $50 for twenty-
five more subscriptions).63

The impact of the edition on some young composers was-
noticeably different. One--Lou Harrison--has recorded his re-
actions as he leafed through its pagest

When I first encountered in the San Francisco Public Library
Music Department, many years ago, gke bound volume containing
“Men and Mountains" and “Portals," bound together with their
brilliant magenta and green New Music covers, I was instantly
aware that while this music was in the chromatic dissonant
style and showed a certain resemblance to Berg and Schoenberg
whose music I already knew, it also held something rare,
something different from these others in its long, continuous,
really vocal counterpoints.

One amusing postscript to the founding of New Music has
been located in the collection: a letter from the Acting Post-
master in San Francisco on 29 December 1927 informed Cowell that
since New Music did not constitute a newspaper or other periodical
publication, it was denied "2nd-class matter” :tatus.s6 The
decision, while possibly requiring additional funds for the
fledgling publishing venture, could well have been welcomed

as an indication that even by looks and weight alone, New Music

was definitely not "2nd-class.”

6300we11 and Cowell, Charles Ives, p. 104. Cowell's
ledger does not document this outcome because there are no fur-
ther entries until 1929, It is possible that when Cowell left
for a concert tour soon after the first issue was published, Olive
Cowell continued the bookkeeping in a different account book.

6”Portals was published as New Music, Vol. III, No. 3

(April 1930).,
65Harrison, About Carl Ruggles, p. 6.
66,

Letter, Acting Postmaster, U.S. Post Office to Henry
Cowell, 29 December 1927. New Music Collection,
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The First New Music Society
Concert in San Francisco

Just as uncompromising as the score selected for New
Music's first issue was Cowell's choice of music for the Octo-
ber New Music Society concert. No longer interested, as he
had been in Los Angeles, in mollifying the critics with music
by Milhaud or enticing the audience with a mystic like Feodor
Kolin, Cowell assaulted his audience with a program of wind
ensemble music by Schoenberg, Ruggles, and Vardse. (See Plates
X = XII.) Cowell's program notes stressed the difficulty of
the music for the listener. Referring to the Schoenberg Quintet,
he said: " ., . ., it is not music that one can partake with en-
Jjoyment, by sitting back, and allowing it to waft through one!®
He wrote of Ruggles's "scholastic manner" in Angels, saying
that it and Lilacs were "the purest and most uncompromising
examples of an entirely new style of composition." As for

Octandre, he cited the "astringent" dissonances and the "acrid

sound. "
Cowell's "orchestra," an ensemble of members of the
San Francisco Symphony Orchestra, apparently dictated the in-

strumentation of the music by Ruggles. Although Men and‘Moun-

tains was currently being published by New Music with its

second movement for strings, Lilacs, as noted on the program,

was "specially scored by the composer for seven wind instruments®
for the concert. Another surprise was the arrangement of

Angels for wind 1nstrumentsf At the New Music concert in Los
Angeles in 1925, Cowell had said that Ruggles preferred the
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The Ida Gregory Scott
FORTNIGHTLYS

FIFTH SEASON—1927-1928

Presents the

New Music Society Program
Small Orchestra
Compositions of Schoenberg, Ruggles, Varese

Tuespay Evening, Octoser 25th - 8:30
COMMUNITY PLAYHOUSE

Plate X. Program for the New Music Society, 25 October

1927. Cover,
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PROGRAM

QuinTET for Woodwinds Amnold Schoenberg

Schwungvall

Anmutig und heiter; scherzando

Etwas langsam

Rondo

Schoenberg’s woodwind ouintct. opus 26. is scored for flute, oboe,

clarinet, horn and bassoon. Tt s a later work, and 15 in the style for which
e 15 famous—a hwhly wrought dissonant fabric of as closely knit a
polyphony as could be found in the tme of Bach. Music which is primarily
intellectual. it nevertheless has a strange power of appeal and a strong
indwviduality. The music lover is often thrown off the track in listening
to Schuenberg’s music because of its lack of bulk—in other words every
note counts, and fulfills a definite mission—it is not music that one can
partake of with enjoyment, by siting back, and allcwing it to waft through
one! The quintet is a highly matured work, in which Schoenberg is at his
best, having entircly rid himself of the sentimental leanings of his earlier
music.

IL

“Axcees” (For Six Wind Instruments)......Carl Ruggles

CARL RUGGLES was born at Cape Cod of a family which counted
cizht generations of sea captains. Hic first large work was the music for
the “Sunken Bell” of Gebhart Hauptman. He worked at it for ten con-
secutive years. But it was only after havinz comploted it that he developed
fully_ his present musical style in his symphomic works. “Men and Angels”
#nd “Men and Mountains.”  “Angels” is taken from the former and was
or-ginally scored for six mutcd trumpets: but the composer himself likes to
have it played for wood ensemble of flute, oboe, clarinet, horn, bassoon
and trumpet.

The composition, a short Andante. is written in strict polyphonic
stvle: but the intervals used instcad of being “consonant™ as in classical
music are all deliberately dissonant: that is. seconds and sevenths take the
place once held by thirds and sixths, Otherwise, the counterpunctal writing
is very closely worked ouz, almost in a scholastic manner. - Every note is
hosen with wmost care in conformation with very definite principles.
cheenberg was the great pioncer along this line of “dissonant counter.
pont”, but Ruggles goes further still. His attitude to music might be
called a sort of Neo-scholasticism.

“Liracs” (For Seven Wind Instruments)....Carl Ruggles
(Andante from the symphonic trilogy, “Men and Mountains™, 1934)
Originally for two violins. two violas, two cellos. one double bass.
now speeially scored by the composer for seven wind instruments,

This piece bears in cpigraph Wale Whitman's famous verse.

Together with the shurt Andante called “Angels”, “Lilacs™ can be
<aid to he the purcst and most uncompromising cxamples of an entircly
ew stele of composition which means nothing <hort of a complete trans.
oton of the substance of the music which the western world has
ticcd during the last six centuries.

Plate XI. Program for the New Music Society', 25 October
1927. Beginning of Program Notes.,
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PROGRAM

Ruggles’ music ignores completely the tonal system. But it is based
on principles as logical, as fundamental as those of classical music. On
those a new world of music can. and will, be built. Ruggles represents one
of the two main aspects of this new world. which has deep kinship with
the world of a Blake. a Walt Whitman. and today, of a Rockwell Kent
among others. He reincarnates that spinit of pure polyphony which flour-
ished preeminently in Vittoria and Palestrina in the XVI century: but the
language is new, merely because Ruggles vital idealism is very different
from the religious spint of old.

Ruggles' last work 1s “Portals™, 2 symphonic trilogy for twelve string
instruments {or full string orchestra), his most intense and passionate pro-
duction. He is now writing some compositions for orchestra in Arlington,
Vermont.

‘The music of “Men and Mountains™ is published by the New Music
Society of California in the October, 1927 issuc of its periodical, “New
Music.™

L.

*“Octanpre™ (For Seven Wind Instruments

and String Bass) . Edgar Varese

Assez lent

Tres vif et nerveux

“Octandre™ of Edgar Varese is scored for flute. oboe, clarinct. trumpet,

horn. bassoon. trombone and string bass. The dissonances in this work
are astringent, giving it a peculiarly acrid sound to those unfamiliar with
the modern idiom. But the longer one has the privilege of listening to
Varese's music. the clearer becomes _his intention, and the beauty of the
instrumentation becomes evident. Each nute is placed in the orchestra
where it will sound. Rhythm is a great feature, and different figures of
rhythmical bum< constitute a main interest, This work seems to be the
reverse of a p: \{ represents the city man's unsenti-
mental impression of his city's activities, pcrh;\p: unconsciously.

[Program Notes by HEnry CoweLL]
THE ORCHESTRA IS COMPOSED OF:

A. LINDEN - - - - Flute W.HORNIG - - - Hom

V. SCHIPILITTI - - Oboe F.N.TAIT - - Trombone

H. B. RANDALL - Clarinet V.DRUCKER - - Trumpet

E. KUBITSCHEK - Bassoon W.BELL - - - Bass Viol
HENRY COWELL - Conductor

" THE NEw Music SOCIETY is organized to further in every

possible way the interests of modern composers. It holds a

yearly exchange of new works with European modern socie-

ties in seven cities. It publishes the actual music of new

American composers in the form of a quanerlv periodical
entitled “New Music.”

Plate XII. Program for the New Music Society, 25 October
1927. Conclusion of Program Notes.
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arrangement on the program--for string ensemble. In the pro-
gram notes in 1927, however, Cowell claimed that “the composer
himself likes to have it played for wood ensemble of flute,
oboe, clarinet, horn, bassoon and trumpet.®

San Francisco was obviously not expecting such an un-
usual program, The pre-concert publicity was minimal and, in
fact, Cowell's lecture-recital the previous week had received
more notice than the Society concert. The critics and the mu-
sical community anticipated merely another program in the Ida
Gregory Scott's Fortnightlys,

In its fifth season by 1927, Miss Scott's intimate
musicales had been given in earlier years at the St. Francis
and the Mark Hopkins hotels, Cowell had contacted her the pre-
vious spring about the New Music Society and Scott asked him
to send her the aims and objectives of the Society. "If I have
it before me clearly," she said, "I can tell better where I
stand, and I can see that it might be possible for us to work
together."67 In 1927, Cowell had opened her Wednesday morning
series with his recital on 19 October at the Community Play~-
houae,68 and the Society's concert was to inaugurate her Tuesday

evening series.

67Letter, Ida Gregory Scott to Henry Cowell, 12 May
1927. New Music Collection, Scott was alsc a concert manager
and had listed on her letterhead the artists available for
1926-27, They included E. Robert Schmitz, pianist; Marcel
Grand jany, harpist; Henry Eichheim, violinist; and Eugene
Goossens, composer and pianist.

68, nt, San Francisco Examiner, 6 October 1927.
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The audience for the event was recorded as having been
"small but distinguished,"69 but there was nothing small about
the impact on the critics. The New Music Society was launched
in San Francisco with critical reviews appearing in cities as
far north as Portland, Oregon, and as far east as Boston. The
headlines told of the varied reactiont

"Ultra-Modern Music Astounds S. F, Audience"??

"Latest in Tone Art Enthrall Audience in Stormy Sea of
Dissonance®

#Ultra-Modern Works Exploited"

"S, F. Applauds Miss Scott"

“Music of the Atonalists Comes to San Francisco" 7

“Ultra Modern Music Programs . . . Hard on Nerves"
Below the headlines, Cowell's critics expressed i“eir puzzle-
ment (and at times boredom) at the unusual program of atonal
music which, as described by composer Ray Green, was "the type
of bristling music for which San Francisco was not prepared."72
Garbett of the News said: "Those who were not openly derisive
were frankly puzzled by the strange meanderings of seemingly
perverted melody through urinterrupted series of discords.”
Completely bored with Ruggles's pieces, he found Vardse on
“firmer ground," referring to Octandre's "human warmth and

pulsing emotion." Woodman of the Call, on the other hand,

69Arthur B. Garbett, "Ultra-Modern Astounds S..F.
Audience," San Francisco News, 26 October 1927.

70

Ibid.

71A1axander Fried, "Latest in Tone Art, . .," San Fran-
cisco Chronicle, 26 October 1927; Charles Woodman, "Ultra-Mod-
ern Works. . .," San Francisco Call, 26 October 1927; Redfern
Mason, "S.F. Applauds. . «," San Francisco Examiner, 26 October
19273 "Music of the Atonalists. . .," Christian Science Monitor,
19 November 19273 ". . . Ultra Modern Music," Portland Oregonian,
20 November 1927.

721nterv1ew with Ray Green, New York, 8 September 1976.
Green was a student at the San Francisco Conservatory of Music
in 1927.
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had little to say except to quote descriptions of the music
from the program notes. He felt, however, that Ruggles did
achieve some really original and quite beautiful effects,
Mason, too, was particularly impressed with Angelst “We may
learn to love this music as time goes on. It is stimulating
and provocative. You feel the pulsating heart of real man
in it.*

As in Los Angeles, the critics in San Francisco, re-
gardless of prejudices, were generous in expressing their
gratitude to Cowell and his group for bringing the music to
the city. They were grateful, too, that Cowell warned them
in his introduction to the program that the Schoenberg Quintet
would be 40 minutes long. Cowell also apologized for his con-
ducting, saying that he was simply there to keep the orchestra
together.73

The dean of the San Francisco music critics, Alexander
Fried, praised the performers who "covered themselves with super-
chromatic glory." Fried was the one critic who seemed to sense
the significance of the eventt

The concert . . . was in a way epoch-making., . . . Yester-
day in the first c¢oncert of the New Music Society, organ-
ized by Henry Cowell, [San Franciscans] heard perhaps for
the first time the very latest word in the tone art, compo-
sitions by men who cannot hope for years, at least, if at

all, to have their strange ideas popularly accepted as
validly beautiful,

73Fried, “Latest in Tonal Art"; Woodman, "Ultra-Modern
Works." Cowell apparently did not consider himself & skilled
conductor., As Sidney Cowell points out, her husband had had no
training at all as a conductor: "He was kind of a whirlwind on
the stage and I never could see how anybody could follow."
(Interview with Sidney Robertson Cowell, 21 May 1975.) Furthermore,
Olive Cowell recalls that Cowell only conducted when he couldn't
get anyone else to do it. (Interview with Olive Thompson Cowell.)
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For Fried, it was a "fascinating evening.” As to the future--
New Music would continue to have a “large and distinguished
audience," he felt, "as long as it maintains its daring policy."
“The New Music Society," proclaimed Fried, "has courageously

embarked on an admirable ea.reer.”w'

7“Fr1ed, "Latest in Tone Art.%
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THE FIRST SEASON, 1927-28
Cowell left San Francisco immediately after the con-
cert for another national tour, but this time New Music activity
continued. Since there was no formal organigzation, Cowell man-
aged the affairs from a distance with the help of his colleagues
in California. He explained this arrangement in his 1961 state-
ment, “About New Music":
There was actually no organization. I did the work, made
selection of music (and performers for concerts in L.A. s.F.).
I was aided in this by Dene Denny. . . . I wrote to a Num-
ber of famous composer-friends, who lent their names to an
advisory Board; but there never was a meeting of any group
connected with the N.M,S, of1Calif.--I talked to each sepe-
rately [sic] and informally.
Still on the scene was Dane Rudhyar, who represented the

Society in Los Angeles and at times reviewed for the Los Angeles

Times. It was the Times that carried the announcement in Novem-

ber 1927 that the New Music Society had been named the official
branch of the International Society for Contemporary Music.
Included in the article was a request for new manuscripts,
especially of chamber music "in the modern vein” to be sent

either to the American president of ISCM, Alfred Human of New

1Cowell, “About New Music."

140
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York, or to Rudhyar in Hollywood. Even though New Music could

also have used this material, there was no mention of publica-
tion of the manuscripts in the Quarterlz.z

The Times also reported on a concert by Imre Weisshaus

at a Pro-Musica chapter in Los Angeles on 17 November. He per-
formed, the article read, upon the recommendation of Cowell,
"“whose travel abroad last year was in the nature of a voyage

of discovery for new composers.“3 Later, when the Chronicle

announced Weisshaus's San Francisco concert--the second New
Music Society concert--it ignored the earlier event, and claimed
that the composer-pianist's appearance with the New Music Society
would be his first on the Pacific Coast.b The concert took

place on 30 November at the Community Playhouse and, like

the first Society concert, was sponsored by Ida Gregory Scott,

New Music Society: The Weisshaus Concert

The major San Francisco critics covered Weisshaus's
recital in spite of the morning hour of eleven o'clock, and
their reviews showed that they were completely won over by the
23-year-old, who performed works by modern Hungarian composers

Bart6k, Kodfly, and Kadosa--also his own. Arthur Garbett of

2"Intarnational Composers in California," Los Angeles
Times, 13 November 1927.

3"Pro-Musica Brings Hungarian Pianist,” Los Angeles
Times, 13 November 1927. It might not have been Cowell's
reconmendation but that of critic Bertha McC. Knisely who
was "strong in Pro-Musica" and voted to have Weisshaus appear,
(Letter, Winifred Hooke to Henry Cowell, 27 September [1927];
New Music Collection,)

u"Weisshnus to Appear Here on Wednesday," San Francisco
Chronicle, 27 November 1927.
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the News spoke of the "emotional power, ranging from idyllic
tenderness to clamorous outbursts of unrestrained passion,"
calling Weisshaus "a sincere artist" whose own works were "the
most interesting of the lot.“s

The other critics were equally impressed and their com-
pliments were reprinted in an elaborate publicity brochure pre-
pared by William Gassner of the Concert Guild, Weisshaus's
(and Cowell's) manager in the United States. They extolled
his playing as well as his music: "One of the most satisfying
plano recitals of the season"--Jock Rantz, The Argonaut; ", , .
he is a man to be reckoned with. . . . Weisshaus is an artist"--

Redfern Mason, San Francisco Examiner; "He proved himself a

qualified prophet of strangely innovative music"--Alexander

Fried, San Francisco Chronlcle.6

Cowell was in New York staying at Mrs. Walton's at
One West Sixty-eighth Street when the Weisshaus concert took
place. The next day Ida Scott Gregory wrote to Cowell: "I am
sorry there were not more single admissions Wednesday," she
said. "There were 26 N.M.S. and about 85 in attendance alto-~
gether, 16 MEN . , . and such an interested audience!" She
also agreed with Cowell that Weisshaus was "“great, and I am
delighted that S.F. recognized it . . . not so L.A." Scott
also referred to the next Society concert: “. ., . and by the

way Winifred Hooke is playing in January . . . it will save us

5"Hungar1an in Modern Music Piano Attack," San Francis-
co News, 1 December 1927.

6The brochure includes six identical pictures of
Weisshaus, arranged vertically, his eyes behind the round
dark-rimmed glasses peering intently into the camera. (Cowell
Collection)
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money besides being a much better time than at the end of
the season. Dene [Denny] was quite sure that she would not

do 1t1n7

New Music Society: The Winifred Hooke Recital

But Hooke did advance her concert from 21 March to 18
January.B Hooke had written Cowell two chatty letters in
August and September, discussing the recital, and her expense
money: "I shall arrange the best program I possibly can," she
said, "and try to play it down here [Los Angeles] a few times
before in S.F." She needed travel money and was pleased when
two members of the Society, Professor Ben Lehman and Noel
Sullivan, contributed twenty dollars each. She was also look=-
ing forward to meeting Weisshaus: "What kind of a person is
he-~-young? Easy to meet and cordial?" she asked.9

Ignoring her residence and studio in Los Angeles, the
pre~concert publicity promoted Hooke as an English pianist and
printed excerpts from reviews in London newspapers. She was
announced as an ultra-modern pianist and a pioneer in the pre-
sentation of the moderns on recital programs.lo On this program

she played works by Ravel, Debussy, Berners, Bloch, Cowell,

7Letter, Ida Gregory Scott to Henry Cowell, December
1927. New Music Collection.

8"Change of Date"; "Winifred Hooke,"” San Francisco
Chronicle, 15 January 1928.

9Letters, Winifred Hooke to Henry Cowell, 21 August
and 27 September [1927]. New Music Collection,

lo”Winifred Hooke," San Franciso Examiner. New Music
Collection,
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Kod4ly, and Bart6k. All were surprisingly traditional: Fried,

of the Chronicle, who had-found the October concert "epoch-

making,” was noticeably let down by a pedestrian recital,
Although impressed with the music by Kod4ly and Bart6k (S con-
tinuation of the "Hungarian fashion of the current music season"),
he found that because of Hooke's lack of range in imagination,
the music, "lapsed into monotony."11
Fried's lukewarm review of Hooke's recital pointed up
problems that were endemic to Cowell's Society. One was that
Cowell's choice of performers was limited because of lack of
funds, and he therefore had to draw on many of his own acquain-
tances, not all of whom were exceptional artists. "It's very
difficult," Alfred Frankenstein says, "to tell your personal
friends that they're not playing well."12 Cowell's choices
were further limited because there were few performers who
could interpret the modern works. The traditional training
most performers received in those days sometimes militated
against satisfactory performances. Sidney Cowell observes that
there was a great gap between performers and composers in
those days. Performers had what they considered a superior
and sensible education and they knew what music was. On the
whole, they weren't going to bother with this nonsense.
Composers sort of resigned themselves to the fact that the
performer's world was for the most part closed to them.

You could almost count on your two hands the singers and13
pianists who would undertake performing these new works.

11Alexander Fried, “Miss Hooke Heard in Piano Recital,*
San Francisco Chronicle, 1 January 1928,

12

Interview with Alfred Frankenstein, 7 November 1975.

13Interviev with Sidney Robertson Cowell, 12 December
1974,
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Another difficulty Cowell faced was the paradoxical
reactions of the California critics. Unlike the New York
critics (whom Mueser has shown to be so unprepared that they
heartily disliked everything new put before them,lb) the San
Francisco critics were eager for excitement. They may not
have understood the new music but, after a certain amount of
cajoling by Cowell, they actually enjoyed it--in fact, the
wilder, the better--and were thrilled by the sensationalism
of it. Ironically, this attitude turned them against the New
Music Society's more traditional concerts. Fried's admonishment
after the October concert-~that the Society had to continue
its daring policies in order to succeed--anticipated just such
a critical faulting as took place after a concert such as Winifred
Hooke's. Once Cowell had whetted their appetites for new music,
the critics wanted more, not less.

Finally, the need to raise funds was always a pressing
problem for the Society. Cowell went on his national tour in
the fall of 1927 not only to further his career as a lecturer and
recitalist but also to raise funds for his San Francisco work.
Mrs. Cowell explains how Cowell's concert fees helped operate
New Music3

Sometimes he would write three or four letters to people
and say, "I need some concerts because I want to publish
such and such a thing in New Music" and some of his ladies
in Kansas City would arrange one, His fees for a concert
were usually only $25 to $50, He would try to get i%ong
on $5 and put the rest of the money into New Music.

Olive Cowell, who was directly involved in getting tickets

leee Barbara Mueser, "Criticism of New Music."

1SInterview with Sidney Robertson Cowell, 12 December
1974,
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printed and keeping track of the money, remembers that thefe
was a constant concern: "We had very little money and no money
was taken in to any extent."ls Letters from Olive and Harry
Cowell during January of 1928 give some indication of the low
state of the New Music treasury. Harry Cowell sent his son
$7.50 "to cover the N.M.S.'s indebtedness to you for cash
spent” and then remarked: "How the famous society is ever
going to pay the three members of the Cowell family for the
labor of love expended on its behalf, the God of Daring Ad-
venture only knows." Olive Cowell had appended a note giving
a current accounting: As of 1 January there was $335 in the
bank, she said. Since then three bills had arrived: $165 for
printing (less a credit of $28); $30 for mailing (50 hours)
and $31 for postage. “By the time we pay Hooke $50," she said,
"our treasury will be somewhat f1at."17

Cowell,who in later years totaled up the money he had
lent New Musi.c}8 made a note to himself at the end of 1927 or

the beginning of 1928 on Mrs. Walton's stationery. (See Plate XIII.)

New Music Quarterly: Rudhyar's Paeans

In January 1928 appeared the second issue of New Music
(Volume I, Number 2)., Like the October issue it contained music

by a long-time friend of Cowell--Pacans by Dane Rudhyar. A series

161nterview with Olive Thompson Cowell,

17Letter, Harry Cowell to Henry Cowell, [Jnnuary 1928].
New Music Collection.

18See above "Expenses incurred by Henry Cowell," p.106. He

calculated in his note "About Henry Cowell," that New Music's
indebtedness to him had "amounted to $2500 over the years."
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Plate XIII. Henry Cowell, Note, [1927].19

19New Music Collection. The "Xmas circulars" referred
to were purple flyers enclosing forms for subscriptionst

"Send New Music to your musical friends as a Christmas
gift?

“New Music contains the actual music of compositions
by the highest type of modern American and other composers.
Money will be used for the benefit of such composers as

well as purchasing a delightful Christmas gift. A suitable

sard stating that you have given the subscription will be
sent.” (New Music Collection)
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of letters from Cowell to Rudhyar soon after their meeting in
the early 1920s explains the respect Cowell had for Rudhyar
and why he would want to publish his music in an early edition,
Among musical Christmas cards and messages accompanied by tone
clusters, Cowell wrote from New York to Rudhyar in 1922: "I feel
closely tied to you in some way, and everything you do is of
vital interest and importance to me. There is only one other
living in this country that I know of whom I consider writes
really important music; this is Carl Ruggles . . ." Then in
a subsequent letter he complimented Rudhyar on an article in
The Musical Quarterly. "It is the finest article I have ever
read anywhere concerning music,” said Cowell, especially struck
by Rudhyar's discussion of tone quality and the “psychological
relation of the octave.“20

Until 1928 Rudhyar had had only three short pieces
published by Durand in Paris, in 1913 and 1914, (He was later

to claim that until New Music was founded there was no possibil-

ity of being published in the United States “unless you had a
big name in New York.")21 Rudhyar has written that the music

he wrote after 1924, represented by Paeans, was different from

his earlier style, which had been influenced by Debussy, Liszt,
and Scriabin. Recovering from a period of depression in 1922,

Rudhyar did not begin writing again until 1924 "in a quite new

zoLetters, Henry Cowell to Dane Rudhyar, n. d. Stanford
University Manuscript Division. Rudhyar's article is in The
Musical Quarterly, 8 (January 1922): 108-18,

ZIInterviev with Dane Rudhyar.
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style influenced by my studies on tone and acoustics.”22

Rudhyar dedicated the three Paeans to "my friend and
co-worker Henry Cowell" and provided a long preface explaining
that the music was “founded on the building of resonances or
complex harmonies which are like vital seed-tones germinating,
sprouting  into vast trees of harmonics.” He called the piano
an "electrical generator,” one that should be felt as “one big
vibrating unit, as one big gong, the resonance . . . controlled
by the pedal.” The score 1is only a skeleton; the music is
actually the "circulating, pulsating, swelling energy of the
tone itself.*

The Paeans are non-tonal and are built on intervals of
seconds, fourths, aﬁd fifths. In an improvisatory style which
Rudhyar characterizes as "“speech music," the pieces have a ro-
mantic sweep and a big sound with handfuls of notes covering
the entire keyboard (the music written sometimes on three and
four staves). (See Example 4.) The tempo indications--"With
a joyous exaltation,” "Epic and resonant," and "With rhythmic
fullness”--express the mood of the music, which, as Rudhyar
remarks in his introduction, is "born to Life; and it has but
one aim . . . to exalt Life in those who live."

Cowell, as was his habit in New Music issues, provided
brief biographical notes on the composer, sighing them as editor
in this issue. Cowell cited Rudhyar's emigration to America,
his United States citizenship, his residence in Hollywood, and

the fact that “all his present works . . . were written since

2250ne Rudhyar, “Concerning My Music," December 1964,
Soundings No. 6 (Spring 1973), pp. 57=61,
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Example 4. Rudhyar, Paeans, Number 1, final cadence.
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he identified himself consciously with the new American life,
which, he claims, is building up a new Western civilization."
Inside the green cover of the edition, Cowell 1listed his “endorse=-
ment board," adding the name of Matheussek Glinski, a Polish
music scholar, conductor, and composer. From 1924 to 1939 he
edited the Polish monthly review Huzzka.23 Added, too, was the
name of Mrs. E. F. Walton, One West Sixty-eighth Street, as
the New York City representative.

One composer who received Paeans was Elliott Carter, a

student at Harvard,to whom New Music was sent, courtesy of

Charles Ives. Carter wrote to Ives:

ZBBaker's Biographical Dictionary, s.v. "Glinski,
Mateusz." “GILinski's iirst name was corrected to Mateusz in
the next issue. The spelling of Stokowski's name was corrected
in this issue,
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New Music is really a great thing. Henry Cowell deserves

much praise. I can hear some of "Men and Mountains" but

Rhudyar's [sic] Paeans are good but they seem a little too

majestic, too much of his own greatness taken for granted.
And he thanked Ives for the issues, recognizing that in the
future they would probably mean “more than I have yet discovered.“zu

The subscriptions to New Music that Ives distributed

were some of the first tangible results of the new Cowell-Ives
relationship which followed Ives's response to the initial New
Music mailing. Others were to develop more rapidly during their
first year of correspondence. Outside of the important decision
to publish Ives's music (to be discussed in the next chapter),
Cowell's correspondence at first deals as much with the Pan

American Association (which Cowell, Var®se and others were busily

organizing) as with New Music. Ironically, it was Cowell's

request for money for the Pan-American Association which led

to Ives's agreement to support New Music. On 27 March, Cowell

wrote Ives that the association was preparing a catalog in which
they hoped to include a list of Ives's music. "You asked me
some time ago," said Cowell, "whether you could do anything for
the Pan American--if you feel like donating something to it
financially, it would be of great aid." When Ives responded
Cowell seems to have understood how deep the commitment would
bet

The prospect of having some regular backing for New Music

and the Pan American Association overcomes me with joyful

feeling. The really greatest pleasure in life is to have
means to be able to work toward the furtherence of the

zuLetter, Elliott Carter to Charles Ives, n.d. Yale
University. Ives Collection, Carter File,
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general good of the best in new music, for me!zs

The official announcement of the Pan American Associ-
ation's founding appeared simultaneously in The New York Times
and the Los Angeles Times on Sunday, 18 March 1928. It was
described as an association which would not "limit its activi-
ties to any one locality,” and its statement of purpose emphasized
the "advisability and necessity of giving outstanding works
as many performances as possible"zs--a surprising statement in
light of Var®se's adamant refusal to do just that when he was
associated with the International Composers® Guild. The board
was composed of Var®se, president,and Emerson Whithorne, Cowell,
Ruggles, and Ch&vez, vice-presidents.27

Cowell's participation in the Pan American Association
reflected the added stature he had now assumed among New York
composers., Whereas his involvement in Var®se's earlier organ-
ization, the International Composers' Guild, had been peripheral,
he was one of the founders of the new association. He and his
music were becoming a regular par* of the few programs which
featured modern music. In New York that winter of 1927-28 there
were at least four concerts that included music by Cowell, three

at the New School for Social Research--fast becoming a center

zsLetter, Henry Cowell to Charles Ives, 27 March 1928,
Ives Collection,

26"Pan-American Composers,” Los Angeles Times, 18 March
1928, New Music Collection.

27Cowe11 listed Whithorne in ACAM as one of those
“who work along more or less conservative lines and make no
attempt to write anything departing from general types of
European music." 9
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for new music concertsiza
Cowell dealt with both of the New York musical factions
even though the "schism" of 1923, as it was termed by Rudhyar,
pitted Var®se, Salzedo, and Rudhyar in the ICG against Copland;
Gruenberg and Reis in the League of Composers. %hile performing
and promoting Var®se and Rudhyar at New Music Society concerts

in California, Cowell was also writing articles regularly for the

League of Composers quarterly, Modern Music. His essay on

Var®se, published in the January-February 1928 issue, ignored
Vardse®s work with the League and instead credited the ICG as
the vehicle through which [Var®se] was the "first to introduce
modern music to America wifh any degree of consistency."29

Var®se also was the subject of a "Letter to the edi-

tor” from Cowell in the Christian Science Monitor in January 1928,

Apparently misquoted as "disparaging the music of Var2se” in an
interview conducted by critic Winthrop P. Tryon, Cowell rushed

to correct the "impression that I do not admire Var2se.," Be-
cause of their executive board positions in "an important society
for new music," Cowell feared that such "an unfounded report
that we were not working together  would be harmful and likely

to result in dissension in the society.”so

28Programs and clippings, Cowell Collection; catalog,
New School for Social Research, winter term (3 January 1928-
26 March 1928).

29Henry Cowell, "The Music of Edgar Var®se," Modarn
Music, 5 (January-February 1928): 9-19,

3%gowell and Vardse" [Letter to the editor], Christian
Science Monitor, 25 January 1928, The passage in Tryon's
article with which Cowell took issue quoted Cowell on Var®se's
usa of noise, prefaced by Tryon's comment:
eprecaélng somewhat the methods of Var®se"i
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New Music Quarterly: Music by

Ornstein and Weisshaus
Cowell returned to California just as the April 1928

issue of New Music was being distributed and in time to start

working on the one for July, He had chosen music by two com-
posers for the third issue--Imre Weisshaus and Leo Ornstein,
With this issue he expanded the endorsement board of honorary
members (listed on the inside of the purple cover) to include
Ernest Bloch (in 1928, director of the San Francisco Conserva-
tory of Music), Richard Buhlig (who was to perform at a New

Music concert the next season), Carlos Chivez (whose Sonatina

Cowell planned to publish in July), Manuel de Falla (whom Cowell
may have met in Europe in 1926), and Roy Harris. Harris, re-
calls that his first association with the New Music Society

was attendance at the 1926 concert in Los Angeles, when Cowell
performed his tone-cluster pieces. He does not remember re-
ceiving an invitation from Cowell to join the advisory board
but, if he had, he certainly would have accepted immediately.
"You know," Harris says, "if you have friends you lend your
name to something they're doing, providing you don't have to
work at it."31

The music which Cowell chose to publish in New Music

(Volume I, No. 3, April 1928) showed Weisshaus at his most

“*Vardse has gone far with one idea, and that not
altogether new. Composers have always applied noise of
one kind or another in music. Var®se in his elaborate
use of percussion instruments merely extends the familiar
sonority of the drum,'"

31Interview with Roy Harris, New York, 8 March 1976,
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austere. The Six Pieces for Solo Voice (Hat Darab Enekhangra

Kfséret NE1kWl), dated Budapest, 1927, were the first of

Weisshaus's works to be published, according to the biograph-

ical notes on the last page of the issue. The brief (only

four pages contain all six pieces) unaccompanied vocalises

for medium voice may be sung to any vowel desired with the

exception of the fourth piece, for which the vowels are speci-

fied. The parlando vocal line is highly chromatic, with fre-

quent glissandos. The first piece contains an angular melodic

line built on a B mode. The second is in direct contrast with

a series of repeated notes and semi-tones within-a narrow

range of a perfect fifth. Following the third, a series of

written-out trills, the fourth consists solely of glissandos

on specified vowels outlining a seventh chord. The last two

pieces include an old Hungarian melody with dance-like trip-

lets and shifting tenal centers, and a stately passage in

hemiola rhythms with a wide-ranging chromatic line. (Example 5.)
The pieces were never performed at a New Music Society

concert but Weisshaus himself, after concertizing throughout

the United States, returned to perform at a Society concert

in San Francisco on 5 December 1929, At a later Society concert,

on 11 January 1934, pianist Douglas Thompson played a Weisshaus

work, called simply Piece. By this time, Weisshaus had sailed
32

for Europe.

32His later history is an incredible story of escape
and intrigue. A known Communist, he fled to Paris before the
advancing German army and changed his name to Paul Arma. There,
in 1936? Ray Green, in Paris on a fellowship, found him a leader
in the “Front Popuiaire," still writing communist songs. (Inter-

view with Ray Green.) Both Sidney Cowell and Charles Seeger
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Example 5. Weisshaus, Six Pieces for Solo Voice. Incipits.
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relate his further experiences: when the Germans occupied Paris
in 1940, Arma and his wife escaped on foot to Spain. Forced
to go into hiding, according to Sidney Cowell, Arma lived in

a convent, dressed as a nun, In later ysars, he produced radio
shows in Paris, some in memory of Cowell,to whom he was de-
voted, (Interview with Charles Seeger, and Letter Sidney
Robertson Cowell to author, 25 April 1975.
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The decision to publish an Ornstein piece was an early
indication of Cowell's determination to ignore current fads in
his publishing activities. Ornstein, by 1928, was no longer
the wild iconoclast of the 1910s, and critics were complaining
that he had turned away from his earlier percussive style.
Paul Rosenfeld said in 19243
A certain intensity, a certain originality, a certain vein
of genius, has undergone eclipse in the change. Something
a little brilliant, a little facile, a 1little undistinguished,
has introduced itself, even into the best of the newea§
pieces. The texture is thinner, the tension slacker.
Cowell's biographical notes in the issue, however, do not mention
any lessened originality, only the magnitude of his breakthrought
[In] 1913 when modern music was quite rare, he broke
with great suddenness into a highly dissonant and indivi-
dual style. . . . He was the first to introduce modern
music in inumerable places, playing not only his own works,
but those of practically all the best known modern composers.
When Cowell later wrote about Ornstein in 1933 he
acknowledged that the latter's early work had not "influenced
the general trend”" and that since 1920 his work had become
“more and more conventional until it can no longer be considered
original.“3u But, in 1928, apparently, he still felt that one
of Ornstein's works should have a permanent place in New Music.
The work he chose was a curious one--a macabre song called The
Corpse, with words as well as music by Ornsteint
In silence he lies upon the black waves
His eyes hidden in the moving waters

And the sea crying over his body
The last dirge chanted in his unknowing ear

33 Paul Rosenfeld, Port of New York: Essays_on Fourteen
American Moderns (New York: lhycourt, Brace & Company, 1924),

P. 273.

M oowe11, ACAM, pp. b-5.
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But he never more to taste the cool mist
And never to feel the breath of night,

The morbid scene is described in the first and third of the
three-part form; the middle section is a vocalise, What may
have attracted Cowell to the work were the secundal harmonies
and cluster chords. (Example 6.)

Example 6. Ornstein, The Corpse. Final Cadence,
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Unusual sonorities result from simultaneous ostinato patterns--

sometimes as many as three--moving independently (and notated

in the accompaniment on three staves). (See Example 7.)
Following the issuance of the April issue, Olive

Cowell wrote to Cowell about New Music affairs, giving him an

informal financial statement and reporting on results of bids
she and Harry Cowell had received on addressing and mailing
services. Based on the lowest bid, she said the next mailing
would cost “only $2,50 @ 1000 for addressing and $3.50 for

mailing." She continued:
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Example 7. Ornstein, The Corpse, measures 2h-25,

There is no use in our fussing with it at that price,

And if we did we would have the expense of typing the
addresses, Of course the postage is expensive. I wish
something could be done about that, and your issues con-
tain too much for the price you get, unless Mrs. W. wants
to subsidize it.

"Mrs. W." was Blanche Walton and Olive Cowell had just
received a $50 check from her. “But," she said, "I haven't
enough money even with that!" Her figures based on antici-
pated bills showed expenses of $322.60 and receipts of $285,00.
"I am short still $37.00," she moaned, "and this will leave
no money for the next issue. The list of expenditures showed
$30.00 for postage for the April mailing and $21.00 for the

music rolls., (The New Music issues were rolled and sent out

in tubes.) Approximately 500 copies must have been mailed out

because 1089 rolls were ordered and there were over 400 remain-

ing for the next isaue.35 A letter from Raynor at Pacific

33Letter, Olive Cowell to Henry Cowell, 9 April [19287.
New Music Collection.
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Music Press to Cowell in December acknowledged receiving
authorization to print 1000 copies of The Corpse for $160.

By 20 April the financial picture had improved only
slightly. Thanks to another $50 check from Mrs. Walton, re-
ceipts exceeded expenditures by $19.61.36

Cowell frequently planned articles to coincide with
concert and publishing events, and in June 1928, he published

an article in Modern Music in which he discussed "New Terms

for New Music."” He did not mention his new publication, but he
did use examples from Ornstein's song The Corpse to illustrate
two of the terms he discussed in the article, the "counterchord®
and "counterharmony“s
Sometimes chords are placed against each other not so as
to blend, but in such:a way that each component chord .
stands out as an entity, in which case we have a "counter-
chord.” When a succession of counterchords is arranged
so that lines of chords stand out against each other then
the result should be recognized as “counterharmony."
Cowell also seized the opportunity in the same article to

publicize the next issue of New Music by illustrating "con=-

trapuntal polytonality" with excerpts from the work he was to
publish in July--Sonatina for Violin and Piano by Carlos

Chivez.37

New Music Quarterly: Sonatina by Chivez

Cowell became acquainted with Ch4vez in New York where

the Mexican composer had been living for a few years prior to

3sNew Music financial statement, 20 April 1928, New
Music Collection.

37Henry Cowell, "New Terms for New Music,” Modern
Music, 5 (May=-June 1928): 21-27,
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1927 and, as Copland put it in a 1927 article in The New
Regﬁblic; "associated with the small inner circle of forward-
looking musicians who . . . frequented concerts of the Inter-
national Composers' Guild,"

Since Copland, who, like Ch&vez, had studied in Paris
and had tried to develop his own "American" style, it is not
surprising that autonomy waswhat he found most to admire in
Chivez?

- He is one of the few American musicians about whom we
can say that he is more than a reflection of Europe. . . 4
His work presents it;elf as one of the firsg authentic
signs of a new world with its own new music.

In Mexico Ch&ivez had been a revolutionary in politics
(on the side of the Mexican Revolution of 1910-1920) as well
as an innovator in music. His best-known works at the time

of the New Music publication reflected two important influencess

Aztec mythology in his ballet The New Fire of 1921, and contem-

porary industrial technology in Horse Power of 1926-27. In

1928 he founded and conducted the National Orchestra of Mexico.39
This combination of native and modern influences was
discussed by Cowell in his book when he placed Chévez in his
first group of composers; those "who have developed indigenous
materials or are especially interested in expressing some phase
of the American spirit in their works.” Chfvez and the Cubans

Caturla and Rolddn, thought Cowell, “take native musical materi-

8
3 Aaron Copland, "Carlos Chfvez--Mexican Composer" in
ACAM, pp. 102-6; reprinted from The New Republic (1927).

. 39Virg11 Thomson, American Music Since 1910 (New Yorks:
Holt, Rinehart and Winston, 1970), p. 113,
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al from the people of their lands and have in each case built
a somewhat independent cultivated style. which retains the
original spirit." Cowell concluded that "modern French music
has been a powerful influence in all three cases, however"--
the "howesver" tempering his enthusiasm, a natural gesture for
one who had difficulty accepting the French neo-classic style.uo

The Sonatina exhibits many characteristics of the

French impressionist school with modal harmonies, pedals
blurring tonalities, parallel fifths, stepwise movements of
tonal centers instead of by fifths, and frequent use of seventh
and ninth chords. (Example 8.)

Example 8. Chfvez, Sonatina for Violin and Piano, Largo,

measures 1-2., French influence: modality;
seventh chords; open fifths.,

Luqo J:s0
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A neo-baroque flavor arises from the sparse texture, broken
chords, and precise delineation of the work's six sections;
played without interruption: two largo passages framing four
tiny middle movements--meno mosso, scherzo, vivace, and adagio.

Mexican folk elements are reflected in the insistent repeated

“°Cov011, ACAM, p. 4.
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notes in the accompaniment, the hemiola rhythms ir the scherzo,

and the quadruple stops on the violin in the scherzo and vivace

sections. (Example 9.)

Example 9. Ch&vez, Sonatina for Violin and Piano, Scherzo,
measures 21-23, Mexican influence! playing style
of violinj folk rhythms.
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Finally, the unusually dissonant Adagio (played without vibrato)
and the use of secundal harmonies and cluster chords mark the
Sonatina as a work of its time even though the dissonances are

far more gentle than those used by Ornstein., (Example 10.)

Example 10. Ch4vez, Sonatina for Violin and Piano, Adagio,
measures 2-4, Contemporary idiom! dissonance;
non-vibrato violin style.
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Cowell's first year in the publishing business had

been a costly one, Even before the bill arrived for the July

1928 issue, the New Music treasury was exhausted.

From Menlo
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Park, Cowell wrote to Ives that, of the $400 Ives had sent
(presumably for the Pan American Association), Cowell was
using only $125 for the Pan American catalogue; the remaining
$275 he was putting into New Music, which was out of funds
and would otherwise have to be discontinued. He would pay
for the printing costs of the last issue ($225) and use the
remaining $50 for new letterheads. What little subscription
money he had would go for "extensive circulation, and [he
would] try to extend the subscriber's 11st,0%

Ives by now was taking an increased interast in Cowell

and New Music, suggesting that mailing lists be exchanged be-

tween Pro-Musica and the Quarterly. Cowell wrote. him on 26
July that his suggestion had been acted upon and that, in addi-

tion, Pro-Musica would run an advertisement for New Music., The

same letter illustrates in a few words the developing relation-
ship between Cowell and Ives--Ives trying to improve perform-
ance opportunities for Cowell's music, and Cowell distributing
Ives's music to performers: "“Thank you for recommending me to
Miss Duncan," wrote Cowell, "I was able to give her printed
copies of some of my things, and hope she will play them. . . .
I look forward to receiving the package of your works, as there
are several pianists, and a violinist here whom I believe will

be interested in playing them.“uz

“lLetter, Henry Cowell to Charles Ives, 10 July 1928,
Ives Collection.

szetter, Henry Cowell to Charles Ives, 26 July 1928,
Ives Collection,
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Ives was even throwing some hints Cowell's way on what
to publish in New Music. In a letter from West Redding to

Cowell, 12 August 1928, he suggested that New Music publish

manuscripts that would be played at Pro-Musica chapters. He
also included in the letter a firm commitment toward supporting

New Music, couched in a typical Ivesian analogy!

There is one thing certain--in fact two things certain
(this sounds like a theosophist)--"New Music" must be
kept going--and we will keep it going--if we can't get
enough outfielders we'll go through without them and I
think before a great while, we'l&Bhave the bleachers
with us--and perhaps the umpire.

With this letter, Ives sent a check for $75, much in excess

of the $12 due on the renewals of subscriptions, and Cowell
wrote to Ives on 20 August thanking him for the check, calling
it a "lifesaver."uu

It had been just about a year since Ives had sent in

$4 for two subsriptions to New Music. Since then, Ives had

helped to keep it alive: first, with the additional 25 sub-
scriptions after the first issue came out; second, with the
$275 sent for the Pan American Association (which paid for the

July issue of New Music); and third, with the $75 he sent in

August. Altogether he had contributed $404--not a great sum

of money; but for New Music a matter of life or death.
During the summer of 1928, Cowell apparently decided

that something had to be done to shore up support for New

Music, so he planned two special affairs in San Francisco.

u’Letter, Charles Ives to Henry Cowell, 12 August 1928,
Ives Collection,

ubLetter, Henry Cowell to Charles Ives, 20 August 1928.
Ives Collection,
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It is unclear whether these wereconcerts or simply social
occasions, but they were specifically intended for New Music
Society members and local New Music Quarterl subscribers,
The smaller event was planned for "Schaeffer's on the 23rd,"
(undoubtedly a reference to the Rudolph Schaeffer Studios
wvhere Society concerts were to be héld during the 1928-29
season), and the larger one at the home, on Edgehill Road in
San Mateo, of Cowell's contributor Mrs. Casserly. Cowell
typed a letter to his stepmother with suggestions for the
people to be invited. Obviously written in a hurry, the letter
is full of misspellings., The 1list of tventy-two names to be
invited to Schaeffer's contained that of Hardcastle and Buhlig;
Ida Scott, sponsor of the Fortnightly series; Ernest Bloch of
the San Francisco Conservatory; New Music Society members; and

five music critics-~Ada Hanifin of the Examiner, Marie Hicks

Davidson of the Call, Edward Harris of the Bulletin, Alexander

Fried of the Chronicle, and Homer Henley of the Argonaut.

The list is followed by the suggestion "any others of the
artist or literary bunch." The Casserly affair was to be
more of an extravaganza. In addition to all the New Music

Society members and local New Music subscribers, Cowell listed

many other important San Franciscans: “Hanifin and all the
critics"; "Dorothy Pasmore, Mary and Mr. Pasmore”; Ernest
Bloch; Michel Piastro; “the first Cellist of the Symphony
(cannot think of name)" [to which Olive Cowell inserted “Michel

Penha"]; “mons. Koechlin, (find name) summer session, U. of C.“;bs

u5David Drew, biographical notes on Charles Koechlin on
Angel recording ANG 362953 Charles Koechlin was a visiting profes-
sor at the University of California that summer,
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Dominico [ggg] Brescia; “Mayor Rolph"; and "all the city super-
visors." At the end of the Letter Cowell gave the following
instructions:

Phone Henley for the names of the Mucician's club members,
and invite them. Perhaps he can inform them in a blanket.

any other distinguished musicians in toewn, or well
known PEOPLE who are visiting here. Lay on the dog.['6

How successful these events were has not been recorded; and
not even Olive Cowell remembers them. It is possible, of

course, that they never took place.

haLetter, Henry Cowell to Olive Thompson Cowell, n.d.
New Music Collection.
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THE SECOND SEASON, 1928-29

The $75 that Ives sent to Cowell on 12 August 1928 came
just in iime to prepare for the following season. In his
answering letter, Cowell acknowledged that, until then, he had
heen unable to recruit new subscribers: "We had no funds to da
the really necessary summer circularization, to try to f£ill up
the gap left by subscribers who will not renew." Grateful to
Ives, he continued, "I feel that I am fortunate indeed to have
found someone who shares with me the feeling of the vital neces-
sity of this publication."1

Cowell immediagely set to work getting new flyers printed.
He distributed two for New Music: one for new subscribers, one
for renewals. The pale blue announcememt (see Plate XIV), with
its simple classic design by Hazel Watrous, listed Cowell as
editer and owner of New Music and the New Music Society as pub-
lisher, a designation which was to be maintained for several
years., While most of the copy is similar to that in previous
flyers, there is a touch of braggadocio. Although Ruggles al-

ready had had two works published before Men and Amountains,

lLetter, Henry Cowell to Charles Ives, 20 August 1928,
Ives Collection.
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N EW MUSIC

A

HENRY COWELL, EOITOR AND OWNER
1ne new IFORNIA,
1930 san

The New Music Society of Culifornia publishes 3 a;
TUSIC is the only maga:

1y periodical called NEW MUSIC, containing not ar-
in the world devoted exclusively 10 the publication

ticles on music. Lut music itslf.

of modern music.

sest for the modern American composer 1o publish his work, and
lly very few copies are sokd. The work is therefore not ditributed,
financial profit

There are very few opportuni
when modern works are published in Americ
and neither the compaser nor the publisher

New Music affords  means of publication for ultra-modern works. and also insures their distribution amoog its
subscriben. If any profits ate made, they are divided among the contributing composers.

New Music specializes on the works of Americans, but publishes occasional foreign works as well. U includes
music for piano, voice. viol s, etc.

Duting it first year New Music has proven the vital necesity of its esistence by inviog the first complete
swidished work of Carl Rugsles (Men and Mountains): tha first published work of any description by D. Rudhyar
(Thiee Pacans) and by Imre Weinshaus (Sia Picces for Solo Voice): the first published work in his mature anyie
by Carlos Chavez (Sonatina): and one of the few published <ongs (The Corpse) by Leo Ornstein. Al of these
men are well-known leaders in the wodern field. The type of music written by them is often complicated to play,
and may prove difficult to underatand on first hearing. but » knowledge of it s a necessary part of the education of any
musician or music lover.

New Music has created a wide interest thioughout America. as well
ber of its subscribers far sumpasses the original estimate, New My
introduce mew competitions. Iv cootinued success depeads upon subcribers who will suppert sucl
Plans for the coming year include the publication of a full symphonic. score by Charles Ives, and piano works by
Ruth Crawlord and Adolph Weiss, a work by Asron Copland, etc.

England and the Orieat, and the num-

We hope that you will be interested in subseribing to this unique periodieal, at $2.00 per year, saywhere in the
woild.

1 hereby cuclose 3200 for one year's subicription 10 New Music, 1950 Jones Street, Sun Francisco

STATE

Rt TV RN NS o SYE DK

Copies of back issues supplied on requent at seventy- five cents each or four for $200,

Plate XIV. New Music Flyer, 1928. (Reduced in size)
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Cowell boasted that it had been Ruggles's "first complete pub-

lished work." Paeans, he said, had been Rudhyar's "first pub-

lished work of any description,” whereas in fact three pieces
had been published by Durand in 1913-14. No records are avail-
able for the number of subscribers for the summer of 1928, but
Cowell's claim that the number “far surpasses the original esti-
mate” may also have been an exaggeration. Nevertheless, he
pleaded for support, reminding subscribers (in bold print) that

New Music's continued success depended on them, and, ever the

optimist, listing the works for the coming year, even adding

an "etc.” The flyer sent to current subscribers gave some of

‘the same information except that Aaron Copland's name was omitted

from the list of composers whose music was to be published, and

subscribers were asked for names of people who might be interested.
The New Music Society flyer distributed that same fall

of 1928 contained the list of board members already given in

the April 1928 issue (see Plate XV.). Then, trying to be histor-

ically more accurate than in the New Music flyer, Cowell appended

to his claim that the Society had presented "the only extremely
modern works which have ever been given in California” a modest

"as far as we can discover.'z

2 It was probably this flyer Olive Cowell had in mind
when she reported to Cowell that one hundred and sixty copies had
been sent to local subscribers and critics with 200 given to
performers or composers involved in the concerts to distribute
before the concert season. Other centers for distribution
were Rudolph Schaeffer's studios in San Francisco and Ansel
Adam's gallery in Carmel, Letter, [Olive Thompson Cowell] to
Henry Cowell, n.d. New Music Collection.
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THE NEW MUSIC SOCIETY OF CALIFORNIA
1950 JONLS STRECT, SAN FRANCISCO
HENKY COWELL, DIRECTOR

Erdorserrent Board of Honorary Members

>, K L
Areda Cascli, Carles Clianes,
hice. Matewsz i

+ Ponlene, Vbrt X
ntis Seezzer Jr., Leopold Stohos <hi. 1t
L dmre W il

4. Lo Ornstain,

The New Music Society is now embarking on its fourth yesr.
years it has presented more ultra-modern music in San Francisco and Los Anyeles than
organization, and has presented the anly exiremely modern works which have ever Leen
Calitornia, 3s far as we can discover.

the past three
her

o
ven in

Last season its presentation of the woodwind Cuartet of Sehoe:berg. and works by Varese
and Ruggles, was characterized by the critic of the San Francis<o Chronicle s eposh-making in
the West. i

This seascr the Kew Music Society will present piano recitals of contemporary music by
ARTHUR HARDCASTLE on the evening of September 1gth: by RICHARD BUMLIG on
November 7th. besides presenting a  concert of chamber mus'c in December: all concerts
10 be held at the Schaeffer Studios. 136 St. Anne Street, San Francisco.

Your membershi. is necessary to support these concerts,

A membership costing $5.00 i
terly periodical publishing new Amerie
Musie Society.

+ New Music, th
Ivission. 1o all

Enclosed find $5.00 for a year's membership to the New Music Scciety of California.

Plate XV. New Music Society Flyer, 1928. (Reduced in size)
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New Music Societys Recital by Hardcastle

The first concert of the season was "an informal pro-
gram of modern piano music," played by Arthur Hardcastle kSee
Plate XVI ). Hardcastle was one of the loyal group of perform-
ers around Cowell--one whose qualificationswere sometimes con-
tested by others of Cowell's colleagues. Charles Seeger remem-
bers him as a "piano tuner with a fine ear, who was a member
of the theosophical group down at Pismo Beach."3 Gerald Strang,
who attended Society concerts at Berkeley, calls Hardcastle a
“piano technician" from Palo Alto, who participated in some of
the experimentation both Cowell and Strang were doing at that
time: "He evolved the idea that the main thing wrong with the
piano was that it wasn't forte enough, so he devised a stunt
of adding an extra sounding board and clapping it on over the
frame.“u To Strang, Hardcastle was an "excellent pianist,*
but others disagreed. Ray Green characterized Hardcastle as
having been "dedicated but not a virtuoso,"S and Alfred
Frankenstein, who met Hardcastle in the 1930s, says that he
was "the hardest, toughest, most unresilient, and generally
dullest pianist" he had ever heard “He thought nothing," says
Frankenstein, "of playing things pracéica]ly by sight in public

performance. You could tell because it wasn't good and he wasn't

%nterview with Charles Seeger; see above pp. 37-39
for Cowell's and Rudhyar's experience with the theosophists
in Halcyon at Pismo Beach.

uInterviev with Gerald Strang, Long Beach, CA, 29 Octo~
ber 1975.
5Interv1ew with Ray Green.
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MR, ARTHUR HARDCASTLE, ENGLISH PIANIST, SPECIALIZES IN THE PLAYING
OF MODERN PIANO MUSIC. HE HAS DISCOVERED THAT TO ADEQUATELY
PLAY IT, NEW DIFFERENT TYPES OF TONE QUALITY ARE NECESSARY, TO
FIT NEW KINDS OF HARMONIES, AND FOR THE EXPRESSION OF NEW IDEAS,
TO ENABLE HIM TO PRODUCE SUCH NEW QUALITIES FROM THE PIANO,
MR. HARDCASTLE, APPROACHING THE SUBJECT AS A SCIENTIST AND A ME-
CHANIC AS WELL AS A MUSICIAN, HAS DEVELOPED UNIQUE CONTRIBUTIONS
TO PIANO TECHNIQUE, CARRYING IT A STEP FURTHER THAN APPARENTLY
HAS BEEN DONE, AND HAS AS WELL DEVISED NEW MECHANICAL MEANS OF
IMPROVING THE PIANO AS AN INSTRUMENT. HE TUNES HIS INSTRUMENT
HIMSELF WITH HIS OWN METHOD OF MORE CLOSELY APPROXIMATING JUST
TEMPERAMENT THAN 1S POSSIBLE BY CUSTOMARY MEANS OF TUNING.

P R O GRAM

LA CATHEDRALE ENGLOUTIB - -+ .« CLAUDR DEBUSSY
(GENERAL LAVINE, ECCENTRIC) - - . .  CLAUDE DEBUSSY
THE TIDES OF MANAUNAUN . . . . .  HENRY COWBLL
©OPUS 11 NUMBER 2 FROM DREI KL - ARNOLD

THEROCKINGHORSE - - - . . . EUGENB GOOSSENS
SECOND MOVEMENT FROM EMERSON . - . .  CHARLES IVES

POUR UN HOMME D'ETAT FROM FUNERAL MARCHES GROTESQUE . .

LORD BERNEI
STARS FROM MOMENTS - + « « « - D.RUDHYAR
THE HURDY GURDYMAN . . - . .  EUGENE GOOSSENS
THB VOICEOFLIR - .+ =« . . . . HENRY COWELL
PROMENADE =« « « « « . BUGENB GOOSSENS
THE MARIONETTE SHOW . . . . .  BUGENE GOOSSENS
m
PRELUDENO. 4 OPUS 74 - - - = . . . A SKRJBIN
MASK NO. THREE FROM FOUR MASES . - . .  ARTHUR BLISS
BARLUMI NO 1 « + + =« L FRANCESCO MALIPIERRO
ALLEGRO BARBARO . - - . .« . .  BELA BARTOK

Plate XVI. Program for the New Music Society Concert,
19 September 1928,
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really getting at what the music was all about."6
It is possible that the local San Francisco critics

in 1929 shared Frankmstein's point of view, because none re-

viewed the New Music Society Concert on 19 September--this

despite a program including music by Debussy, Scriabin, and

Bart6k, a repertory usually attractive to critics of the day.

Even Hardcastle's new approach to his instrument, including

a new method of tuning (explained on the program announcement),

did not interest them, apparently. Cowell, in a letter to Ives,

blamed the lack of coverage on the conflict that night with

the debut of Maria Jeritza at the San Francisco Opera. "Only

the music magazines covered it," he said.7

New Music Societyt: Buhlig Concert

Richard Buhlig was the soloist on the next Society con-
cert a month later on 24 October (See Plate XVII.,)., The pro-
gram included works which had been or were soon to be published

by New Music: Rudhyar's Paeans (January 1928), Crawford's Pre-

ludes (October 1928), and Weiss's Preludes (April 1929).8

Buhlig had performed the Weiss, Crawford, and Rudhyar works
at a Copland-Sessions concert in New York on 6 May 1928, W. J.

Henderson from the New York Sun was unmerciful in his criticisms

he was so unimpressed with the lack of talent reflected in the

Glntervlov with Alfred Frankenstein, 7 November 1975.

7Letter; Kenry Cowell to Charles Ives, 19 [20] Septem=-
ber 1928, Ives Collection.

8Marked Passages by Cowell, also programmed, appeared
in 1940, entitled MNaestoso. Notes in composition files, Shady,
Y.
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THE NEW MUSIC SOCIETY OF CALIL.
FORNIA PRESENTS RICHARD BUHLIG
IN AN INFORMAL PROGRAM OF MOD-
ERN PIANO MUSIC AT THE RUDOLPH
SCHAEFFER STUDIOS, 136 SAINT ANNE
STRBET, NEAR CALIFORNIA AND
GRANT AVE, ON WEDNESDAY EVE.
NING, OCTOBER 24TH, 1928, AT 8:30.
ADMISSION $1.00. FREE TO MEMBERS,
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RICHARD BUHLIG, THE INTERNATIONAL.
LY KNOWN PIANIST, WAS THE FIRST TO
INTRODUCE THE MUSIC OF SCHOENBERG
IN ENGLAND, AND HAS FURTHERED THE
FINEST NEW WORKS BY PLAYING THEM
PUBLICLY ON MANY OCCASIONS. BE-
SIDES PLAYING MODERN MUSIC WITH A
FINE UNDERSTANDING, BUHLIG HAS DB-
‘VELOPED HIS OWN CONCEPTION OF THE
SHADES OF VALUE LYING IN DIFFERENT
INTERVALS OF MUSIC, A KNOWLEDGE OF
HIS PRINCIPLE ENABLING PERFORMERS
TO MORE INTELLIGENTLY INTERPRET
ACCORDING TO THE CONTOUR OF THE
MUSIC. s

P R

SUITE OPUS 26 NO. 2

4 PRELUDES

d. PRESTO
PRELUDES

“lIOW COME?"

». ANDANTE . .
b. ALLEGRO MODER:\TO . . . . . - . .
¢ MODERATO

(o]

“MARKED PASSAGES™

ALLFGRO MODERATO
ANDANTINO
ALLEGRO AGITATO
ADAGIO .
ALLEGRETTO
a. TRIO. (CONTRAPUNTAL PIECE IN THREB VDICES) IIINDEW"'H
b. INTRODUCTION AND SONG . - . -

«. LENTO, TEMPO RUBATO
b. TRANQUILLO
e. LEGGIERO

.i BY REQUEST t.

ERENEK

ADOL}‘II WEISS

HENRY COWELL

ETUDE IN MAJOR 7THS OPUS 64 NO. 1 . . . SCRIABIN

ETUDE IN MAJOR 9THS OFPUS 64 NO. 2 . . - -

SONATINA. (BY REQUEST) . . . . CARLGS CHAVEZ

3 PAEANS . . . . D. RUDHYAR

. WITH JOYOUS EXALTATION . - . . . . -

b. EPIC AND RESONANT © e e e s 4 e .

e. WITH RHYTHMIC FULLNESS . . . - . . .

PIANO - . .- L «  BALDWIN

THE NEW MUSIC 50C| 1A, 1950 3¢ JON Sl‘. SAN FRAN-

Y
CISCO, IS ORGANIZED FOR THE l'URI’OSL OF BRINGING NEW WORKS

BEFORE THE PUBLIC,BOTH BY GIVING CONCERTS OF THEM,
PUBLISHING THEM IN ITS QUARTERLY P
A MEMBERSHIP AT $§500 PER YEAR F!
SCRIPTION TO THE QUARTERLY,

Plate XVII.
October 1928,

AND BY
:RIODICAL, l‘NE\V MuUsIC”
NTITLES HOLDER TO A SUB-

1) ADMISSION TO ALL CONCERTS.

Program for the New Music Society Concert, 24
(San Francisco Public Library)
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music that he chose not even to discuss the Weiss and Crawford
pieces but singled out Rudhyar as being "naked and unashamed
«+sone of the cave men of modernism,”™ and he found that the
pleces had a "prodigious sound, but whether it is musical sound
or just noise, who shall dare to say7"9

The program fared scarcely bétter when presented in
San Francisco. In spite of his admiration for the New Music
Society,Alexander Fried had strong reservations about the music,
saying that "most of this music made a dubious impression.”
Taking a cue from Buhlig's spoken introduction to the concert,
when he made the point that it was "impossible to make final
Judgment of strongly innovative music in a single hearing,"
Fried resorted to a visceral response, but "even those broad
qualities [of mood and vitality] were irredeemably retiring

at first hearing." Rudhyar's Paeans he called a "blatant mess."

“I don't think he is a musician," he added caustically, Weiss's
Preludes he labeled "Schoenbergian,” omitting any further com-

ment. The Crawford Preludes, however, gave him pause: "Ruth

Crawford, a young Chicagoan, suggested in her three 'Preludes'
some distinctive talent for the creation of tone patterns ab-
sorbing the hearer's attention in a unified sequence of inter-
est," The only music Fried found "“genuinely beautiful® on the
program were the Scriabin Etudes, even though he admitted that
they were "by now old hat."

As to Buhlig's performance, Fried credited him with

“brilliant virtuosity"--a significant point, indicating that

9w. J. Henderson, "American Works Presented," The New
York Sun, 7 May 1928,
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Fried was able to separate performance from content but that,
even when a respected and established pianist like Buhlig per-
formed the new music, it was still unpalatable to him. Fried
ended his review in typical paradoxical fashioni after praising
the Society for its aims, he chided it for its lack of discrimi-
nation; but then he concluded: "If such éatholicity is a vice,
it is one less reprehensible than the reactionary aesthetic
exclusiveness that keeps most musicians plodding one; two, or

three generations behind the calendar.lo

New Music Society: Concert of Violin Music

The third concert that seasom on 27 November, was small
in many ways: the only surviving program.is a blue 3 in. x 5 in.
announcement (see Plate XVIII.); no pre-concert publicity has
been found; and the only review thus far located is a small

paragraph in Musical America by Marjory M. Fisher., Her com-

ments regarding Ives's Sonata are surprising but blunt:

Charles Ives, of Connecticut, invested his Sonate with
sweeping lyrics of contrasting modes. Some were self-
assertive and some were modest as the violet. A large
part of the composition is devoted to paraphrases of old
American tunes such as the 0ld Oaken Bucket, hymns, and
Negro spirituals. Consequently, it seemed lacking in
originality.

Ch&vez's Sonatina was her favorite. In contrast to the slight

Webern pieces, she considered the Sonatina "built of stronger

1°A1exunder Fried, "Richard Buhlig Gives Recital," San
Francisco Chronicle, 25 October 1928 (SFPL Scrapbook). Al-
though- the program listed the Scriabin Etudes incorrectly as
Op. 64, No., 1 in 7ths and No, 2 in 9ths, Fried did not notice
and repeated the error in his review. The correct designation

should bet Op. 65, No. 1 in major 9thg and No. 2 in wajor ths,
A, Scriabing, sz‘t’)is Etudes Thlgscog, g. Jurggnson,nn?d'.lg- 7tha
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THE NEW MUSIC SOCIETY
OF CALIFORN!A ANNOUNCES
A CONCERT OF WODERN CON-
POSITIONS FOR THE VIOLIN.
DOROTHY MINTY. vioumist
ACCOMPANLED BY
MARJORIE GEAR ATTHE PIANG

PROGRAM

SONATE . . . . ROBERT MILLS DELANEY
SONATE . . . . .. .. CHARLES IVES
FOUR LITTLE PIECES .. ANTON YON WEBERR
SOMATINA . ... ... . CARLOS CHAVEZ

RUDOLPH SCHAEFFER STUDIOS
136 ST ANNE STREET (OFF
CALIFORNIA. BETWEEN GRANT
AND KEARNY) ON TUESDAY
EVENING, NOVEMBER 27TH
AT 8:45 P M. GENERAL
ADMISSION ONE DOLLAR

Plate XVIII, Program for the New Music Society Concert,
27 November 1928,
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stuff. It is rugged and projects a feeling of great strength
combined with dignity and delicaey."11
The Ives Sonata has been identified as the First by

John Kirkpatrick.lz

The other sonata on the program was by
Robert Delaney, a young 25-year-old who h;d Jjust returned from
studies with Capet, Boulanger, and Honegger in Paris.l3

It is surprising that Cowell did not mention the con-
cert in letters to Ives, but he was unusually busy that fall
giving concerts and lectures in California and lining up engage-
ments for his forthcoming national and international tour.
Thanks to Ives's having interceded with E. Robert Schmitz,
Cowell had several dates scheduled at Pro-Musica chapters.
His lectures were sometimes nightly. On 15 October, he wrote
Ivest "I lectured about you in San Francisco last Wednesday,
in Palo Alto last night, and will this evening in Redwood City."lu

Cowell was also hurrying to get New Music material to

the printers. He reminded Ives that he was leaving on tour
cn 1 December and wanted all the material for the year at the

printer's before he left.ls But, even as late as November,

11Marjory M. Fisher, "Jurgen Given in San Francisco,"
Musical America, 15 December 1928, Ea column containing several
reviews |« Fisher had a respectable training in music and, in
1929, became music critic for 22% San Francisco News. (History
I F, , 73 )

12John Kirkpatrick, ed., Charles E. Ives Memos (New
York: W.W. Norton, 1972), p. 239n.

138nker's Biographical Dictionary, s.v."Delaney, Robert.*

lbLetter, Henry Cowell to Charles Ives,'ls October 1928,
Ives Collection.

15Lstter, Henry Cowell to Charles Ives, 13 September
1928, 1Ives Collection,
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Cowell had not yet received biographical information or the
promised "Conductor's Note” from Ives to include in the Janu-
ary publication of the second movement of the fourth synphony.16

Cowell was also preoccupied with money problemst: the
January issue would be unusually large and would require spe-
cial handling. Ives had sent $100, and Cowell acknowledged it
was a "god-send,"” but he worried about the coming issue. He
wrote to Ives:

I shall, as we agreed in conversation in New York, be
forced to ask you to undertake all extra expenses connected
with your Symphonic issue. These may be considerable, as
the edition is so very much larger than any we have tried,
and the whole system of mailing will have to be altered, and
the copies sent out flat, and the postage will be very high.
The printing will be more than usual also. I believe a
number of surplus copies should be printed, so you (and I)
can have some on hand, and if you are willing, I think it
would be a good idea to send complimentary copies to all
conductors of important orchestras that are not our sub-
scribers already.

The New Music treasury was by now very lowi

Owing to the drop in resubscriptions, which was to be
expected, as many initial subsribers did not know how
"steep" the music was to be, an edition of five hundred
will cover everything, and give a few to spare., New Music
is in rather a bad position, and it has been your checks
through the summer that have made possible its continuance.
Right now, with a majority of our renewals in, (and the
October issue of this year paid for) we have $175.00 in
the bank. Not counting your $100.00 of today. I believe
that I can get enough new subscribers through personal ef-
forts on my tours, to pay the summer bills when they fall
due, and am not so worried, as New Music has always lived
from hand to mouth. If you can help see us through the
forthcoming issue, containing your score, we should sail
along.

One way out, as Cowell saw it, was to transfer to New Music
the $175 Ives had sent for the Pan-American Association catalog.

The Association already seemed on the verge of disintegrating,

16Letter, Henry Cowell to Charles Ives, November 1928,
Ives Collection.
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Var®se had moved to Paris, Chivez had resigned "thru lack of
interest,” and the catalog of composers' works had not been
started because, Cowell said regretfully,
my most strenuous efforts have not called forth the lists
from all of our composers. . . . I regret to say, that I
believe the lack of success of this organization is because
certain composers blocked any action, thru jealousy that 7
other composer's works would be presented to conductors!
Personnel problems that year had also affected New Music.
Back in May, Dene Denny had referred to problems with Bruce
Buttles, who was a member of the executive board. "The ‘matter
of Buttles' is certainly serious," she wrote to Cowell from
Carmel. "I am decidedly in favor of his being asked to resign.
There is a certain limit to even a modernist's vugaries.”la
Winifred Hooke was another who wrote to Cowell about Buttles:
Henry! Here's such a queer thing I have found in L.A.

B, B. is in strong!! He's been| taken up and introduced
« « o as someone of real impart--B. Knisely who now writes

for Saturday Night has given him columns. io® He is
advertising himself as a pupil of Koechlin!!

Buttles tried to smooth things over, telling Cowell
in May, "I want to act . . . in a diplomatic fashion in this
*Hollywood business,'" but by September he realized that he
would have to resign. He asked that Cowell put the termina-
tion in writings

« « « that since certain--and I think you said--of the

supporting members of the New Music Society have said
certain things about me, and others of the regular

17Letter, Henry Cowell to Charles Ives, 24 November
1928, Ives Collection.

18L etter, Dene Denny to Henry Cowell [betore 31 May
19287]. New Music Collection.

19Letter, Winifred Hooke to Henry Cowell, 13 August
[1928]. New Music Collection,
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members have said certain other things . . . that my
being a member of the Board was embarrassing to the Neow
Music Society--hence my resignation was requested.20
Olive Cowell, who remembers Buttles as a "disagree-
able person" who had a "hostile attitude" toward Cowell and

21 wrote to Cowell at the

tried "to promote his own ideas,"
time of Buttles's resignations
Be sure to get B's word that all his connections with the
Society are severed. He will no longer even be a plain
member and will have nothing whatsoever to do with it.,
You can say you have eliminated the Ex[ecutive] board
entirely,.?
It was a drastic move but one which Cowell was ready to make.
When the October issue came out, the executive board was no
longer mentioned on the masthead; not only the name of Bruce
Buttles but also those of Dene Denny, Arthur Hardcastle, and
Winifred Hooke were missing. The names of the remaining mem-
bers-~-Henry Eichheim, Dane Rudhyar, and Adolph Tandler--
had been shifted to the "Honorary Board of Endorsers," the
new name for the "Endorsement Board of Honorary Members."
Cowell also added Robert Mills Delaney to the list.
The copy on the inside cover of this edition--Volume II,
No. 1 (October 1928)--contained other changes as well, For
the first time, scores were solicited:
NEW MUSIC will receive for consideration unpublished

works in the ultra modern idiom. Return postage must
be enclosed. While every care will be taken to return

2oLetter, Bruce Buttles to Henry Cowell, postmarked
7 September 1928, New Music Collection.

21Letter, Olive Thompson Cowell to author, 22 February

1977. .
Lett 0li Th on C 11 to Henry Cowell [ Fall
19287, wewohitsls B3HYe Tagmpson Cove y t
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scores safely, NEW MUSIC will not be responsible in
case of loss or destruction.

Hazel Watrous was at last credited with the design (which for
this issue included orange lettering on a yellow paper), and
the start of a catalog, listing the music published in Volume I
the previous year, appeared on the inside of the back cover.
Cowell had planned to issue the Ives symphonic move-
ment that October, but engraving problems became so horrendous
that he despaired of meeting the printer's deadline. In July
he told Ives that if the score was not ready he would have the
“Ruth Crawford Preludes engraved, so that they can be used in
case of an emergency. . . ."23 By August the emergency had
developed, and Cowell sent the Preludes to the printer. Kurt
Rayner of Pacific Music Press reported that to save time he had
sent the manuscript to Chicago for engraving since the proof-

reader was in Chicago.zb

New Music Quarterly: Crawford, Preludes

Ruth Crawford, as the biographical note accompanying

her Preludes explained, was, at that stage in her career, a

teacher at the American Conservatory in Chicago; having studied
theory there with Adolf Weidig. She was born in East Liverpool,
Ohio; the daughter of a minister and, as Alfred Frankenstein
remembers her, still a small~-town girl even in Chicago. She

was introduced to new music through her piano teacher, Djane

23Letter, Henry Cowell to Charles Ives, 26 July 1928,
Ives Collection.

. zuLetter Kurt Raﬁner Pacific Music Press, to Henry
Cowell, 23 Augus; 1928, ew Music Collection,
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Lavoie Herzi

Ruth Crawford was almost a next-door neighbor of mine,
She lived two blocks away and we were very good friends.
She used to hang around the studio of her teacher, Djane
Herz, somewhere up on the north side. Madame Herz used
to have a salon. Every now and then Ruth and I used to
go up to Madame Herz's for a performance of new music,
That's when I first heard Henry Cowell play--first mar-
velled at his peculiar methods of playing the piano. The
only other composer there I can think of is Dane Rudhyar.
I remember listening to him talk about some of his fantas-
tic theosophical theories, as well as playing some of his
music.

Frankenstein also recalls the part he played in introducing
Crawford to Carl Sandburg and an association with folk music
which became an integral part in her later career:
My father, as president of the University of Chicago Ex-
tension Division, invited Carl Sandburg to participate
in a series of lectures .and to stay at the Frankenstein
house. Sandburg needed a teacher for his children so I
got Rut? the job, the beginning of her interest in folk
music.?
When The American Songbag was published in 1927, Sandburg gave
credit to Frankenstein and Crawford, identified Frankenstein as
author of the book Syncopating Saxophones and other "kit-kats
in musical criticism," and referred to Crawford's position on
the board of directors of Pro~Musica Society of Chicago and
the non-resident advisory board of the New Music Society of

california, 28

2SIn(:erv:i.ew with Alfred Frankenstein, San Francisco,
7 November 1975.

260ar1 Sandburg, The American Songbag (New York: Har=-
court, Brace, 1927), pp. xi, xv. Frankenstein tells of his ex-
perience traveling with Sandburg as he collected tunes for his
Songbag. Since Sandburg knew notation only slightly, Frankenstein
notated the songs as Sandburg sang. Unfortunately, he sang them
differently each time. When Sandburg did notate them, he would
always start on the second space of the staff, so that all the
tunes were in A major or minor until Frankenstein transposed
some of them.
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Frankenstein recalls that Chicago in the 1920s was

“reasonably active" in musical affairs. They were centered
in the Chicago Symphony Orchestra with its "old-fashioned and
conservative conductor" Frederick Stock. If the symphony
played a new plece three times a year it was remarkable,
Frankenstein says. The Conservatory was also very conservative,.
Adolf Weidig, the director, was "an old time German theoreti-
cian who wasn't aware of anything at all except Brahms."27
When Frankenstein attended the University of Chicago there
was no music department., Nevertheless, he recalls that there
were some evidences of new thinking?

The attitudes around the opera were a lot more progressive.

They did Honegger's Judith under the influence of Mary

Garden. . « . There was also an assistant to Stock, Eric

De Lamarter, who was very progressive and would conduct

chamber orchestras in new music programs. At that time,

the French "Six" were very new--Honegger's King David

was considered a very daring modern piece when it was

first done in Chicage. But the new music activity was

largely confined_to very small groups like Madame Herz

and her circle.

It was at Madame Herz's studio that Dane Rudhyar met

Ruth Crawford, during the winter of 1925% “. . . a very nice

young girl. I don't know exactly whether she heard my music

27Weid1g's book, Harmonic Material and Its Uses: A
Treatise for Teachers, Students and Music Lovers (Chicagot
Clayton F. Summy Co,, 192%) was reviewed by Ernest Walker in
Music and Letters, 3 (July 1924), with a devastating criticism
of Weidig's sentimental references to keys and chords--for exam=-
ple, a dominant pedal said to signify that "death is not final,"
or a dominant-seventh called "God's own creation" (pp. 288-89).

2BInterview with Alfred Frankenstein. De Lamarter
was assistant conductor of the Chicago Symphony Orchestra from
1918 to 1936 (Baker's Biographical Dictionary, s.v. "De
Lamarter, Eric,"”), .
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but I played it there. She had started writing a prelude
which Henry Cowell published later. We became very good
friends!?? Rudhyar played an important role in Crawford's
development, according to Martha Beck: "Ruth said he was a
great inspiration to her and led her to experiment with new
ideas." She continues:

At this time (1928), Ruth and I both had Juilliard

scholarships--extension scholarships. Our teacher

Adolf Weidig didn't want us to go to New York. ., . .

Ruth was a great teacher of composition even though

in those days you taught mostly theory. But her

pupils were composers.

With Cowell's help, Crawford eventually got to New
York, studied with Charles Seeger, and married him in 1931,
Although their early years in New York were difficult, Crawford
never went back to Chicago. When Martha Beck said to her, "Ruth,
you could get any amount of money back at the American Conserva-
tory if you wanted," Crawford replied, "My God, I wouldn't
think of it. 1I'd rather starve in New York than go back to
Chicago."31
At 27, Crawford, according to Cowell's notes in the

edition, had already composed three suites, one sonata, and
nine preludes. Her works had been performed by the League of
Composers in New York and ISCM in Chicago. (No reference was

made to Buhlig's performance at the Copland-Sessions concert

in May.) They had also been performed by Gitta Gradova, But

291nterview with Dane Rudhyar,

3oInterviev with Martha Beck Carragan, Troy, N.Y.,
22 May 1975.

1bia,
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the New Music publication contained the first of her pub-

lished works.,

The Preludes chosen for the Quarterly were the last

four in a series of nine. The sixth was dedicated to her
teacher Djane Herz ("my inspiration”) and the last to Richard
Buhlig. The pieces are strong and dissonant. Although short
and concise, they appear monumental, making uses of extreme
ranges and dynamics. Leaping melodic lines exploit specific
intervals (sevenths, ninths, seconds, fifths) and frequent
ostinatos and pedals link the pieces in spite of their chromati-
cism; to a tonal style.

Number 6--Andante mystico--employs a treble ostinato
of eight ascending dyads, which is repeated thirteen times
either at the same level or at different levels during most
of the prelude. Containing all twelve notes of the chromatic
scale, this bell-like ostinato, predominantly of major sevenths,
is played against dissonant broken chords sustained in the bass.

(Example 11.) The seventh prelude, Intensivo, is an intense

Example 11, Crawford, Prelude No. 6, measures 2-3.
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nineteen-measure statement with a rhythmically free melodic
line ranging over four octaves (one leap encompasses two and
one-half octaves), accompanied by arpeggiated patterns of an
improvisatory character. As an aid to the performer, Crawford
notated the melodic line in small notes on a separate staff,
(Example 12.)

Example 12, Crawford, Prelude No. 7, measures 3-4

/) !

T

%T’

By contrast, No., 8, Leggiero, exhibits a scherzo effect.
Parts one and three are governed almost entirely by patterns
of perfect-fifth dyads tonally centered on G (but concluding

with a fourth, A--D). The middle section (meno mosso) has

staccato sixteenth-note patterns, highly chromatic and played
with frequent accelerandos and ritards.(Example 13.) Number 9
(Tranguillo) is anchored by C-sharp/D-sharp and A/B pedals
eagainst which are played ascending and descending patterns of
major sevenths and minor ninths., The middle section of the

concise A-B-A form is a long-breathed archform with rising and
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Example 13, Crawford, Prelude No. 8, measures 1-2.

Leggiero
semper staccato
nep .
hiasd P2 h; Dbe sl P2 b@'
F i — —{ g owin {

P -

falling chords in clusters, augmented fourths, sevenths, and
ninths. (Example 14,)

Example 14. Crawford, Prelude No, 9, measures 21-22,

Molto tranquillo
.ijm £ fa é’\
V2 by, o o VEbd |
= = ——»

A word should be said, too, about the notation of these
preludes-~-certainly a factor in marking them as excellent
examples of the new music Cowell wished to present, The use
of three staves for the music and the lack of key signatures
(with a note that accidentals affect only the individual notes
before which they occur) are elements new to publishing of
that time. Then, too, the fluctuating meters and written-out
rubatos mark the music as an expression of a new age. In No.

9, for instance, with the half-note as the pulse, meters are
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marked simply 5, 6, 9, &, 11, etc.3?

The Crawford Preludes, as stated above, were published
instead of the Second movement of the Ives Fourth Symphony,
originally planned for October 1928, Now that the engraving
was nearing completion, it was rescheduled for the January
1929 issue. Its publication would mark the end of almost two

years of preparation,

New Music Quarterly: The Second Movement
of Ives's Fourth Symphony.

On 28 February; Cowell informed Ives that the “Chicago
house" [Rayner, Dalheim and Co.] had offered a special price
and suggested that procedures begin soon, because "the engrav-
ing of your work will doubtless take some time."33 Ives's in-

decision about where to send the score prompted another letter
—_———

32In 1974 and 1975, the Crawford Preludes were played
in New York and reviewed in The New York Times., Fifty years
after their composition, they were characterized by Harold
Schonberg as "interim music. That is, it is tonal music derived
from Debussy and others, but presented in a bare, stripped down,
slightly dissonant fashion that does look a little ahead® ("Musict
Crumb 'Makrokosmos' II Bows,"” New York Times, 13 November 1974).
After attending a retrospective concert of Crawford's works in
1975, John Rockwell felt that Crawford's music had "an astonish-
ing sense of vanguard originality. Yet, one can hear Berg, Ives
and even Busoni in some of her music" (“Musical Spotlight Puts
Ruth Seeger in Focus Sharply," New York Times, 21 February 1975).
The Preludes, of course, were written before Crawford had absorb-
ed many of these other influences. In them one hears mostly
Scriabin filtered by Rudhyar.

33 Letter, Cowell to Ives, 28 February 1928, Ives Col-
lection. Cowell's closing words in this letter--"I hope that
we may visit again soon, as our visit the other evening was the
greatest sort of pleasure"--is the first reference in the cor-
respondence to their meeting that winter, although it is unclear
whether it had been their first encounter. The Cowells in
Charles Ives and His Music, state that Cowell and Ives first
met in 1927, when Cowell "was on his way to Europe for his third
concert and lecture tour (p. 105). This tour did not take place
until spring and summer 1929 (see below, pp. 207-8),
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from Cowell on 7 March: "If it is the same to you, you give
the score to the Chicago engraver."Bu Ives sent the score and
then wrote to Cowell:
It does look pretty bad, but it's the best I can do. We
expect the usual "howl" before they get to work. As you
say it depends more or-less on the engraver's state of
mind. I hope th?y yon't throw it.out altogetherjs Yhat-
ever you can do in its behalf I will appreciate.

But Rayner, Delheim and Co. did throw it out--or at
least threw it back--and Ives was forced to find another firm
in New York. Probably at Cowell's instigation, he found the
firm of Ranc, located in the Carl Fischer Publishers building
at Cooper Square. "The head engraver," said Ives, "is a silent
man and didn't seem to be either depressed or very glad to re-
view my remains which he took home to study." Ives was pleased
that they did not feel a new copy was necessary but he was con-
cerned about Cowell's relationship with the Chicago engraver.
He tried to reassure Cowell: "I will tell Delheim that the Job
in New York was 'my doings' and not yours."36

The silent man Ives referred to was either Joseph Ranc,
the head of the firm, or one of his assistants, Herman Langinger,
Langinger, an Austrian, who, at fourteen, came to the United
States in 1921 with his family, began a career as a tinsmith

in Chicago. When, as a violin student, he had to look for other
work because the metal hurt his fingers, he begame an apprentice

““Letter, Henry Cowell to Charles Ives, 7 March 1928,
Ives Collection, i

35Lettér, Charles Ives to Henry Cowell, n.d. Ives
Collection,

6
3 Letter, Charles Ives to Henry Cowell, 20 May 1928,
Ives Collection.
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engraver with Rayner, Delheim and Co., Five years later, in

1927, he left for New York to continue his musical studies

and to work for Ranc. It was to Ranc's, then, in May of 1928,

that Ives came with his score. Langinger tells how it happenedt
The other engravers sometimes made fun of me because I was
such a serious student. I always brought my violin and
manuscripts with me. When Mr. Ives came--also a serious
man--and no one understood the manuscripts, Mr. Ranc came
to me and said, "Well, Herman, what do you think? You're
the musician!" To me, it was a challenge., I didn't even
think about how much I would get. Oh, I loved it. I ate
it up, every note. I enjoyed it.

Ives was very cooperative and came in whenever they
needed him, Langinger says, describing Ives as dressed "not
high class” but "neat and clean," always wearing thick glasses
and holding the manuscript to within five inches of his eyes.

He was a wonderful person and never raised his voice. He

was always calm--and always making fun of his music, I was

a serious student and I wanted him to explain the music to
me-~how he composed it-~but instead of explaining it, he 37
said, “This sounds like the Fourth of July--a bunch of noise.

Back in Menlo Park, Cowell, expecting the engraving to
be done promptly, optimistically wrote to Ives to send the en-
graved plates to Pacific Music Press in San Francisco for print-
1ng,38 but, on 13 July, Ives reported that only a few pages had
been done. They looked clear, he said, and "with just the right

amount of mistakes," Nevertheless, he was doubtful that the

37Interviev with Herman Langinger, 3 and 4 November
1975, William Brooks, who has researched the whereabouts of
Ives's copyists and engravers, reports that Ranc oversaw the
work and that Ives addressed engraving instructions to Ranc
(“Some Publishing Data on Ives' Copyists,” unpub, paper, 20
January 1975). The published score was signed by "Jos. G.
Ranc, Eng'r N.Y." .

3B.Letter, Henry Cowell to Charles Ives, 25 May 1928,
Ives Collection.
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score would be ready for the October issue.39 By August the
doubt became a certainty. Ives wrotet

The engraving of the score can not be finished for the
October number. I saw the engraver yesterday. He says
it will be impossible. Only 5 plates are done and he's
worked steadily (he says). We went over the situation
throughout and it seems his points are well taken.. He
thinks there will be about 75 or more plates and then I
mayuaot have much time to correct them. I'm sorry about
it.

For the next two months, Cowell kept pressing Ivest
"Will save Symphony for January issue® (20 August 1928),
“When will Symphony go to Press?" (13 September 1928). "Would
like Symphony for printer” (3 October 1928).“1 But Ives was
ill and the work was going slowly. On 11 October, he wrote to
Cowell in an almost illegible hand:
I should have written sooner but about the middle of last
month I got laid up just as I was planning to get 2 weeks
vacation.--They kept me on my back till a few days ago, am
around now and expect to be back in the office in a week
or so, I also rather wanted to find out more definitely
about the engraving. They sent me some proofs yesterday
up to p. Ylh--about 2/3 done I should say and I see no reason
why it won't be finished in another month. . . . Haven't
done much correcting yet but it won't &ake long after I get
down to it. The work seems well donme,'?
By now Cowell was making alternative plans: "I hope the

plates . . . will be ready as soon as conveniently possible.

39 6tter, Charles Ives to Henry Cowell, 13 July 1928,
Ives Collection. It was then that Cowell spoke of the emer-
gency plan to engrave and publish the Crawford Preludes.

boLetter, Charles Ives to Henry Cowell, 12 August 1928,
Ives Collection.

ulLetter& Henry Cowell to Charles Ives. Ives Collection.

szetter, Charles Ives to Henry Cowell, 11 Octouer
[1928]. 1Ives Collection.
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+ +« They could be held over to the April issue. , . .h3 Never-
theless, in November he asked Ives for biographical material
“for the January issue" and program notes,bh and, on 12 Novem-
ber, he wrote that he concurred with Ives's wording for the
title page and heading, "II," for the first page of music. He
also agreed to include information in the notes that the move-
ment had been played--"particularly considering the difficulty
of cruss-rhythms.”u5 Finally, by 24 November, Cowell had re-
ceived the first nineteen plates and planned to begin printing.us
Ives reported on 3 December that the rest of the plates (sixty-
four) would be shipped the beginning of December. He also en-
closed a check to cover the cost of printing and postage, saying
that if more money was needed to let him kncow.h7

The plates arrived in time for publication sometime in
January or February. The issue consisted of a title page
worded “The Fourth Symphony for Large Orchestra by Charles E.
Ives," "Notes on Fourth Symphony" by Ives, eighty~four pages of
music, and a biographical note on Ives excerpted from an article

by Henry Bellamann in the Pro-Musica Quarterly. An important

u3Letter, Henry Cowell to Charles Ives, n.d. Ives
Collection.

ubLetter, Henry Cowell to Charles Ives, November 1928,
Ives Collection,

L3,
JLetter, Henry Cowell to Charles Ives, 12 November
1928, Ives Collection.

bGLetter, Henry Cowell to Charles Ives, 24 November
1928, 1Ives Collection,

b7Letter, Charles Ives to Henry Cowell, 3 December
1928, Ives Collection.
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addition to the score--the "Conductor's Note"--was missing,
Since the first page of music contained a footnote directing
the reader to the "Note," in a "separate enclosure," it is not
surprising that there were inquiries about it. Cowell, now in
Europe, heard about them and wrote to Ives soon after publication,
“If you prepared [the Note] now,” he told Ives, "we could en-
close it in the April 1ssue."h8 Later, even from Berlin, Cowell
was still pressing Ives for the note, asking him to prepare it
and send it to Nelson Partridge in San Francisco, with instruc-
tions to include it in the first possible issue.ug Apparently
the note was included with the April issue, because Cowell re-
ceived it in Berlin; said that he liked it, and commented that
it "might not be a bad idea to enclose an article once in a
while in New Music"--an idea which never took hold.so

Cowell's casual reference to Ives's conductor's note
belied the extraordinary nature of the note--a combination of
addenda, corrigenda, an essay on acoustics, a diatribe against
traditional musical practices, and a eulogy for workers and
institutions who promote innovation. The main body of the note
consisted of instructions to conductors, suggesting alternate
instrumentation, separation of groups, and suggestions for
flexible interpretation of tempos and rhythms. What is remark-

able is Ives's tone toward the performers--never demanding,

usLetter, Henry Cowell to Charles Ives, n.d. Ives
Collection. John Kirkpatrick has dated the letter February 1929,

91 ctter, Henry Cowell to Charles Ives, n.d. Ives
Collection. John Kirkpatrick has dated the letter March 1929,

5°Letter, Henry Cowell to Charles Ives, n.d. Ives
Collection. John Kirkpatrick has dated the letter June 1929.
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only suggesting, e. g. "Throughout the movement there is 1little
double~-stopping indicated. The players may use it at their
discretion . . ." [Score, p. 10, Sec. 7], or "Two tenor trom-
bones may reinforce the trumpets here, though this may not be
necessary . . ." [p. 33, Sec. 18], or “The extra strings and
bell may continue a little further and gradually stop after the
rhythms in the piu mosso get going" [p. 45, meas. 3], etc.
Clearly one of Ives's most important innovations, as reflected
in this note; was the freedom he gave conductor and performer
to make decisions not dictated by the score.

Ives also modestly identified errors on page 17; sec-
tion 10; which he admitted were his and not the engraver’s,
Then in a long footnote accompanying the note (and reprinted
later as "Music of the Future® in Cowell's book, American Com-

posers on American Music) he discussed the effects various

placements of instruments would have on the sound, referring

to his own experience when his father placed band groups around
the town square, The difficulty of simulating distance was
also another concern of Ives, and he quoted Thoreau on the
"symphonies of the Concord church bell when its sounds were
rarified through the distant air."

Ives took the opportunity in the footnote to complain
that "money may travel faster than sound in some directions
but not in the direction of musical experimentation or exten-
sion;" and he spoke of those individuals and societies who pre-
sented new works "against trying obstacles," singling out Pro-
Musica" and "League of Composers,” and then praising Cowell

(although omitting his name) as "the courageous and unselfish
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editor of new music quarterlies" who chooses his subject-matter
with the commercial eye closed.” Ives concluded his footnote
with an appeal to the listener. Just as he had implied a
shared responsibility in interpretation by conductor and per-
former in the earlier parts of his note, here he stressed the
active part the listener was to play when the music was based
on "one or two rhythmic, melodic, harmonic schemes.” His final
word was a transcendental one, quoting "an unknown philosopher
of a half century ago"s

How can there be any bad music? All music is from heaven,

If there is anything bad in it, I put it there=--by my ime

plications and limitations, Nature builds the mountains

and meadows and man puts in the fences and labels,

Ives's score was composed between 1910 and 1916, Ives

said that the second movement was "in some places an orchestra-
tion of the 'Celestial Railroad' idea from the second movement

of the Concord Sonata, which I was working on at the same time."51

Its literary basis is in Hawthorne's story, and in fact, Ives
thought of the movement as a comedy rather than a scherzo.

In his notes published with the New Music edition, Ives defines

the "aesthetic program" of the first movement of the symphony
as "that of the searching questions of What? and Why? which the
spirit of man asks of life. . . . The three'succeeding move-
ments are the diverse answers in which existence replies.* In
the second movement, Ives said, the
exciting, easy and worldy progress through life is con-
trasted with the trials of the Pilgrims in their journey
through the swamps and rough country. The occasional slow

episodes~~Pilgrims' hymns--are constantly crowded out and
overwhelmed by the former. The dream, oF fantasy, ends

leirkpatrick, Ives Memos, p. 66.
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with an interruption of reality--the Fourth of July in
Concord--brass bands, drum corps, etc.52

In choosing the second movement from Ives's symphony
for his January 1929 edition Cowell could not have chosen music
more representative of Ives and more representative of the ultra~
modern, because the movement is a compendium of Ives's methods
and at the same time a compilation of many of the most advanced
techniques of the new composers. Slonimsky called it "breath-
taking and path-breaking."s3 It is awesome in its complexity
and audacious in the demands it makes on conductor, performer,
and listener. Innovative aspects in the score include string
harmonics (see Sec. 2, meas. 7-9), quarter-tones played by the
strings (Sec. 7-10), and passages written for quarter-tone piano
(Sec, 2, meas. 1-2, 4, 6; Sec. 3, meas. 1-2), Different meters

as well as rhythms are used simultaneously: on the first page,

5z’l‘hese notes were actually excerpts from program notes
written by Henry Bellaman for the first performance of the first
two mov ts of the symph on 29 January 1927. Confusion
arises because, as Kirkpatrick points out in his preface (p.viii)
to the Associated Music Publishers edition of 1965, Bellaman's
notes implied a different order of movements, with the comedy
placed third, Ives, too, added to the problem by saying in 1932
that only one movement had been played at this concert--the
movement published by New Music (Memos, p. 29)3 however, in a
letter written earlier (in 1930) to John Tasker Howard he men~
tions that two movements of the symphony were performed (Memos,
p. 238). Kirkpatrick concludes that both the Prelude and the
second movement were performed at the concert (Memos, p. 12).
The December 1926 issue of Pro-Musica Quarterly (p. 51) con=
tained the program of the concert=--an International Referendum
concert sponsored by Pro Musica, listing Ives's Prelude and
Second Movement from a Symphony for Orchestra and Pianos (World
Premiere), performed by an orchestra by Eugene Goossens. Although
Cowell was in the East during January and February 1927, he later
told his wife that he did not attend the concert (personal infor-
mation from Sidney Robertson Cowell),

531nterview with Nicolas Slonimsky, New York, 29 Octo-
ber 1974,
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for example, there are meters of 6/8, 7/4, 2/h, and 5/8; the
string parts are unmetered. The passage between Sections 31
and 32 (see Example I5.) illustrates one of the places where
simultaneous rhythms are combined with a collage of familiar
tunes and, although notated as 4/4, each part functions inde-
pendently.

Another striking and indeed revolutionary aspect of the
score is the extraordinary effect Ives achieves in depicting
overlapping and simultaneous disparate events. Although he
attempted to underestimate the importance of his statement on
acoustics in the "Note,” saying that “many of the remarks are
somewhat out of place," his discussion of the qualities of sound
heard from a distance are particularly pertinent to his score
where compositional techniques produce a layered effect.jb
From an undifferentiated mass of sound produced by soft osti-
nati in the strings and winds, brasses, piano, and timpani burst
forth, gather momentum, and subside, like windows suddenly
opened to bring in momentgrily sounds of the street just as
the fragments of tunes played bring in the sounds of the past.
Example 16 shows the conclusion of one of the Yopen window"
sections where the "foreground“ of the brass and the piano
concludes as the "background" of percussion continues.

Vhen the movements from the Fourth Symphony were played
in January 1927, two well-known New York critics reviewed it.

Lawrence Gilman's review was quoted by Henry Bellaman in his

S“Malcolm Goldstein calls this effect "foreground”
and “background” in his article, "Texture,” in John Vinton

(edag, Dictionary of Contemporary Music (New York: E.P, Dutton,
1974).
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Example 15. Ives, Symphony No. 4, II, measure 3 after re-
hearsal number 31, Partial instrumentation.
A

Piceolo

Flutes

Clarinets in Bb

Bassoons

Primo

Secondo

ORCHESTRA PIANO

Cornets in C

Trumpets in C §

Indian Drum
Snare Drum ' % s I
Buss Drum BE

O = with Cym. ol % Eﬁ i ?

) Light b
Gongat) Kogvy %
—

Bolo Piano
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Musical Quarterly article on Ives in 1933:

This music is as indubitably American in impulse and
spiritual texture as the prose of Jonathan Edwards;

and like the writing of that true artist and true mystic,
it has at times anirres%stible veracity and strength, an
uncorrupted sincerity.5

0lin Downes, in the New York Times, spoke of the “kick" in the
plece, saying “it is genuine, if it is not a masterpiece, and
that is the important thing." Downes found "real vitality,
real naivete and a superb self-respect," stating:

At the risk of appearing provincial, chauvinistic, this
writer records that his preference among the new works of
the afternoon was for the music of Mr., St. Ives. This
music is not nearly as compact, as finished in workmanship,
as smart in tone, as that of Mr. Milhaud, but it rings
truer, it seems to have something more genuine behind it.
There are ineptitudes, incongruities. The thing is an extra-
ordinary hodge-podge, but something that lives and that
vibrates with conviction is there. .§g is not possible to
laugh this piece out of countenance.

After the publication of the New Music edition, there

were two complimentary reviews of it, both by admittedly modern-
music partisans., Organist T. Carl Whitmer, introduced at the

beginning of an article in The Musical Forecast as one of the

“moderns” of Pittsburgh, found it the “most stirring, stunning
pieces of rhythmic polyphony in contemporary music.” He spoke
of Ives's “marvel of inner hearing, to say nothing of adroitness
of management," and, even though the score looked as if "chicken
pox had struck it," given "an orchestra that knows its work,
[and] a conductor that can feel the essential soul of it,"

Whitmer believed that his rcaders would agree with him "that

55Henry Bellaman, "Charles Ives: The Man and His Music,”

Musical Quarterly, 19 (January 1933): 45-58.

56011n Downes, "Musici Pro-Musica Society,” New York
Times, 30 January 1927, Sec. 1, p. 28. —_—
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if we were to mention six fine new works, this would be one
of them."57
Alejandro Garcfa Caturla, whose music Cowell was later

to publish, reviewed the issue in the Cuban periodical Musicalia. .

Calling it very interesting and bold, Caturla was particularly
struck by the mixture of tonal, dodecaphonic, quarter-tone,
and whole-tone passages and its pervading polytonality, Al-
though at first glance, because of its polyrhythms, it seemed
impossible to perform, Caturla concluded with extravagent praises
It can definitely be said that this symphony by Ives, as
is the case in most of today's compositions, is a true
song to rhythm. He is owner, master of spaces and time
and emperor of the first orchestral level. In short,
this musical work reflects the profcund knowledge of music
and the laws of_acoustics that the American composer un-
doubtedly has.
If Cowell had hoped to spur more performances of the

Ives symphony by publishing it in New Music, he was unsuccessful.

5%, can1 Whitmer, “New Music," The Musical Forecast, 16
(March 1929): 5-6.

58A1ejandro G. Caturla, “Musica Recibida: Charles E.

Ives: Na. Sinfonfa," Musicalia, 1 (January-February 1929): 190-91,

"Por el 20, tiempo impresso en la seria revista "New Music”
se observa que la 4a. sinfonfa de Ives es una obra muy interesante,
de destacadfsimas audacias. Sin verdadera escuela definida en
cuanto a tonalidad, puede afirmarse que en ella la construccién
estd integrada por una mezcla de la escala duodecuple tan discu-
tido sistema de cuartos de tono, habiendo tanbién pasajes en
escalas de todo entero y una casi constante politonalidad. . « »

"A primera vista, parece do todas maneras imposible su eje=
cucibn, a causa de las diveridad de medida en unmomento deter=-
minadoy, . . o

"Puede decirse rotundamente que esta sinfonfa de Ives, como
la mayor parte de las composiciones actuales, es un verdadero
canto al ritmo: dueno y senor de los espacios y del tiempo,
emperador del primer plano orquestal, y denota en el inteligente
compositor yankee un profundismo concimiento de la m@sica y
de las leyes aclisticas sobre que descansa.” English transla-
tion by Pepe Moreno.
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Ten years later Olin Downes, recalling his own review of the
1927 performance, asked

Why have we not heard this symphony again? Part of the
reason lies in its extreme difficulty of performance; part
in the rather vicious habit of modern conductors [to seek
novelties and stress first performances]; art in the conges-
tion and overrichness of crowded seasons leaving reviewers
little time to reflect]. But above all it is due to the
highly original, insouciant and independent character of
the mysterious Mr. Ives, who actually has not the slightest
interest in publicizing or promoting himself, and really
puts all his time and all his available strength in his
music. 59

The last reference to the symphony in the Cowell-Ives
letters occurs in 1933 when Cowell told Ives of Slonimsky's
suggestion that Cowell publish the entire Fourth Symphony.

“I would like to do it," he said, and added, "I do hope you

can see your way to letting it be done:"so

The project never
proceeded; Sidney Cowell says that Cowell never lost interest
but that parts of the score had been mislaid and were only lo-
cated after Ives's death.61

Throughout the calendar year 1928, while the Ives issue
was being planned and the work engraved, letters between Ives
and Cowell show a warm relationship developing between them,
one going far beyond a business association. From Ives there

were invitations to concerts, expressions of interest in Cowell's

59011n Downes, "A Lonely American Composer,” The New
York Times, 29 January 1939. The first performance of the
complete symphony took place on 26 April 1965, with Leopold
Stokowski and two assistants conducting the American Symphony
Orchestra.

6°Letter, Henry Cowell to Charles Ives, 6 November
1933. Ives Collection,

61Persona1 information from Sidney Robertson Cowell,
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career, compliments on articles.6z From Cowell came an energy
which gave Ives renewed stimulation and a desire to share with
Cowell some of his compositional ideas: "I ha{e you to thank
for getting me to get out a couple of old scores which I'd
thrown into the discard.” Because of comments by Cowell on
the “natural part the mechanical or artificial might play,
Ives was looking over the scores again. “In some ways," he
concluded, "considering the subject matter they seem quite
worthwhile., 1I'll play them for you next vinter."63

Although Cowell's letters are more impersonal, mostly

about business--New Music, the Pan American Association, or his

lectures and writings about Ives--they are quite cordial, often
beginning "I am delighted to hear from you" and closing with
"heartiest greetings." In between, there are usually profuse
thanks for money received or contacts Ives has set up for him,
In October, Cowell wrote, "I look forward eagerly to meeting
you again in the winter,"sb and Ives responded warmly: “When
you come to New York stay with us, not at the hotel."ss Their

music was sometimes played on the same program. Pianist Anton

Rovinsky played Cowell's Anger Dance and Ives's Celestial Rail-

road--Hawthorne in Town Hall in New York on 15 November 1928,

"Your piece and mine," Ives wrote Cowell, “were the only ones

GzLetters, Henry Cowell to Charles Ives, 28 February
1928, 20 May 1928, 12 August 1928, 1Ives Collection.

63Letter, Charles Ives to Henry Cowell, 12 August
1928, 1Ives Collection.

6l‘.!.et:l:er, Henry Cowell to Charles Ives, 15 October
1928, 1Ives Collection,

65Letter Charles Ives to Henry Cowell, 3 December
1928. Ives Collection.
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that seemed to get any action out of the audience. Some of
them ‘on their toes' and some of them 'on their way.'“66 In
January Ives's mother died and Cowell wrote in sympathy, remem-
bering his own mother's death twelve years earlier.67

By this time, Cowell was on his way East giving a series
of recitals across the country preparatory to his trip to Europe.
When Cowell reached New York he had good news from San Francisco
that a check for $500 had come from Ives--just enough to pay
the bills for the January issue, leaving a balance of $15.
Cowell's office manager, Nelson H. Partridge, Jr. (0Olive and
Harry had left for Europe), also reported the bad news that the
New Music distributor in Berlin, Bote & Boch, had returned the
Ives's Fourth Symphony and requested that no more issues be
sent.68

Cowell sailed for Europe in March to give concerts in
Amsterdam .and Milan, among other cities. He arranged a concert
on American music at a chapter of the International Society for
Contemporary Music in Berlin, and hoped to arrange more because,
as he told Ives, "there is no knowledge of 6ur music as a whole
in Europe."69 In late spring he visited Russia, an event which

was to become the subject of at least seven articles during the

GGIbid.

67Letter, Henry Cowell to Charles Ives, 28 January 1929,
Ives Collection.

68Letter, Nelson H, Partridge to Henry Cowell, 11 March
1929. New Music Collection.

69Letter, Henry Cowell to Charles Ives, 14 April 1929,
Ives Collection,
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next few years as well as numerous lectures upon his return

to the United States.

New Music Quarterly: Six Preludes by Weiss
While Cowell was still in Europe, the April 1928 issue

of New Music was published (Volume II, Number 3), containing

Six Preludes for Piano by Adolph Weiss. Weiss was an American,
born in 1891 of German parents in Baltimore, who began his
career at 16 as first bassoonist in the Russian Symphony Orches-
tra of New York. After studying at Columbia University, he
transferred to Chicago, studying theory there with Adolf Weidig
and playing with the Chicago Symphony 0tchestra.7° He was

later a member of the San Francisco Symphony Orchestra, where

Alfred Frank tein r rs him as a "remarkable bassoonist,

w7l From 1924

who could play practically anything from sight.
to 1927, Weiss studied with Schoenberg at the Akademie der Klinste
in Berlin; he is credited with being the first American to have
learned the twelve-tone method.7z

Whether Weiss met Cowell in Berlin when the latter was
there in 1926, or in New York later, is not known, but they
worked together when Weiss was Secretary of the Pan American

Society of Composers in New York from 1927 to 1932.73 There

is certainly no doubt about the respect Cowell had for Weiss,

7°Baker's Biographical Dictionary, s.v. "Weiss,

711nterview with Alfred Frankenstein.

Adolph."

72John Vinton, with Virginio Majewski, Dictionary,
s.v. "Weiss, Adolph."

"31bia.
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one of the subjects in an article by Cowell in Aesthete Maga-
zine. In his article, Cowell proposed that Weiss, along with
Chévez, Ives, and Slonimsky, would "achieve world standards
of excellence [and would have] a potent influence on the devel-
opment of musical thought in this country."7u The rapidity
with which Cowell sized up new acquaintances and began to pro=-

mote them is remarkable. As he says in Aesthete, he had met

these composers only during the past year; already he was pub-
licizing their achievements, and before another year was up
he was to publish music by three of them, with plans to publish
the fourth (Slonimsky) shortly thereafter.
Cowell contrasted Weiss to Ives in that "every note
in a Weiss composition must have a theoretical as well as a
musical explanation.” Then, in a simple but clear explanation
of Weiss's methods (but omitting the term “twelve-tone") he
spoke of
e o o building up material for use in composition by taking
the notes of the duodeciple [sic] scale (the scale of aton-
alists) and building from them a few contrasting themes,
which between them make use of the various notes of the
scale, and then making every conceivable development of
the themes by the use of various polypheonic devices, such
as direct inversion, inversion about some given note,
crab-form, inverted crab-form, etc.
Cowell concluded that Weiss was probably

the greatestmaster in this country of the highly involved
system of technique taught by Schoenberg, which is bound

7“Henry Cowell, "Four Little Known Modern Composers,®

Aesthete Magazine, 1 (August 1928): 1, 19-20. Aesthete
was a short-lived "little magazine" published in Chicago by
Henry Francis Parks, June 1928 to January-February 1929. The
feriodical included a short vocal or instrumental composition

n each issue, by now-forgotten names, articles on organ
playing, jazz, and employment opportunities, sayings by Elbert
Hubbard, and (in all but the last issue) advertisements for
New Music.
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to have a potent influence on the music of central Europe,
at the very least., It is almost the only logical system

by which ultramodern music can be well handled, which is
actually being taught in musical institutions at the present
time, although other systems have been devised.

The April issue of New Music, a bright purple with dark

blué printing, contained on the back page a biographical note on
Weiss, at that time teaching harmony, counterpoint, and composi-
tion in New York City. There was also a list of his works and
a page of analysis describing the use of the twelve~tone method
in each piece.

In spite of the forbidding analysis, the short plieces
(two or three pages a piece) have a certain resemblance with
earlier styles. True, there are angular melodic lines, wide
leaps, and dissonant clashes of seconds and sevenths, but the
employment of devices like tremolos, crossed hands, cadenza
passages, chromatic arpeggios, and octave doublings tie the
preludes closely to earlier pianistic composition., Prelude I

(Andante) contains a three-note melodic and rhythmic cell which

persists throughout, sometimes inverted, sometimes in retrograde,
frequently overlapping in the three-voiced score. The motive
extends to become a twelve~tone row in the upper voice in the
middle section and is repeated in retrograde with slight
rhythmic changes. (See Example 17.)

751ves complimented Cowell on this article, saying it
was "all well done" and remarking that Mrs, Ives was "very im-
pressed and delighted" with Cowell's writing. “There is an
economy and terseness," said Ives, “that drives the reader along."
(Letter, Charles Ives to Henry Cowell, 12 August [1928]. Ives
Collection.)
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The second prelude (Moderato), in A-B-A form, is com-

posed entirely of vertical and horizontal major and minor sec-
onds and thirds and their inversions, sevenths and sixths., A
blend of old and new, it has sharp wedge-shaped melodic con-
tours in the first and third sections, combined with tremelos

in the middle section and the coda. Prelude VI (Presto) divides

the tone row in half, presenting some tones in the treble figur-
ation with the remaining ones in the left-hand melodic line.

The latter presents the row six times: prime, retrograde, three
times in prime position with octave displacement, and again in

retrograde. The reference to inversion in the New Music analy-

sis must be to contour rather than pitch. Weiss is not strict
in his division of the row. As can be seen in Example 18, the
eleventh tone (A flat) does not appear until the second half of
the row is being presented in the bass (which also contains an
A flat).

The next prelude (IX, Allegretto) is another three-part
form, predominantly in two-voiced counterpoint. 1In Section A,
the row is presented in the treble followed by the retrograde
(in the analysis this is called the “normal crab-form" as op-
posed to the "inverted crab-form"). The middle section contains
the row vertically as well as horizontically, widens the leaps
in the melodic line, and exploits the semitones in the row in its
running sixteenth~note accompaniment.

Numbers XI (Tempo di valse lento) and XII (Alla marcia)

evoke older styles in their meters and rhythms but are modern
in their use of tone rows. The homophonic waltz employs all

four forms of the row in horizontal and vertical arrangements.
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The first phrase, for example, has the “natural®” or prime
form in the upper voice, the retrograde in the lower, and an
inversion at the fourth (I-5 if the row is P-0) in the middle-
level dyads. (see Example 19.)

The last prelude, serving as a finale, has some of
the biggest sounds with three-, four-, and five-part chords
and the return of the theme in section A' being recapitulated
in octaves. The row is presented melodically in P-0, I-7, and
RI-0 forms in part A. According to the analysis, "the second
part is a crab-form of the first part and the third a crab-form
of the second part"--in other words, a return of part A with
some §ctave displacement. Nevertheless, as Weiss says, the

“tonal sequences are always strict, though rhythmically free.”

New Music Quarterly: A Song by Copland

The following issue of New Music (Volume II, Number 4,

July 1929) contained "As It Fell upon a Day" by Aaron Copland.
As Weiss's Preludes had shown Schoenberg's influence, so
Copland's song illustrated a French derivation. (The same

year that Weiss went to study in Berlin--1924--Copland returned
from Paris.) Copland said that during his years in Paris he had
composed several motets and four other wofks, among which was

a song for soprano with flute and clarinet accompaniment.

“With this baggage under my arm," he said, "I returned to Ameri-

ca in June 192&."76 Later, in program notes for a performance

of this song in 1976, Copland wrotet

7660p1and, The New Music, p. 156.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



214

=N

N oo

¢ [

N

) JEi

HS)

é

o d

nr

N

©
Y

2

ary

|

ejuo| eu—j omeg,

*g-T semsgeew ‘IY opnyedd ‘ssyey 4T ordwexy

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



215

“As It Fell upon a Day" was written in Paris, circa 1923,
during the period when I was a student of Nadia Boulanger.
Our teacher had Wednesday afternoon sessions to which vari-
ous instrumentalists came, and for them her advanced stu-
dents would write works to be read on that occasion. That
explains the origin of the flute and clarinet in my own
work., I decided to add a voice part for greater variety,
and chose a poem by Richard Barnefield, an English poet.
The first performance in America took place at_a League of
Composers concert in New Yoxk in the mid-20's.

Although Cowell had not heard Copland’'s song nor seen
the score, he told Slonimsky in September 1928 that he wanted
to publish it if he found it "suitable.” But, believing it to
be too short for a full issue, he promwsed to combine it with

two piano pieces by Slonimsky--Brainstorm and Sine and Cosine.

“Please let me know," he wrote Slonimsky, “so I can consult
with the other .folks who are helping me to run the thing.”78
Neither Slonimsky's (nor Copland's) reaction to this offer is
recorded, but whatever it was, Cowell quickly withdrew the
offer. "Dear Nicolas: (may I not)," he wrote, “The project of
printing a joint issue with you and Copland was, perhaps, a
bum idea, and I fully believe that it will be best to wait and

have an issue to yourself.'79

77Program, New York Flute Club Bicentennial Commemora-
tive Concert, CAMI Hall, Sunday, 21 March 1976, The performance
to which Copland refers is not recorded in The League of Com-
posers: A Record of Performances and a Survey of General Active
jes_from 1923 to 1 (New York: The League of Composers,
19367].

78Letter, Henry Cowell to Nicolas Slonimsky, 12 Septem-
ber [1928]. Cowell Collection. Since there is no evidence of
anyone other than Cowell selecting scores for New Music, it
is possible Cowell made this statement only to hasten Slonimsky's
agreement,

8 79Lettar, Henry Cowell to Nicolas Slonimsky, 2 October
1928.
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Cowell's decision to publish Copland's song may have
stemmed more from Copland's growing reputation than from Cowell's
admiration of his music. Certainly Cowell had never hidden his
distaste for French music and for American composers who traveled
to France. Besides his remarks in early New Music Society pro-
grams, he wrote an article later disparaging those composers

80 When Cowell

who used "jazz idioms" and "dash off to Paris."
wrote the preface to American Composers on American Music, he
placed Copland in the "fifth group . . . of Americans who do
not attempt to develop original ideas or materials but who take
those which they already find in America and adapt them to a
European style.” Besides Copland, "who uses jazz themes and
rhythms in music which is otherwise modern French in concep-
tion," Cowell included George Gershwin, John Alden Carpenter,
Werner Janssen, Bernard Rogers, Frederick Jacobi, and Frederick
Converse in this group as well as two foreign-born Americans,
Ernest Bloch and Louis Gruenberg.81 For the chapter on Copland
in the book, he chose Theodore Chanler's article on Aaron Cop-

land written for The Hound and Horn, an article so harsh in

its judgment that Chanler felt obliged to apologize in his con-
cluding paragraph, saying that *“such detailed criticism . . .
should not be taken too seriously” since the "limitations one

is conscious of are by no means necessarily inherent. . . ."82

ao(:awell, “Three Native Composers," New Freeman, 1
(3 May 1930): 184-86. -

e:"Henx'y Cowell, ACAM, p. 8.

82Thaodox-e Chanler, "Aaron Copland,” in Cowell, ACAM,

pp. 49~56. Chanler, whose name is consistently misspelled as
Chandler in the book, was a student of Arthur Shepherd and Ernest
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The essential reason behind New Music's existence--

to publish music commercial publishers would not--was not ap-
plicable in Copland's case., With the financial support of Alma
Morganthau Wertheim, one of the sponsors of the League of Com-
posers, Copland's music was being published by Cos Cob Press.83
And by 1929, Copland had become an important figure in twen-
tieth-century American music, Virgil Thomson outlined the
power he had gained when he took over “de facto the direction
of the League of Composers in 1924%3

This gave him a power enclave; and his classes at the New

School for Social Research, held from 1927-1937, were soon

to give him a forum. He also wrote in magazines, listing

about every three years the available modernistic young and

offering them his blessing. . « . He established a Boston

beachhead [and] in New York from 1928 to 1931 . . . his

own contemporary series, shared with Roger Sessions and

called the Copland-Sessions Concerts,8

The poem by Richard Barnefield (1574-1627) that Copland

set, with phrases like "the merry month of May" and "beasts did
leap, and birds did sing" did not call for the serious, heavy

dissonances present in most of New Music's issues so far, In-

stead, Copland's setting is light and graceful, with the soprano

Bloch, and, at one time, of Nadia Boulanger in Paris., Virgil
Thomson characterized his chamber music as having been "inspired
by Fauré." Thomson, American Music Since 1910 (New York: Holt,
Rinehart and Winston, 1970), p. 131. 1In The New Music Copland
referred to Chanler once, in a list of the new generation of
composers “fostered" in the 1920s (p. 105).

83Arthur Berger, Aaron Copland (New York: Oxford Univer=-
sity Press, 1953), pp. 16-17.
84,

Thomson, American Music Since 1910, p. 50. Copland
taught at the New School during the fall terms in 1927, 1928,

and 1929. After Cowell began teaching in Spring 1930, Copland
is not listed on the faculty until Spring 1937. (New School
for Social Research, Announcements and Catalogs, 1927-28 to
Spring 1937.)
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voice in parlando style or moving in conjunct motion within
a narrow range, while the flute and clarinet weave in and out,
chirping and trilling, sometimes moving in parallel motion,
sometimes imitating eéch other. (See Example 20.)85‘ The three-
part form is broken up into small rondo-like sections where
vocal phrases alternate with the solely instrumental measures.
The lighter text at the beginning and end is set in quatrains
and sung staccato, while the inner lines--of darker mood--are
through-composed, set legato, with a longer, more lyrical, vocal
line. Here the cross relations, chromatic lines, and dissonant
clashes contribute to a “pathetic" neo-baroque quality. (See
Example 21.)

Cowell returned from Europe that July of 1929. He had
already promised Ives that he would see him then,aé and im-
mediately upon his arrival he left for West Redding, Connecticut,

where Ives spent the summer months.87 By August Cowell was back

85A note in the score declares that the clarinet part
is written as it sounds but that the clarinetist is to play
a B flat instrument from a separate part. A note from the
printer Rayner to Cowell commented that there was no need to
hire an arranger because the engraver [Langinger?] would make
the transposition, Letter, Kurt Rayner to Henry Cowell,
22 October 1928, New Music Collection.

86Letter, Henry Cowell to Charles Ives, n.d. Ives
Collection, Kirkpatrick has dated the letter 29 March 1929,

87Letter, Charles Ives to Nicolas Slonimsky, 14 July
1929, in Slonimsky,Music Since 1900, pp. 1318-19, Ives saids
"HC left last week for Cal. after spending a few days with us.
You will like to hear his experiences abroad, especially in
Russia. He is a courageous 'advance guard' all by himself,.
I tell him, he is a better ambassador than some of our more
famous ones."
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in California planning for one of his lectures on his experiences
in Russia and for a performance of his familiar tone-cluster
and string-piano piecea.aa
Ives had been ill since shortly after Cowell's visit
and had not been in touch with Cowell for several weeks.
Neuritis had prevented him from playing or writing, and the
doctor had forbidden him to touch the piano until September.
“I hope," he wrote to Cowell at the end of August "you may es-
- cape anything like this. It gets on the nerves and depresses
one, (sometimes). It's all right to sit down & think music for
a while, but after a month of that one wants to hear a few man-
size sounds." As he recovered, he had begun to mull over some
of the plans he and Cowell had discussed in July, and he wrote
to Cowell in Menlo Parks
I've been thinking about what we discussed just before you
left--or rather just after you came--[ our brief visit was
like a prologue & coda in one measure.ﬁ--that there should
be some fee given to the composers in "“New Music" even if
only nominal & inadequate is more advisable than having
none., It seems to me that it is only a decent thing to do,
but it may help to increase the feeling of permanency in
its work.
As usual Ives wished to keep his role in the plan anonymous
and suggested how Cowell should explain the small fund to the
composers?
The composers will understand that it will not affect the
original profit-sharing plan [that's a big word for our
profits to date]—-but « « o there have been no profits yet,
Just a word, if you think it well, in that connection-~that
the fee is but from a (small) fund which friends of the
idea of the publication, its aims etc. have been glad to
contribute, something of that sort, if you think best, so

there will be no misunderstanding of the situation. Only
I would prefer to have only you know that it comes from me,

Ba"Continuation of the Musical Feast," The Carmelite,
I1/26 (7 August 1929); program of lecture and concert, 1k August
1929.
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Am enclosing a check $200 for the lst-2 years i.e. 8 6

$25, and I think I can subscribe at least $600 yearly,

$500 for the general fund and $100 for the 4 fees.
In a postscript Ives declined his share in the fund, saying
that the composer of the October 1929 issue should receive his
portion. Then he suggested another way of approaching the com-
poserss

In writing to the composers, I think it may be alright

to say that the fee is from the operating expenses,--what

you & I contribute is a part of that-~-you give time, physi-

cal and mental energy and I wampum,

Cowell was of course excited at the plan and responded

immediately:

It is perfectly grand to have your sudden and unexpected

assistance. . . . You have no idea which [sic what a

warmth of feeling I will divide the fund you sent among

the composers of the first two years--some of them 'need

the money badly enough, I happen to know.
Then, apparently having overlooked Ives's postscript, he said
he assumed that Ives would be exempt from a share, thus leav-
ing the $200 to be divided among the composers of the first
eight issues (one issue of which included music by two composers)
-~-Ruggles, Rudhyar, Weisshaus, Ornstein, Chivez, Crawford, Weiss,

and Copland.9°

89Letter, Charles Ives to Henry Cowell, 29 August
1929. 1Ives Collecticn.

9oLetter, Henry Cowell to Charles Ives, 5 September
1929. Ives Collection,
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VII
THE THIRD SEASON, 1929-1930

The plans Cowell and Ives had made to send $25 to each
composer whose compositions had been published in New Music
disintegrated when the fall 1929 bills came in. Within a
month after Cowell had written to Ives confirming the plan,
he wrote again with an alternate proposal. There was only $60
in the bank and he needed the $200 to pay for the October
issue, he said, suggesting that,instead part of the $500 general
fund (dated 15 November by Ives) be used for the composers’
fees. Cowell ended his letter on an optimistic note: subscrip-
tions to New Music were "pouring in at an encouraging rate,"
so that he anticipated "no further financial difficulties for
some time."l

In spite of his optimism, Cowell had every reason to
worry. He had returned from Europe to find a decline in the
number of subscriptions. For the summer "circularization” he

needed new prospects and asked Ives to intercede again in ac-

lLetter, Henry Cowell to Charles Ives, 15 October
1929. 1Ives Collection.

223
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quiring a Pro Musica mailing list.z Such a 1list is in fact
in the archives. Dated 15 August 1928, the list contains 370
names of New York residents, some of which have been crossed out

because they were already New Music subscribers. On 6 Novem-

ber 1929 Cowell received a bill for $2.25 for "4% hours @ $.50,"
the cost of typing the names and addresses of Pro Musica mem-
3

bers.

Only sketchy records are available of New Music sub-

scribers that fall. Cards for subscribers to the Orchestra
Series, begun in 1932-33, indicating a 1929 starting date
for some of the subscriptions show that there were at least
76 subscribers as of October 1929.“ Following is a 1list of
some of the best-known names from the United States as well
as abroad?

Amadeo Rold4&n, Havana, Cuba

Dyer of W. J. Dyer Music Co.

Dr. William Norman Guthrie, Rector of St. Marks-in-the-
Bouerie, NY

Dr. Margit Kola, Budapest (Ref. Imre Weisshaus) Note on card
reads: "she can well afford to renew"

[MrsJ Dorothy Mayer, Middlesex, England (Ref. Weisshaus)

Miss Katherine R. Heyman, Paris (by E.C. Carter, Jr.)

Adolf Weidig, Chicago

Herbert Weinstock, Milwaukee (by ck of H. Cowell)

David Talmage, Brooklyn (pd. by C.E. Ives)

Normand Lockwood, AmericanAcademy in Rome

Paul Hindemith, Frankfurt (Bill to Paul Strand, NY)

Toronto University Library, Portland Public Library, Stanford
University Library (Gift of Dr. Latham True)

2Letter, Henry Cowell to Charles Ives, 31 August 1929.
Ives Collection.

3New Music Collection. bIbid-
SDr. True was a $100 contributor to the Society in

October 1927 but by 1929 had paid only his New Music subscrip-
tion of $2.00.
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Keith Corelli, Los Angeles6

Elliot C. Carter, Jr., Cambridge, Mass. (pd. by C.E. Ives)

Marion Bauer

Mrs. Arthur Reis (Claire R. Reis) NY

Dane Rudhyar ("“start Oct '27, Renew '28, Send permanently*)

Aaron Copland (by N.M. Copland)

Vivian Fine, Chicago

Doris Humphrey, NY

Benjamin Marx, Honolulu

Alexander Smallens, NY

Charles Seeger, Jr. NY

Miss Doris Osborne, Piedmont, Calif. ("would like “Harp
of Life" and other published works of Henry Cowell,
for October program '29")

Mme. Djane Herz, Chicago (Ruth Crawford)

Harvard Music Library, Cambridge (pd. by E.C. Carter, Jr.)

Henri Elkan, Elkan-Vogel, Philadelphia

Robert Delaney, Santa Barbara

Carrie Jones Teel, San Francisco

John Palmer, Chicago

Walter Piston, Harvard University

Joseph Achron

Membership in the New Music Society had also declined. Ac~-
cording to Cowell's ledger, bought to record subscribers and

members in 1927, there were only a few members in 1929!7

Noel Sullivan Mrs. Bates

Max Rosenberg Miss Harriet Wilson
Mrs. Casserly Mr. Sam Seward

Mrs. Barnes Albert Bender
Sallie Benfield Miss Frances Taylor
Mrs. Jago [Nelson] Partridge
Henry Eichheim Wallace Sabin

Irving Morrow (2)
To these should be added those members on subscriber cards
from 1931-32 who started their subscriptions in 1929: Arthur

Hardcastle, Dr. Leo Eloesser, Mrs. A. Rosenberg, and Allan

GCorelli, a pianist, had performed some of Ives's
music while Cowell was in Berlin. In June, Cowell responded
to an Ives letter: "Glad Corelli is normal. If he takes an
interest in cantemporary music, his is an important insanity. . .*
Undated letter in the Ives Collection Kirkpatrick has dated
June 1929,

7Sea above, p. 110,
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Bacon. If these twenty were the only New Music Society mem~
bers that fall, then only $100 was available for mailings and
concerts--a possible reason why Cowell had to contribute $50

for the 1929-30 season.8

New Music Society: Recital by Harcastle

The low membership could also explain the limited-scale
events given that year by the Society. All were piano recitals
held at the Galerie Beaux Arts, the pianists being personal
friends of Cowell and the Society: Arthur Hardcastle, Imre
Weisshaus, and Dene Denny. Hardcastle's program (see Plate XIX)
included the "Second Movement from Emerson" by Ives. (Called
"your Emerson" by Cowell when he requested a copy from Ives, this

work could have been either the first movement of the "Concord"

Sonata or one of the transcriptions Ives arranged from part of
the movement.) After the concert Cowell sent Ives a review by
Alexander Fried, remarking that it was "not very discerning.”

In the review, Fried spoke of the "intimate audience." As usual
he was less than enchanted with the program which contained four

selections from New Music issues. He scarcely mentioned these

pieces except to comment on the "utter hysteria of Rudhyar's
Paean[s]." Hardcastle's playing received the brunt of his
criticism. He complained of the pianist's habit of "hitting
the keyboard":

His reading of the familiar Mussorgsky work was so eccen-

tric in tempo and in its hardness of touch that there is
excuse for wondering about the aptness of his performance

BNote on card found with membership cards: "Henry

Cowell, Menlo Park, Calif. Sus. member NMS , ., . donated
$50.00 season *29-30," New Music Collection.
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THE PROGRAM TO BE PLAYED BY MR. ARTHUR E. HARDCASTLE INCLUDES
SEVERAL HIGHLY ORIGINAL COMPOSITIONS OF MODERN AMERICAN COM-
POSERS. MR. HARDCASTLE HAS DZVELOPED THROUGH HIS OWN SCIENTIFIC
INVESTIGATIONS, AN ENTIRE GAMUT OF NEW PIANO RESONANCES, USING
MODERN COMPOSITIONS TO OBTAIN THE TONE COMPLEXES WHICH ONLY
HE 1S CAPABLE OF PRODUCING.

P R OGRAM

BARLUMI (GLEAMS) . - . . .  G. PRANCESCO MALIPIERO
(1—2—3—4—8)

SECOND MOVEMENT FROM EMERSON . . . .  CMARLES IVES

THE FOLLOWING FOUR NUMBERS FROM NEW MUSIC MAGAZINES:

1. PRELUDR IN BLACK AND WHITE . - N. SLONIMSKY

§ RIGHT HAND PLAYS ALL ‘Msz KEYS
| LEFT HAND PLAYS ALL BLACK KEYS

2 PRELUDENO.1 - . . . . . . . ADOLPH WEISS
3. PRELUDENe.9 . . . . . . . RUTH CRAWFORD
4. No. LPROM THREE PABANS - . . . . . D RUDHYAR
n
INTRODUCTION AND SONG 10s. 37) . . . . PAUL HINDEMITH
TANZSTUCKE (Op. 19) Ne.§ - . . . . .  PAUL HINDEMITH
FOEM FOR PIANO . . - . ARTHUR HARDCASTLE
LE CAHIER HOMARD (Nos. | and 4) ce e A. HONEGGER
ARIA TRISTE . . . . . - . ALEJANDRO G. CATULA
DANZA ZUCUMI - . . ©+ ALEJANDRO G. CATULA

SAMUEL GOLDENBERG AND SCHMUYLE
TWO POLISH JEWS. ONE RICH. THE OTHER POOR -  MOUSSORGSKY

HARP OF LIFE e e e e .. HENRY COWELL

Plate XIX. Program for the New Music Society Concert, 26
November 1929.
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of the less immediately comprehensible parts of his
program.

New Music Society: Recital by Weisshaus

No review has been located for the Weisshaus concert--
a surprising omission because Weisshaus had established him-
self as a familiar musician to San Franciscans. (Plate XX.)
He was, for instance, that year engaged in presenting a series
of lectures in "the appreciation of contemporary music" at the
University of California Extension Division in San Francisco.lo
Moreover, one of his colleagues on the program, the cellist
Dorothy Pasmore, was a member of the well-known Pasmore family.
Her father Henry had founded a conservatory in San Francisco
in 1914 and she and her sisters--Mary, a violinist, and Suzanna,
a planist--formed a trio which toured the country during the
1910s and 1920s. Another sister, Radiana Pazmor, later partici-

pated in New Music activities (see below, p. 465 ff and 619 ff).

New Music' Society?: Recital by Denny
Dene Denny, who presented the third New Music Society

recital of the 1929 season (see Plate XX), was also familiar
to San Francisco audiences as one of the first of the small
group of performers of contemporary music to perform in the
‘city. Long an active participant in the New Music Society,
Denny had not yet played at one of their concerts. A native

of California, she had studied in San Francisco and then gone

9Alexander Fried, "Hardcastle,” San Francisco Chronicle,
27 November 1929.

10

San Francisco Examiner, 17 November 1929,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



229

THE NEW MUSIC SOCIETY OF CALIFORNIA.
1950 JONES ST, SAN FRANCISCO, PRESENTS
THREE CONCERTS OF CONTEMPORARY MU.
SIC TO BE HELD AT THE GALERIE REAUX
ARTS, WHITTELL BLDG. 166 GEARY ST. SAN
FRANCISCO, ADMISSION 3100 (FREE TO NEW
MUSIC SOCIETY MEMNERS) SENS———

FIRST CONCERT TUESDAY. NOV. 2TH AT 8:S.  ARTHUR
HARDCASTLE. PIANIST, WILL PLAY A NUMBER OF WORKS BY
AMERICAN COMPOSERS OF GREAT ORIGINALITY, AND OTHER
WORKS. MR. HARDCASTLE HAS DEVELOPED, THROUGH HIS
OWN SCIENTIFIC INVESTIGATIONS. AN ENTIRE GAMUT OF

NEW PIANO USING MODERN
TO OBTAIN THE TONE.COMPLEXES WHICH ONLY HE IS CA-
PABLE OF

SECOND CONCERT, THURSDAY EVE. DECEMBER STH, AT 8:15.
IMRE WEISSHAUS, HUNGARIAN PIANIST, WILL PLAY NEW
HUNGARIAN AND OTHER EUROPEAN PIANO WORKS; HELEN
ENGEL ATKINSON, VIOLINIST, WILL PLAY A SUITE BY
KADOSA; DOROTHY PASMORE, 'CELLIST. WILL PLAY WORKS
BY CHAVEZ WEBERN, AND WEISSHAUS. MR. WEISSHAUS. IS
KNOWN POR HIS MECHANISTICALLY CLEAR-CUT TONAL
GRADUATIONS IN PLAYING, AND HIS EDUCATIONAL WORK
TOWARD GREATER UNDERSTANDING OF THE ABSTRACT IN
MUSIC, AS WELL AS FOR HIS HHIGHLY ORIGINAL COMPOSI.
TIONS. THE SAN FRANCISCO ARTISTS. MISS PASMOKE AND
MRS. ATKINSON, ARE TOO WELL KNOWN HERE TO NEED
SPECIAL

THIRD CONCERT, TUESDAY EVE. DEC. ITTH.
AT 8IS DENE DENNY, PIANIST, WILL PLAY
NEW COMPOSITIONS BY THE COMPOSERS OF
SOVIET RUSSIA, AS WELL AS WORKS BY
SCRIAHIN, SCHOENKEKG, ETC. MISS DENNY
IS FOREMOST AMONG CALIFORNIA MUSI.
CIANS WHO SPECIALIZE IN PLAYING MODERN
WORKS, AND BKINGS FORTH TO THE NTH
DEGREE THE WISHES OF THE COMPOSER, IN
HER (NTERPRETATIONS SE———

Plate XX. New Music Society Flyer, Fall 1929. Excerpt.
(Reduced in size)

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



230

east during the early 1920s to study with Leo Ornstein. Upon
her return to Carmel, she pursued a concert career for a few
years while establishing the art gallery which bore her name
and that of her partner Hazel Watrous, managing the Carmel
Music Society (begun in 1926), and serving as impresario for
theatrical and musical events in the resort.ll

Denny frequently appeared with Cowell, illustrating
on the piano modern compositional techniques described by -
Cowell in his lectures.12 On 3 June 1927, in Carmel, Denny
gave what the Carmel Cymbal called the "first program of all=-
modern works for the piano to be given in the West, . . . an
event of considerable musical importance." The resultant re-
view credited her with a personal success even though not all
the music, and least of all Schoenberg's piano piece Op. 23,
was appreciated.l3 One week later--on 10 June--Denny repeated
the program at an Ida Gregory Scott Fortnightly in San Francisco.

The critic in the Musical Leader called her an ultra-modernist,

mentioned that the "place was filled,"” and remarked that
Ornstein's Fourth Sonata reminded San Franciscans of how he

had electrified them when he came there in 1916, As to Denny,

11Carolyn Eistob, "Silhouette: Denny-Watrous," The
Carmel Spectator, 23 June 1929; Irene Alexander, 'Dene Denny,
Bach Festival Founder, Dies in Carmel,” Monterey Peninsula
Herald, 24 July 1957.

12uNotes and Comment," Carmel Cymbal, 7 November 1926;
"Dene Denny Pleys at Berkeley League of Fine Arts,” Carmel
Cymbal, 15 December 1926,
Zymbal.

13"Dene Denny to Give All-modern Concert,' Carmel
Cymbal, 11 May 1927; "Dene Denny Scores Distinct Triumph in
All Modern Music Program Here," Carmel Cymbal, 8 June 1927.
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her playing was called "more intellectual than poetic."lb
Apparently she was, like Cowell, a popular performer and
was liked in spite of the music she played. Redfern Mason,
for example, in reviewing a Denny recital in 1928, used phrases
reminiscent of those frequently used for Cowell: "She plays
well; her heart is in her work and she has such a vital earnest-
ness that, whether you like her music or not, you are held to
attention and sometimes won to admiration by the .spirit of the
performer.“15

Denny's program for the Society concert in 1929 (see
Plate XXI) included (twice!) the Schoenberg 0p.23, a piece
which had become almost a trademark of her recitals., Music by
Kod&ly and Bartfk was also frequently on her programs. Both
Fe;nberg, a follower of Scriabin, and Weprik [Alexander Veprik],
a pupil of Miaskovsky, were at the Moscow Conservatory when
Cowell visited there earlier that year, and gave him the scores
to bring back with him.16 There is no record of the attendance
at the Denny recital that night in 1929, but for one young com=
poser the experience was unforgettable. Gerald Strang, a
student in Berkeley at the time, recalls now that he went to
the concert and had his entire musical career turned aroundt

Through Henry, I heard my first Bart6k and was, of course,
amazed., At that time the extent of my involvement with

lu}iusical Leader, 23 June 1927,

15Redfern Mason, "Ruth [Dene] Denny in Musical Re¢ital,"
San_ Francisco Examiner, 13 November 1928,

163aker's Biographical Dictionary, s.v. “Feinberg,
Samuel"; "Veprik, Alexander"; personal information from
Sidney Robertson Cowell,
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NEW MUSIC SOCIETY OF CALIFORNIA
HENRY COWELL, DIRECTOR
PRESENTS

DENE DENNY, piaNiST

GALLERIE BEAUX ARTS
166 GEARY STREET, SAN FRANCISCO
TUESDAY EVENING, DECEMBER 17, 1929

 PROGRAM

ARNOLD SCHOENSERG ..
. OPUS 23. FUNF KLAVIERSTUCKE

scHm L
—waLZER.

ARNDLD scHoENEERG -
OPUS 23, FUNF KLAVIERSTUCKE

senn

’ ~waLzER,
SAMUEL FEINBERG . OFPUS B, NO. 2. PRELUDE
A.WEPRIK . - - OPUS13B. DREI VOLKSTANZE
ALLEGRO--LENTO-~ALLEGRO
SELA BARTOK - . . - + FROMOPUS ¢

NO.7 ALLEGRETTO MOLYO CAPRICCIOSO--NO. 11. ALLEGRET-
7o MOLTO muBATO.

ZOLTAN KODALY - . OPUS 3. NO. S. FURIOSO
A. MOSSOLOW - . OPUS I1. QUATRIEME SONATE

NICOLAS ROSLAVETZ . FROM CINQ PRELUDES
3. LENTO—B. LENTO, RUBATO.

A.SCRIABINE - - OPUS 63, NO. 2. ETRANGETE
A.SCRIABINE - . . OPUS 68. SONATE NO. 9

STEINWAY PIANO USED

Plate XXI. Program for the New Music Society Concert, 17
December 1929. (San Francisco Public Library)
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contemporary music was around Ravel, This was, in a way,

what opened up my mind and my interests to the new direc-

tion that I subsequently went.1l7

New directions were in Cowell's mind, too, that fall,

in regard to New Music. Whereas the Society seemed to be
settling into a pattern of three small recitals a year with
some of the same performers and music, the Quarterly continued
to present, with almost each issue, new composers representing

new techniques. In the October 1929 issue there would be, for

the first time, music written especially for New Music and

within its pale yellow cover would be something else not usually

found in the edition--music containing only consonances!

New Music Quarterly? Piano
Music by Slonimsky

Slonimsky had sent Cowell a group of piano pieces .
during the summer of 1928 after Cowell had expressed an inter-_
est in Slonimsky's "new developments in harmony."18 After
looking them over, Cowell decided to publish two of them in

New Music, telling Slonimsky:

I like the music of the Sine and Cosine and the Brainstorm
very much. Even facing the danger of no longer being con-
sidered a purist by you, I venture to believe that the com-
bination of styles as in the Brainstorm has possibilities. 19
May I consider the publishing of these things in New Music?

171nterview with Gerald Strang, Long Beach, CA, 29
October 1975.

18Letter, Henry Cowell to Nicolas Slonimsky, 18 August
1928. Cowell Collection,

19Letter, Henry Cowell to Nicolas Slonimsky, 12 Sep~-
tember [1928]. Cowell Collection.
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It was in this same letter that Cowell suggested a joint is-

sue with Copland. With that plan discarded (see above, p. 215),

Cowell suggested that Slonimsky wait with his pieces until

the next season, when "there will be space for the whole lot

of them.” Much, of course, depended on finances$
New Music finances itself beautifully (as long as ve keep
subscribers) if I do not print too many pages in it.
Twelve pages is about the limit of music per issue, if
finances are to be safe. In your letter you mention nine
Studies in Black and White. Just which are they? Is the
Sine and Cosine one of the Studies? Do you wish to print
both of the two versions of the first study, Jazzelette?
If I may choose one of the two first Studies to print, I
can squeeze them all in; there would then be ten pages of
Studies, and four pages of the Brainstorm, and I could
manage that I believe. Please answer if this is satisfac-
tory, as I wish to get all the engraving for the xear done
before I leave California, and shall begin soon.?

When the edition came out, there were, in addition to
the title page, pages with explanatory material about the music
and biographical data (with generous margins), and nineteen
pages of music--twenty-four altogether, an indication that
Cowell apparently did not need to skimp on the size of the
issue, only on the number of pages of music to be engraved,
naturally the most expensive part of the production.

The biographical notes on the last page of the issue
pointed out that Slonimsky had been born in St. Petersburg,
Russia. He had begun study of the piano at the age of six,
had proceeded to study composition privately, and had left
Russia in 1920, After extensive travels throughout Europe,
he had settled in Boston in 1925, Cowell listed no other com-

positions written by Slonimsky but instead gave a summary of

zoLetter, Henry Cowell to Nicolas Slonimsky, 2 October
1928. Cowell Collection.
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his activitiest pianist, conductor of the Chamber Orchestra
of Boston, lecturer at the Public Library and writer "“on
musical and cognate subjects in the Boston Evening Transcript.*
Slonimsky also served as opera coach at the Eastman School of
Music in Rochester upon his arrival in the United States in
1923, and had ‘been secretary to Koussevitzky from 1925 to 1927.
Beginning in 1928, he had become conductor of the Harvard Uni-
versity Orchestra, Pierian Sodality.21

In his article in The Aesthete Magazine in August
1928, Cowell had praised Slonimsky first as a composer and
second as a conductor and had spoken of the large number of
works composed by Slonimsky, although his description of the
works applied exclusively to the consonant system of composi-
tion which formed thebasis for the music in the New Music

1ssue.22

Slonimsky, in looking back at those early days, has a
somewhat bemused attitude toward his music, implying, if not
exactly a lack of integrity on the part of Cowell and himself,
at least a certain malicious pleasure in tweaking the noses
of traditionalists by writing and composing such "tricky" ultra-

modern works as his Studies in Black and White. When inter-

viewed, Slonimsky related his experiences and described his
music?

Cowell was at that time already quite an advanced modern
composer. He was regarded as a wild-eyed anarchist of

21Baker’s Biographical Dictionary, s.v. "Slonimsky,
Nicolas."

2zHenry Cowell, "Four Little Known Modern Composers,"
The Aesthete Magazine, 1 (August 1928): 1, 19-20,
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music and he asked me if I had any compositions to give
him to publish in a New Music edition--the New Music
Quarterly which was started just about that time--and
of course I was very glad to do so. I wrote for him this
suite which I called Studies in Black and White for ob-
vious reasons, because the right hand played on the
white keys only and the left hand on the black keys only.
This wasn't exactly a revelation--Milhaud had that in
his Le Boeuf sur le toit. But I added a trick to it.
I used only perfect consonances. I never used even a
dissonance in passing. This limited me to thirds, sixths,
and only two fifths--B-flat and F and B and F-sharp--
since the requirement was not to use any flats and sharps
in the right hand and to use only black keys in the left
hand. Very learnedly 1 described it in my introductions:
". . . Unisons and octaves cannot occur for obvious reasons.
In other words the Studies represent consonant counterpoint
in two parts running on different scales: the pentatonic
scale (black keys) and the diatonic scale (white keys).
In the *Prelude' and the 'Fantasy' dissonances are discreetly
introd d The fund tal tissue remains consonant,
however,"

Well, one critic picked me up on this and saids
“Any composer who introduces dissonances discreetly ought
to be welcomed in our universe," because you see at that
time everybody used dissonances. Dissonant counterpoint
was the fashion, and I always ran counter to the tide.
So I decided to use seemingly unusual and bitonal combina-
tions, even atonal combinations, but use them in such a
way as to write only vertical consonances.23

Slonimsky, in the above remarks, maintains that he

wrote the suite for New Music. Since his letters to Cowell

in 1928 suggest that at least Sine 2x & Cos 2X = 1 had been

submitted earlier to Cowell, he might mean that he had made
a new arrangement of the studies for the issue or possibly
had written the final two pieces--Prelude in Black and White

and Fantasy in Black and White--for the edition.

The music has the same tongue-in-cheek flavor as

Slonimsky's description. Jazzy and jerky, its bitonal key

signature and closely-written counterpoint in the treble regis-

ZJIntsrview with Nicolas Slonimsky.
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ter make it disconcerting to read and difficult to play. Like
Satie, Slonimsky makes his pieces brief and gives them fanciful

titles. Two Jazzelettes (I and Ia) begin the studies with

their bouncy angular lines and syncopated rhythms. A Penny for
Your Thoughts (II) is quiet and meditative. A Happy Farmer is
concerned with two-measure phrases and musical rhymes. Number
IV is a fughetta, and Number V, Anatomy of Melancholy, deals
exclusively with two-note motives in contrary motion. The sixth
study is folk-like in feeling with a traditional da capo form,
while the seventh is a lyrical waltz with trio entitled The Sax

2 2

x + Cos “x = 1 (Num-

Dreaming Of A Flute (see Example 22). Sin

ber VIII) uses repeated notes and octaves and ends on a unison

(see Example 23) and Typographical Errors (Number IX) moves at
breakneck speed and exploits the "wrong-note" sound of Slonimsky's

system. The Prelude and the Fantasy which conclude the issue
employ the bass register as well as the treble and are rhapsodic
and full-bodied in the Scriabin tradition.

Perhaps because of the light subject matter, perhaps
because of the music's novelty, the Slonimsky issue was one of

the most popular of the early New Music quarterlies. Slonimsky

takes pride in discussing the later history of his edition

It so happened that since my Studies had such a gimmick,
were actually quite playable and, although strange sound=-
ing, not ugly, there was some sale of these works. And,
lo and behold, in a couple of years--three years--Cowell
faced another edition. My entire edition had sold out.

I don't remember how many copies were published, but this
had never happened with New Music and was not supposed to
happen because the pieces were supposed to be so difficult
and so disagreeable that nobody would want them. Well,
anyway, he put out a new edition, and the way he announced
it to me was very typical of him, He had that dry type
of Irish humor and he said: “Nicolas, I have a piece of
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bad news to relate to you which I am afraid will be quite
a reflection to your standing as a modern composer. You
know that the entire edition of your Studies in Black and
White has sold out, and this is simply not supposed to hap~-
pen to New Music publications." So this proved to be the
most popular number of all the editions--which of course
doesn't recommend me as an ultra-modern composer. So I
took it in the spirit in which it was offered, and be~
lieve since then there were two or three reprints.

New Music Quarterly: Music by Becker

The next issue of New Music (Volume III, Number 2,

January 1930) listed Slonimsky as a new member of the “Honorary
Board of Endorsers"” as well as Alejandro Garcfa Caturla of
Cuba and John J. Becker, whose Symphonia Brevis was contained
within its brilliant purple cover. The issue was the product
of a relationship begun (like Cowell's association with Ives)
with the initial letters Cowell sent out announcing the forma-

tion of the Quarterly. Becker had received one of the New Music

flyers with a note: "Dear Mr., Becker: I hope you will be inter-
ested in becoming a subscriber to this. Henry Covall."zi There
followed a meeting in Columbus, Ohio, during the spring of 1928,
and immediately Cowell must have discussed publishing Becker's
music because, in June, he wrote: "I shall be interested in
your score. « « « I am sure you will find that the fascination
which you now admit in working it out in the new way will prove

a lasting ons."z6

2l‘Il:.’Lcl. There were 600 copies of the score initially

printed.z
snon C. Gillespie, "John Becker, Musical Crusader
of Saint Paul,“ Musical Quarterly, 62 (April 1976): 195-217.

267514, Gillespie believes that Cowell was referring
to Symphonia Brevis,
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Born in 1886, John Becker received a doctorate in music
from the Wisconsin Conservatory of Music in Milwaukee twenty
years after receiving a bachelor's degree at the Krueger Con-
servatory in Cincinnati. According to the biographical para-

graphs in the New Music issue, he was self-taught in "theory,

harmony, counterpoint, canon and fugue® but "in actual creative
coﬁposition" had worked with Wilhelm Middelschulte and Alexander
von Fielitz and, in instrumentation, with Carl Bush--teachers
who were all, as Gillespie points out, "Europeans of conserva-
tive academic bent." From 1918 to 1928 Becker was at the -
University of Notre Dame as head of the Department of Fine

Arts and, in 1928-29, was Assistant Dean of the College of
Saint Mary's of the Springs near Columbus., At the time Cowell
published the S honia Brevis, Becker had moved to the chair-~
manship of the Fine Arts Department at the college of St. Thomas

in St. Paul, Minnesota.27
A staunch ally of modern music, Becker had written

articles back in South Bend attacking traditionalist views
and had, as well, contributed favorable reviews of New Music
issues to :ae local newspaper while he was at Notre Dame.
Becker's severe and unbending criticism of those who disliked
contemporary music was closer to that of Ives, who frequently
attacked his critics, than to Cowell's approach, which was

one of cajoling his listeners with lectures and writings meant
to attract rather than repel. Becker, for instance, in re-

viewing the first New Music issue, suggested that "all artists,

271bid,
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not only musicians interested in American Art, should sub-
subscribe to it as a matter of duty” and said that Ruggles's

Men and Mountains would be "a work much misunderstood by

the crowd, those who prefer their music in the form of sugar

water sentimentality."aa

But Becker was a man of action, like
Cowell, and, as Cowell remarked in the biographical notesy
Becker was "President of the newly organized !Contemporary
Arts Society of the College of St. Thomas;' the only college
in the country having an organization devoted to the presérita<
tion of the new music, new art and new drama."

Gillespie refers to Becker's early works as haviiig
only "scattered passages of polytonality” (similar to Slonim~
sky's black and white sonorities) but says that, beginning
with the Symphonia Brevis, a mature “Becker style" emergéd.
Cowell listed Becker's major early works (1928-29) as “Qut
of the Cradle Endlessly Rocking . . . a chorus for narrator
« ¢ «" and three symphonies: No. 1, Fantasie Tragica (in ohe

movement)j No. 2, Etude Primitive (in four movements)j and

No. 3, Symphonia Brevis (in two movements).

A piano arrangement of Symphonia Brevis, made by
Becker; not the orchestral score, was published in New Musig.
There is no explanation in the edition for this choice, but
a perusal of Becker's scores suggests that thers was no orchés-
tral score available for publication as early as January
1930, Existing are a pencil score which Gillespie has dated

1928-29 and two ink scores, one dated 24 December 1931; the

28 uoted in ibid.
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other, similar to the second, has the date of 1931 cfos.ed
out and replaced with 1929.29 The political statement which
appears on the flyleaf of the 1931 score is not included in
the New Music edition. Instead Becker's program notes explain
the derivation of his polyphonic style:

It is not a reflection upon the originality of my work

to say that my idiom derives from Bach and that wonderful
group of polyphonic composers of the Catholic Church, who
preceded him in the sixteenth and seventeenth centuries.
Original and modern spirits, whose work has been a great
source of joy and inspiration to me. This symphony was
written as pure music. Let it speak for itself,

By the time he had completed the orchestral score, he had
determined to make the symphony into more than “pure music®:

This symphony was written with an outraged spirit,
It was not intended to be beautiful in the sentimental
sense.

It is a protest against intolerance, prejudice, pretense
and show--

a protest against would be humanitarians who talk
much and do nothing=-

a protest against a world civilization which starves
its millions in peacetime and murders those same millions
in wartime.

(The only non-musical references in the piano score are the
phrases "“with sarcastic humor” and “with a marked cynicism.")

There is no reference in the New Music eédition to in=--

strumentation or availability of parts, nor is orchestration
cued in--guides which one would have thought mandatory for a
publication meant for composers and conductors. Opportunities

are therefore missed for imagining tone-colors derived from

29jonn Becker, Symphonia Brevis. New York Public
Library. Don C. Gillespie, “Preface,” John Becker, Symphonia
Brevis (Symphony No. 3) (New York: C.F.,Peters, 1975).

30The statement is dated 1929 and appears on the ink
copy originally dated 1931. Since the New Music publication
was in 1929, Becker obviously preferred to use that date.
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the orchestration. Nevertheless, Becker's and Cowell's pur-
poses were well served. What became later for Becker a polit-
ical protest was, in New Music, a musical protest. With the
score compressed into two piano staves, Becker's dissonant
seventh and ninth chords and reiterated tone clusters became
an extreme expression of the ultra-modern. (Example 24,)
Such dissonance, however, could be tolerated, according to
Becker, once habits were changed. Cowell discussed that theory
in the biographical notes:

The theory which Becker is presenting in his lectures

upon the new music is that dissonance and discord do

not actually exist. They only exist because of our habit

of thinking. It is a matter of biological and psychological

development and not a question of acoustics or physics,

harmony or counterpoint,

The second movement is more contrapuntal and ranges

from a sparse texture where single melodic lines or octaves
dominate to thick chordal passages with as many as nine parts.
One of the polyphonic devices used in this movement is the
canon which begins with a rising wide-interval subject reminis-
cent of themes in music by Ruggles. (Example 25.) It is inter-
esting that in spite of Becker's contemporary harmonic style
his forms were so traditional. The first movement is in a
clearly defined three-part A-B-A form with introduction and
coda, the second is a sonata allegro complete with bridges
and transitions. Undoubtedly Becker's European-trained teachers
had left their influence on him. There is even a General-

pause before the recapitulation in the second movement (marked

as such in the orchestral score ).
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After the Becker work was published, Dene Denny sent

Cowell the latest report of New Music's financial status.

As usual, the bills were large and the amount of money was
small. New subscriptions were lagging; only a few from li=-
braries had come in. (Nevertheless, the supply of copies
was running low--an indication that the new mailing card,
a blue 3 x 5 postal card listing past issues and offering
them for sale at 75¢ each, had apparently brought a good re-
sponse.jl)

Cowell was by now in New York for his first scheduled
series of lectures at the New School for Social Research.

The schooly which departed radically from traditional educa-
tion, gave no credits and taught mature students. It was
radical, too, in its philosophy because its stated purpose
was "to seek an unbiased understanding of the existing order,
its genesis, growth and present working, as well as of those
exigent circumstances which are making for its 1'ev:ls:l.on."32
For Cowell, who had no academic degree, it was an ideal set-
ting in which to advance his ideas, and he quickly established
the beginning of a long association with the school, settling
into a regular routine of teaching every year during either
the winter or the spring term. Alvin Johnson, the director
of the New School at the time of Cowell's beginning tenure,

described in his autobiography the early years of the schoolt

31Letter, Dene Denny to Henry Cowell, 24 January
1930, New Music Collection,

32New School for Social Research 1939 [Brochur-]
(New School Library).
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We had a stimulating and eminent body of lecturers, with
no strife among them within our walls, although outside
of our walls the psychoanalysts and the Individual Psychol-
ogists detested one another; the lovers of classical music
ranted against the ruthless fury of the music of Vardse
and Henry Cowell. But our warring friends stacked their
arms outside the New School.

The announcement of courses from the school listed
Cowell's four lectures, entitled "A World Survey of Contem-
porary Music” including one on "American Composers Begin
Breaking Apron Strings." Among the biographical notes at the

end of the Announcement, the paragraph on Cowell was extensive.

Just approaching his thirty-third birthday, his accémplishmenes
were indeed impressive. His editorship of New Music headed
the list:

HENRY COWELL., Editor of New Music. Vice-president of
the Pan-American Association of Composers. Director of
the New Music Society of California. Member of advisory
board of League of Composers, International Society for
Contemporary Music, and International Composers' Guild.
Composer of The Banshee, Tiger, Antinomy, Advertisement,
The Leprechaun, etc. Works performed by Boston Chamber
Orchestra, Hochester Symphony Orchestra, New World String
Quartet, Budapest Trio, Roland Hayes, Eva Gautier, Gitta
Gradova, and others. Contributor to The Century, The New
Republic, The American Journal of Psychology, Musical
America, Pro Musica, Modern Music, The Sackbut, etc, 4

That winter, too, saw the beginning of yet another
activity in which Cowell was closely involved. On 29 January
1930 Cowell, Otto Kinkeldey, Joseph Schillinger, Charles
Seeger, and Joseph Yasser met at Blanche Walton's apartment

to form the New York Musicological Society.35 Other composers

33Alvin Johnson, Pioneer's Progress: An Autobiography
(Lincoln, NB: University of Nebraska Press, 1952; reprint ed;
New York: Viking Press, 1962), 286.

3“Armtmm:muent, New School for Social Research, Spring
term 1930, 13 January - 4 April (New School Library).

35New York Musicological Society, Bulletin No. 1,
November 1931,
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associated with New Music who attended subsequent meetings

of the society were Weiss, Riegger, Slonimsky, and Crawford.
At a meeting in March Cowell gave a talk on “Some Aspects of

a Rhythmic Harmonic Series," based on his book New Musical

Resources, just published by Alfred A. Knopf.
The Cowell-Ives correspondence that winter was con-
cerned more with details associated with publication of the
book than with New Music, since Ives agreed to order all
eighty copies which Cowell was expected to purchase and directed
that they be sent to specified individuals.36
While Cowell's theoretical ideas were being circulated
through his book and reviews of the book in journals that _

spring,37 some of his colleagues were writing about the com-

posers and music he published in New Music. Slonimsky, for

example, wrote on Ruggles, Ives, and Sessions in the February-
March 1930 issue of Modern Music38 and, in the June-July 1930
issue of the same journal, Charles Seeger wrote “On Dissonant
Counterpoint,” defining a compositional technique which, per-

haps more than any other single device, was endemic to the

36Lettera, Henry Cowell to Charles Ives, 30 October
1929; 14 February 1929; 19 April 1930, Letter, Charles Ives
to Henry Cowell, 17 April 1930. 1Ives Collection, In the
letter of 14 February Cowell, for the first time, signed his
letter simply "Henry" rather than "Henry Cowell,"” and, after
two years and eight months of correspondence, Ives, on 17 April
finally shortened his "Dear Henry Cowell"” to “Dear Henry."

37Musical Courier, 30 April 1930; Modern Music 7 (April-
May 1930): k3-L5; Musical Opinion (London), May 1930,

38N1co1as Slonimsky, "Composersof New England,” Modern
Music 7 (February-March 1930)3: 24-27.
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ultra-modern style published in New Muuc.39

New Music Quarterty: Portals by Ruggles

Both articles were timely ones for New Music because
Cowell's most recent issue--Volume II, Number 3, April 1930--
contained Portals by Carl Ruggles. From New York Cowell kept
in close touch with his engraver and printer in San Francisco
during the printing of the issue and on 19 March he was in-
formed by Kurt Rayner that the printing would be completed by
the end of the month and 600 copies would be mailed.uo A week
later, Rayner reported that Ruggles had sent his final proofs?l
but--typical of Ruggles--apparently too late for the
printer, because an errata sheet containing five corrections
was included with the issue.

Ruggles dedicated the composition to his patron

Harriette Miller and, as he had done with Men and Mountains,

used a quote from Whitman as his inspiration: “What are those
of the known bui to ascend and enter the Unknown?" 1In his pre-
face Ruggles pointed out that the version of Porﬁals for string
orchestra being published by New Music had been performed by
the Conductorless Symphony Orchestra at Carnegie Hall, 26 Oc~
tober 1929. An earlier version, for only thirteen strings, had

been performed at the International Composers® Guild at Aeolian

39Char1es Seeger, "On Dissonant Counterpoint," Modern
Music, 7 (June-July 1930): 25-31.

uoLetter, Kurt Rayner to Henry Cowell, 19 March 1930,
New Music Collection.

blLetter, Kurt Rayner to Henry Cowell, 25 March 1930.
New Music Collection.
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Hall on January 1926 with Goossens conducting. Paul Rosenfeld,
at that time, called Ruggles's language "warm and exalted, fer-
vent and ecstatic, embodying the characteristic romantic surge
and aspiration."” He spoke of the "aching violin music"” and
saidt "The polyphony of Portals has a tapestry-like richness;
the harmonies are singular and mysterious; the movement Tris-
tanesque, . . ." *“Indeed,"” he concluded, "the thrilling se-
quence of single notes left to vibrate and die away in the coda
have an unforgettable, mystic aeductiveneas."bz

Rosenfeld was not alone in being touched by the coda:
Seeger called it "one of the most exquisite pages in all modern
music.” In his paean to Ruggles, Seeger wrote in The Musical
Quarterlys

There is one thing that can be said of him that can be
said of very few indeed: his work is reminiscent of no
other man, school, or style. . . . in the hearing, espec=-
ially of "Angels," "Lilacs,” and "Portals,” one knows
that one had heard a complete work of art.

When interviewed, Seeger reiterated his appreciation
of Ruggles's musics

Carl Ruggles's Portals is a jewel. Somehow or other he

wrote a professional composition there and it was a beauti-
ful composition., If he kept his compositions short enough,
they were gems: his little song, For Micah, and Angels,
Lilacs, Portals--In these very short pieces, provided they
didn't involve a full orchestra but were more or less limited
in instrumentation, he transcended his own amateurship.

In using the term "amateur” to describe Ruggles, Seeger ex-
plained that he did not use the word pejorativelys

The thing that the amateur does is to love the stuff. That
is what the musician does, no matter what else he does. If

uzﬂnsenreld, By Way of Art, pp. 74-76.
¥3peprinted in Cowell, ACAM, pp. 14-35.
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he's amateur, he loves it, more than he loves the making
of it, the conducting of it, the status of it among other
works of its kind. The professional has a little bit of
a tendency to give up tﬁﬂ love of the stuff for the com-
municating of the love.

Portals is brief (only 70 measures) and intense. Al-

though Seeger, in his Musical Quarterly article, called Portals
a two=-part form with introduction and coda, a rondo structure
seems more plausible. Section A (see Example 26) is the gen-~
erating force for the entire composition and returns in devlop-
ment sections at measures 13 and U45.

The coda to which both Rosenfeld and Seeger referred
can serve as a microcosm of Ruggles's style. (Example 27.)
The chromatic melodic line contains wide leaps and within each
part there is little repetition of tones. The meter changes
with each measure. The counterpoint is dissonant throughout
with stretto passages prominent.

Soon after Portals was published, Dene Denny wrote

to Cowell with a final accounting: engraving and printing of

the 600 copies cost $235, and postage and labor for addressing
and mailing came to $32,60, She had not been informed that
each composer was entitled to ten copies, because she complained
to Cowell: “You never told me how many copies to send Ruggles.

A wild note came the other day [from Ruggles], saying that

if we had not already sent them to Mexico, to send them to
Vermont." She reported that the Slonimsky issue was selling
well and that a few more subscriptions had come in, but %o

more sales of your book." Some people, however, did not like

buInterview with Charles Seeger.
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Example 26. Ruggles, Portals, measures 1-5. (Reduced in size)

2 Dedicated to Harriette Miller

PORTALS

“What are those of the known but to ascend
and enter the Unknows?®

m_

e

=
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Example 27. Ruggles, Portals, measures. 66-70,
(Reduced in size)
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to have New Music forced upon themt "Peoria Public Library
asked us to kindly cease the subscriétion--they were returning

last year's copies for which they had not subscribed.”us

New Music Quarterly: Music by

Riegger and McFhee
The final issue of the Quarterly for the year--Volume IXI,

Number 4, July 1930--had covers of a bright royal blue and con-
tained a double offering of music by Wallingford Riegger and
Colin McFhee, two composers whose compositional methods were
greatly respected by Cowell. 1In his book American Composers

on American Music, Cowell listed McPhee in the first group of

Americans who had developed “indigenous materials or are especiale
ly 4interested in expressing some phase of the American spirit
in their works." He described the Canadian McFPhee as one who
follows to some extent the modern French style of clever
music but treats it in a personal manner. His music forms
a sort of bridge between the more characteristic Americans
and those who are somewhat Europeanized.
Cowell placed Riegger in the third group of "Americans whe are
influenced by modern Teutonic music." He is one, Cowell said,
"who uses atonality to produce well-formed works with humor
and a long-continued melodic line . . ."b6
Riegger, unlike Cowell, had a long background of tradi-
tional study. Among his teachers were Percy Goetschius at the
Institute for Musical Art in New York and Edgar Stillman Kelley

in Europe. The biographical notes in the New Music issue

usLetter, Dene Denny to Henry Cowell, 19 April 1930,
New Music Collection.

uGCowell, ACAM, pp. 3-5.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



256
stressed his conducting skill (“performing without score more
than 30 symphonies and many other works") and listed, in sur-
prising detail, the musical courses he had taught: “Harmony I,
II, and III; Keyboard Harmony I, II, III, IV and V; Sight-Sing-
ing I, II and III; [etc.]." A compilation of his works fol-
lowed, showing that he had received two prires--the Paderewski
in 1921 and the Coolidge in 1924--and had already had two works--

Blue Voyage and Study in Sonority--published by G. Schirmer,

with another--Whimsy--soon to be published.

Apparently Riegger had only recently begun writing in
the "ultra-modern" style. Adolph Weiss, who wrote the article
on Riegger for Cowell's book, complained of mediocre material
in Riegger's early pieces, calling him a “fettered conserva-

tionist" in the Chromatic Quartet of 1924 and a Debussyist in

Vhimsy (1923). Other works Weiss considered too romantic,

sentimental, or fragmentary. But with A Study in Sonority,

composed in 1929, said Weiss, "the real Riegger comes into

being.“b7

Charles Seeger, too, was conscious of this sudden shift

in Riegger's style--a shift which he found surprising and

amusing?

I was sitting down to lunch at the Institute for Musical
Art one day with Riegger. He was a nice chap who wrote
very conventional music, perfectly good. He said, “Charles,
I want you to know something. I've decided to write modern
music.” Well, that's very amusing and I put him down as
another faker. But I had enough respect for him--he was

a very honest man and his integrity was unquestioned--so

I said to myself, we'll see what happens. Becker may

have done just the same thing--written a lot of very con-

Y7cowe11, AcaM, pp. 71-72.
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ventional, dull music and then said, “Oh, I've got to be
modern.” A lot of people did. But Riegger was a differ-
ent matter. He was a very good musician, very well trained
and a fine teacher. It wasn't long before I had to admit
that it could be done--almost as if you could imagine a
young man in Bach's day who'd done nothing except imitate
Italian opera. You suddenly meet him and he'd say, “You
know, I've decided to give ug Italian opera. I'm going

to write fugues like Bach."¥

The music of Riegger that Cowell selected for his

Quarterly+-Suite for Flute Alone--was in the new style and

had recently been performed at a League of Composers concert

in New York.'?

Cowell might even have been in attendance,
since the concert took place on Sunday, 2 February 1930, only
five days before his first scheduled lecture at the New School.
The piece was dedicated to the flutist Georges Barr®re (1876~
1944), a native of France, who had come to New York in 1905,
Barrtre had played with the New York Symphony Orchestra, taught
at the Institute for Musical Art, and, in 1914, founded the
Barr®re Little Symphony. A well-known performer of modern
music, he was also a composer and edited classical works for
the flute.so

Riegger gave the following description of his piece

in the New Music issues

In this work, aside from the ever present problems of
design, the chief difficulty has lain in the avoidance

of diatonic tonality without the aid of other instruments,
So-called tonal centers, however, may be felt in various
places. This cannot be said of the concluding six measures,

baIntarviev with Charles Seeger.
b9The League of Composers: a Record of Performances
(New York: League of Composers, [ 1936]), p. 14,

5°Baker's Biographical Dictionary, s.v. "Barrdre,

Georges."
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in which each of the semitones of three octaves of
flute range is represented once,

The Suite is in four movements. The first, Moderato, is

leisurely and flowing, is centered around F/F-sharp, emphasizes
major-seventh and minor-ninth intervals, and highlights two
progressions (see Example 28)1

Example 28. Riegger, Suite for Flute Alone, I, measures 13-14,

%

The final measures sum up the movement (see Example 29):

messa voce

Example 29. Riegger, Suite for Flute Alone, I, final cadence.
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Vivace, part II, by contrast, is quick and breathless, pre-
senting two- and three-note motives in rocking motion that
propel the melodic lines forward. In the cadence there are
permutations of progressions in the first movement (see Ex-
ample 30):

Example 30. Riegger, Suite for Flute Alone, II, final cadence.
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The third movement, Molto con sentimento, begins with refer-

ences to twelve-tone writing (all twelve notes are used, the
D and D-sharp repeated). An expressive waltz, it plays on a
three-note motive (see Example 31)3

Example 31, Riegger, Suite for Flute Alone, III, measure. 8,

4 =2iEs

Finally, the last part--Allegro ironico--is breezy and flip-

pant with jazzy rhythms and irregular phrases. There are

wide leaps (up to two-and-a~-half octaves), exploitation of
sevenths and ninths, sforzandos, and frequent changes in meter.
A twelve-tone row begins the movement but is not used in tradi-
tional fashion. The movement closes, however, as Riegger stated,
with a succession of thirty-six non-repetitive tones represen-
ting the chromatic scale and cadencing on an F-sharp, one of

the tonal centers in the first movement (see Example 32).

As in the previous New Music issue containing Ruggles's

music, here, too, an errata sheet was inserted into the issue,
with the suggestion that the "corrections may be cut out and
pasted in position."sl (One of them should not have been madet
the time values in the measure under consideration were already
correct.) When the score was reprinted in the 1950s, two of

the corrections were incorporated in the score; the third

51Rayner reported to Cowell as late as 19 June that he
had sent the second proofs to Riegger--Letter, Kurt Rayner to
Henry Cowell, 19 June 1930. New Music Collection.
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Example 32, Riegger, Suite for Flute Alone, IV, final cadence.

Meno mosse uh:llos
P B

s

change was disregarded. The designation “Op. 8" was added to
the title and some tempo changes were made: in I, from J =66
to J = 84 and, in III, ma non troppe lento to J = 69. The
issue was also reprinted without the accompanying McPhee pieces,
and dated (incorrectly) July 1929.

When the flute suite was performed at a New Music Society
concert in 1933, it received favorable reviews from the San
Francisco critics. Redfern Mason called it "a sort of free
arioso, determined to dodge the shackles of éccepted melodic
form," and found in it "improvisational charm."sz Alexander
Fried was less enthusiastic but not too critical: "Although

it was not melodious, its caprices of rhythm and of sudden

szﬂedfern Mason, "Recital Made up of Moderns," San
Francisco Examiner, 26 April 1933.
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melodic flight seemed not without some abstract musical v&luef53
The other music in the same edition were two piano
pieces by Colin McPhee.
McPhee, according to the biographical notes in the

New Music edition, was born in 1901 in Toronto and studied

composition in Baltimore at the Peabody Conservatory, in Paris,
and later with Var®se in New York. Slonimsky gives McPhee's
years of study in Toronto as 1921-24 and in Paris 1924-26,
saying that he settled in New York in 1926 and *joined the mod-
ern movement" at that tina.sb

At 29, McPhee already had some impressive performances
to his credié. According to Cowell's notes, McPhee's music
had been performed by the Toronto Symphony Orchestra, the
Composers® Guild, and the Schola Cantorum in New York in 1929,
as well as in concerts in Boston, Rochester, and Philadelphia.
One of McPhee's works--Sea Shanty Suite--had been recently pub-
lished by Erwin [sic] Kalmus.

Wallingford Riegger, in Cowell's American Composers

on American Music, quoted McPhee as saying that the period in

which he wrote the two pieces published in New Music represented

“the time when I was chiefly interested in economy of means
and formalism." Riegger discussed McPhee's rhythmic ideas,
the shifted accents, and percussive drumming on the piano, but

did not quote from the piano pieces because, as he said,

sgAlexander Fried, "Music Society Offers Novelty in
*Daniel Jazz'," San Francisco Chronicle, 26 April 1933,

5bBaker's Biographical Dictionary, s.v. "McPhee, Colin."

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



262

each seems to have been conceived as a unit (though

probably it was not!), so that the phrases have much

more meaning in relation to each other than in them-

selves. This, far from being derogatory, implied

breadth, and it seems to me a leaning toward the larger

forms of expressiog rather than a lyricism per se, while

not precluding it. 5

The Invention, composed in New York and dated 12

August 1926, was obviously patterned after Bach. Although
the two-voice counterpoint is at times quite dissonant, dis-
tinct tonal centers are employed--D major, an excursion into
D-flat, a return to D, and a trick final cadence implying D
minor. The figuration is Baroque-like with broken chords and
scale passages, but the frequency of sudden modulations and
the use of extreme ranges on the piano are far removed from

Bach., (Example 33a.)

Invention was paired with Kinesis. (The invented title

was the nominative form of the adjective kinetic.) The piece

is dated 9 May 1930, possibly comeosedespecially for New Music.

Like Invention, it is in two-voice counterpoint--a seamless

composition of broken chords and scales in perpetual motion

with irregular accents punctuating the fabric. (See Example 33b.)
Cowell was back in California by the time this July

1930 issue of New Music was published, having left New York

at the end of April for appearances in the Midwest, some at
Becker's instigation. Even as he pursued his own career,
Cowell seized opportunities to publicize New Music. Following

an interview with a reporter from the Glencoe News in Illinois,

for example, there appeared a 12-inch article on the Quarterly

5500we11, ACAM. pp. 4O-U2,
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and the Society. (Cowell's recital at the high school was men-
tioned only incidently.) "The magazine is not organized on a
profit-making plan," it read, "but any profits which may ac-
crue are equitably divided among the contributing composers.“ss
Articles such as this must have given a 1ift to Cowell's
spirit even as he was worrying about the slim treasury. In
August, Cowell wrote to Ives-~casually, lethargically (a hot
day, perhaps?):
Dear Mr. Ives: I have nothing particular to write to you
about, but just wish to drop a line anyway, in general.
I enclose a fine mention on New Music from Germany's
chief paper.
New Music was just down to nothing financially with the
paying the bills of the July issue, but I hope enough will
come in before the October issue to pay for it. I had to
take $25.00 which is nominally for the composers of the 57
JULY issue, to put into the paying up of bills, however ., . .

Once again the composers' share had been postponed.

56"New Music Society Publishes Works of American Com-
posers," Glencoe News, 3 May 1930.

57Letter, Henry Cowell to Charles Ives, 28 August 1930,
Ives Collection,
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VIII
THE FOURTH SEASON, 1930-31

Cowell's letter to Ives in August 1930 about New
Music's difficult financial situation produced a typical
response from Ives: he immediately sent $100 to Cowell for
the Quarterly, money which, as Cowell told him, would “in-
sure” the October 1::ua.l Cowell reported to Ives in the
same letter that the plan for a "Young German" issue was run-
ning aground because he had been unable to get good matsrial,
He settled, instead, for a piano piece by Weiss (reminding
Ives that Weiss was of "German extraction") and one by Chéves.
He also remarked, undoubtedly with an eye toward the interest
of the subscribers, that he felt it advisable to have piano
works in “as many issues [of the Quarterly| as possible.* He
was, he told Ives, making up a new circular for New Music which
would be mailed out at the end of the month. This time, said
Cowell, there would be "less copy."

The pale yellow flyer was indeed a strong terse an-

nouncement, in a classic design by Hazel Watrous, (Plate XXII.)

1
tter, Henry Cowell to Charles Ives, 8 Septemb
1930. Ivea Coilecti o; ® ’ eptember
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NeEW MUSIC

HENRY COWELL o+ €DITOR

A QUARTERLY PERIODICAL PUBLISHING MODERN MUSIC @

NEW MUSIC HAS SUCCESSFULLY
COMPLETED ITS THIRD YEAR OF PUB:
LISHING THE FINEST AMERICAN GON-
TEMPORARY MUSIC, AND SOME FOR:
EIGN WORKS OF SPECIAL INTEREST,
OF A TYPE WHICH GENERAL PUBLISH:
ERS CANNOT HANDLE DUE TO THE
LACK OF FINANCIAL SUPPORT,

NEW MUSIC IS NONPROFIT MAK:
ING. ANY PROFITS WHICH MAY AG-
CRUE ARE DIVIDED AMONG THE CON:
TRIBUTING COMPOSERS. ..

NEW MUSIC HAS BEEN WIDELY
REVIEWED THROUGHOUT EURGPE AS
WELL AS IN AMERICA, AS BEING THE
LEADING PUBLISHER OF MODERN
AMERICAN MUSIC. . . . . . .

WE ASK YOU TO HELP SUPPORT THE
BEST EXPERIMENTAL AMERICAN MU:
SIC BY SUBSCRIBING TO NEW MUSIG
AT $2.00 PER YEAR. YOU WILL THEN
RECEIVE FOUR ISSUES OF MUSIG
ALONG NEWER LINES, INCLUDING
WORKS FOR PIANO PRIMARILY, AND
ALSO ORCHESTRA AND cHAMBéR
SCORES, SONGS, ETC. e

THE 1930-31 VOLUME WILL CONTAIN
NEW WORKS BY ANTON WEBERN,
CARLOS CHAVEZ, ADOLPH WEISS,
HENRY BRANT, COLIN McPHEE, ETG.

PLEASE FILL OUT AND RETURN THIS SLIP WITH TWO
DOLLARS TO NEW MUSIC, 1950 JONES ST,
SAN FRANCISCO, CAUFOINIA. iOl sulscm.
TION FOR ONE YEAR. . e
NAME .

Plate XXII. New Music Flyer, August 1930. (Reduced in sige)
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If stressed the piano works to be included and made an ap-
p;nl for funds stronger than usual in the reminder that the
$2.00 subscription would serve to support experimental music

as well as pay for copies of New Music.

By September 1930 memberships in the New Music Soci-

ety as well as subscriptions to New Music had increased from

those of the previous year. Cowell's ledger recorded fifty
members of the Society (there had been only sixteen listed in
1929) and 41 subscriptions to the Quarterly. 7Two of Cowell's
early patrons, Mrs. Casserly and Mrs. Barnes, were no longer

on the New Music Society list, but other long-time supporters
were still there: Henry Eichheim, Irving Morrow, Mrs. Seward,
Albert Elkus, and Arthur Hardcastle. For the first time, com-
posers Gerald Strang and Wallingford Riegger were listed, as
were violinist Carol Weston, pianist Dora Blaney, and Minna
Lederman of New York, editor of the League of Composer's Mod-
ern Music. Two others associated with the League--Aaron Copland
and Mrs. Arthur Reis--also subscribed to New Music that year,

as did violinist Joseph Achron, conductors Slonimsky and
Alexander Smallens, and dancer Doris Humphrey. Although

Cowell listed Mrs, Walton's ten subscriptions ($20), he omit-
ted as usual any reference to a contribution by Ives. Obviously,
however, Ives's support was needed more than ever during
1930-31: based on the numbers of members and subscribers cited
above, Cowell would have begun the season with only about $340--

hardly enough to pay for more than one 1ssue.2

2The ledger lists 50 New Music Society members @ $5
($250)3 five vendors ($7.12); and 41 subscriptions to New Music
6 $2 ($82). The total was $339.12. New Music Collection.
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Cowell's letters to Ives that fall spoke of the pos-
sibility both of performance and publication of Ives's music
that year. In August he wrote about publishing another work

by Ives in New Musict

I have been thinking, also, that it is about time for

another work of yours to appear in NEW MUSIC. It would

be very interesting to have a piano work--a work easier

for most people to get at than the orchestra score. What

do you think aboutjprinting your New England Sonata at the

end of the season?
On 8 September he sugéested that a work by Ives be performed
at the New Music Society concert in October.h Since the con-
dition of Ives's scores and the difficulty of playing them
would have made it unlikely that one of his works would have
been ready for a performance only a month away, it is possible
that Cowell was only playing up to Ives's ego. But Ives did
send a score, identified by Cowell only as for "string orches-
tra,” but it came too late for the October concert, according
to Cowell's letter to Ives on 24 September. He would, he said;

"do it on the next one.“s

New Music Society: International Program

The New Music Society concert that fall of 1930 was

an ambitious undertaking. The program (see Plate XXIII) shows

3Letter, Henry Cowell to Charles Ives, 28 August 1930,
Ives Collection. Cowell repeated this request several times
over the years, but the Concord Sonata was never published in
New Music,

uLetter, Henry Cowell to Charles Ives, 8 September
1930, Ives Collection.

5Letter, Henry Cowell to Charles Ives, 24 September

1930. 1Ives Collection. See below, pp. 307ff for further
discussion about this work.
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The New Music Society of California
P. O. Box 356 - San Francisco

DIRECTOR - HENRY COWELL
EXECUTIVE BOARD - DENE DENNY. ARTHUR HARDCASILE, CAROL WESTON

—————
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& Medo
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Loslie Shivo, W
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Plate XXIII. Program for the New Music Society Concert,
15 October 1930. (Reduced in sige)
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the large number of participating musicians employed (who,
however, were not paid) and the international orientation of
the concert: works by Americans Riegger and Ruggles, Latin-
Americans Rold4n and Sanju&n, and the San Francisco premiere

of Schoenberg's Pierrot Lunaire.6 The conductor of the con-

cert, Pedro Sanjuén, born in '‘Spain in 1886, had emigrated to
Cuba after a conducting career in Europe and organized the
Havana Philharmonic in 1926. Two of his composition students

were Rold&n and Caturla.’

Carol Weston, a local violinist,
served as head of the violin section in the chamber ensembles
used at this and later New Music concerts. In a letter to Ives
in November of 1930, Cowell called her the "organizer of musi-
cians for the Society.“8 Weston was also a lecturer and teacher
in San Francisco: she gave a course on "How to Listen to Music"”
at the YWCA in October and one on the history of music there
in Novomber.9

The concert--the first orchestral concert in three

years for the society-~was preceded by publicity centering on

the premiere of Pierrot Lunaire. The Chronicle announcement

stressed the grotesque nature of the work and quoted the English

critic Cecil Gray, who spoke of the “nameless horrors and ter-

600we11 spelled "Lunaire” incorrectly on the program
just as he frequently did in letters.

7Baker‘s Biographical Dictionary, s.v. "Sanjuan, Pedro.”

BLetter, Henry Cowell to Charles Ives, 26 November 1930.
Ives Collection.

9San Francisco Examiner, 12 October 1930; San Francisco
Chronicle, 2 November 1930.
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rible imaginings, of perverse and poisonous beauty . . ,

10

withering mockery and malicious, elfish humor . The

Examiner had invited Cowell to write on the radical nature

of the work. Cowell called its "leanness of texture and
nakedness of form . . . unprecedented in modern music® and
went on to claim that

the whole present tendency toward economy of material has
its roots in this work, and owes something to it., It
started a renaissance of chamber music at a time when the
whole advance of music had been toward greater and greater
volume and more instruments. The position of Pierrot
Lunaire as being the turning of the tide is what gives it
its unquestionable position as one of the most important
compositions of modern music, whether one likes the music
or not.

Cowell then discussed Schoenberg's compositional techniques,

in which

the instruments give macabre textures, and with their
thin lines give impressions of miasmic and weird shadow
worlds; of intangible and chimerical fears and horrors.
A previously unused type of dissonant chords and skips
was developed to give these impressions by Schoenberg,
who has since developed them into a perfect, almost
mechanical system.

The concert was a huge success for the New Music Soci-
ety. Cowell wrote to Ives that it had had the largest audi-
ence ever to attend a New Music event in San Francisco. It
was not, however, a financial or critical success. Cowell
reported in the same letter that, in spite of the crowd, he

had had to draw $40 from New Music funds to cover the deficit.l?

The critic from the Chronicle, Alexander Fried, in statements

1oSan Francisco Chronicle, 28 September 1930,

11San Francisco Examiner, 12 October 1930,

lzLatter, Henry Cowell to Charles Ives, 24 October
1930, 1Ives Collection,
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reminiscent of those he had made at the debut of the Society
in 1927, called the 1930 concert "an important contribution
to San Francisco's musical experience.” He spoke of New Music's
“indomitable director . . . the praiseworthy ensemble . , .
the capacity audience [nnd] the enthusiastic applause.” But,
although some parts of the Schoenberg cycle seemed to him pro-
foundly and originally expressive,” he found that "in the un-
ending succession of verses the listeners' appreciation last
night became blurred, then routed in weariness.” Although Fried

was a newcomer to modern music, he seemed to know how Pierrot

should be performed, and his review implied that, painful as it
was for him to criticize such conscientious musicians, he felt
obliged to comment that "they misjudged Schoenberg's style,*

Not only did the ensemble fail to "get past the point of literal
presentation” but Rudolphine Radil, instead of declaiming, “sang

literally and musicnlly."l3 The San_ Francisco News, The Argo-

naut, and The Carmelite also reviewed the concert; from their

articles excerpts pertaining to the Cuban works were translated

and appeared in the Boletfn de la Orquesta filaménica de 1la

habana of 23 November. Another review, by William Harmans,

appeared, in German, in die Musik.lu But the two major musi-

cal journals in the United States ignored the concert. In fact,
there were no reviews of any contemporary concerts in the Jan-

uary 1931 Musical Quarterly. The November-December 1930 issue

13Alexnnder Fried, "Schonberg's 'Pierrot Lunaire®' Scores
In Concert of New Music Society,” San Francisco Examiner, 16
October 1930,

1"die Musik, 24 (November 1931). New Music Collection.
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of Modern Music contained reviews of “Hindemith and Bach at

Chicago" by Alfred Frankenstein, and the January-February 1931
issue limited reviews to those in New York. In 1930 events

like the San Francisco premiere of Pierrot Lunaire d too

remote to New York readers for comment.

In San Francisco Redfern Mason of the Examiner, who

continually sought ways to promote not only California com-
posers but American composers in general, wrote a lengthy fea-
ture lamenting the publishing situation for American compossrs.,
Prompted by a new brochure, American Composers of Toda sy com=
piled by Claire Reis and published by the International Soci-
ety of Contemporary Music, Mason noted in his article that
most of the works listed in the brochure had not been published,”
he said, "when their quality justifies the expense; for they
give this country a kind of advertising which it needs.”
Mason credited the ISCM and others--the New Music Society, the
Cos Cob Press, and "the apparently extinct” Wa Wan Society--
with devising means for the publication of American music. He
was mistaken, however, when he complained that nothing by Dane
Rudhyar had “found its way into prtnt."ls

The article provoked an immediate response from Cowell,
whose letter to Mason appeared in the newspaper on 5 October.
Cowell, agreeing with Mason's assessment, remarked that only
after having been published in Germany, France, England, and
Russia had he been able to acquire recently an American pub=

lisher (W. A. Quincke in Los Angeles). He then proceeded to

15Redtern Mason, "Publishers Slowly Realiring Merit
in American Music," San Francisco Examiner, [September, 1930].
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set the record straight about Rudhyar who, he said, had in-
deed been published--in New Music. He went on to discuss the
quarterly as a viable alternative to commercial publishings:
New Music, as a guarterly periodical, insures a distri-
bution of all the music it prints to all its subscribers,
who number nearly all the people in this conntry who are
vitally interested in contegporary music, as well as
several hundred in Europe.1
Cowell's reference to “several hundred in Europe” who were

interested in contemporary music and subscribed to New Music

was of course an exaggeration. Although no records of fore
elgn subscribers have remained from those years, address

lists from 1933 to 1935 included addresses of approximately
sixty-eight individuals, journals, and music stores who re-

ceived complimentary copies of New Music. How many copies

were sent to each, of course, was not included, but it is
unlikely that the foreign mailing reached as high as Cowell
suggested either in 1933-35 or earlier in 1930, For the en-
tire mailing, both domestic and foreign, only 600 copies were
printed of the October 1930 issue.l?

The October issue marked the beginning of a new color
scheme for covers of the quarterly: instead of a different hue

for each issue, all four issues a year (one volume) now were

16Hanry Cowell, “'New Music' Helps the American,” San

Francisco Examiner, 5 October 1930. New Music Collection.
Mason, an Englishman who came to the United States in 1900,
wrote two books on Irish music while he lived in Carmel, Cali-
fornia in 1912, It is surprising that Mason erred on the
Rudhyar publication because he was a follower of Cowell's
career since he had reviewed Cowell's first public performance
in 1914 and received New Music. See above, p. 4o, 114,

17Lettor, Kurt Rayner to Henry Cowell, 23 September
1930. New Music Collection.
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colored identically with different colored lettering. For
1930-31, the covers were white with navy, orange, green, and
lavender printing on the successive issues. There were changes,
too, in the masthead: a new address (Post Office Box 356 in
San Francisco); a reactivation of the executive board (now con-
sisting of Dene Denny, Arthur Hardcastle, and Carol Weston);
and the addition of the names of Winifred Hooke, Anton Webern,

and Adolph Weiss to the Honorary Board of Endorsers.

New Music Quarterly: Music by

Webern, Weiss, and Chévesz
The October issue (Volume IV, Number 1) contained

the second of Anton Webern's three sacred songs, Geistlicher

Volkstext, of Op. 17, Sonata for Flute and Viola by Adolph

Weiss, and 36 by Carlos Chfvez. As Cowell made clear to Ives
the previous August, the Webern work was a substitution for
a work by Roy Harriss:
The bottom rather dropped out of the October issue, as I
planned on a Sonata of Roy Harris, and he withdrew it at
the last moment; I am therefore printing a very fine work
of Anton Webern (for the first time a European work) and 18
am trying to get a good American short work to go with it,
Webern's song was the property of Universal Edition, whose
permission to publish was noted on the first page of the score.

A receipt in the New Music papers indicates that Cowell paid

Webern $100 on 23 October 1930--possibly for publishing

lﬂLetter, Henry Cowell to Charles Ives, 28 August
1930. Ives Collection. The Harris sonata may have been
the piano sonata played by Harry Cumpson in New York, 17
December, as reported in Modern Music 8, p. 40.
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rights.19 The biographical notes gave brief information about
Webernt he was born in Vienna and studied with Schoenberg from
1904 to 1908, taking a Ph.D degree at the University of Vienna
in 1906, He was theater orchestra director in Vienna, Prague,
and German cities until 1918, then teacher and conductor at
Moedling.

The sacred folk songs from which the song published

in New Music was taken had great significance in Webern's

ceuvre since the songs were the first pieces in which Webern
incorporated the twelve-tone method he had learned from
Schoenberg. Herbert Eimert described the place of Opus 178
In the eleven years from 1915 to 1926 Webern wrote only
vocal works, principally groups of songs with from two
to five instruments, also four songs with piano and two
choruses with instruments. This series of works from
Op. 12 to Op. 19 contains.. the full development and formue
lation of Webern's motivic style; the Three Folk Texts
of 1924 (Op. 17) add to these unmistakably-stamped, spes:l-
fically Webernian resources the twelve-tone technique.?
Although Cowell had commented before about Schoenberg's
system,21 it is possible that he was not aware that Webern
had actually used a row in these songs. Most critics agree

that Webern integrated the row so smoothly that his style

19Receipt of payment, Henry Cowell to Anton Webern.
New Music Collection. The work was eventually published by
Universal in 1955 with some slight changes in dynamics. The
later scoring is also marked for B-flat clarinet and B-flat
bass~clarinet with notation changed accordingly.

zoﬂerbert Eimert, "A Change of Focus," trans. Leo
Black, die Reihe, 2 (1955), 2nd ed., rev. (New York: Theodore

Presser, 1959): 29~36,

21See his reference above (p. 209) to Weiss's use
of twelve-tone technique in Aesthete.
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changed imperceptibly. Kolneder quotes Zillig, who said, %, . .
with Webern the step happened almost unnoticeably, and his
entry into the method hardly makes any appreciable difference
in the works of his second period--there is certainly no break

%22 And Eimert claims that "Op. 17 does not indicate

in style.

a change of technique or even of style but represerts a comple-

tion of his technical means. . . . Webern's arrivai at totai

organization is without triumph . . . but a confirmation. . . ."23
The song published by New Music, like the other

sacred folk songs of Opus 17,zb is scored for soprano, violin,

clarinet, and bass clarinet. The text is somber in contrast

to Webern's cheerful, light-hearted musics

Liebste Jungfrau, wir sind dein, Dearest Virgin, we pray thee
zeig' dich, Mutter stets zu sein, 1like a mother you may be.

schreib' uns alle deinem Herzen Keep us ever in thy heart
unausl$schlich ein. and in thy memory.

Gross ist unsrer Feinde Zahl Great the number of our foe

hier in diesem Trénental; in this vale of tears below.

rette, Mutter, deine Kinder Save them, mother, all thy
vor dem Stindenfall. children from their

sins and woe.2
Webern used twenty-three successive statements of the
tone row--always in prime order and, as can be seen in the
opening measures (see Example 34), divided among the vocal

and instrumental partss

zzQuoted in Walter Kolneder, Anton Webern: An Intro-
duction to His Works, trans. Humphrey Searle (Berkeley: Univer-
sity of California Press, 1968), p. 104.

z’Eimert, “A Change in Focus.”

2"‘Ihe title in New Music is Geislicher Volkstext; the
title in the Universal Edition is Drei Volkstexte (Three

Traditional Rhymes).

strans. Eric Smith. Booklet issued with Anton Webern:
The Complete Music, Columbia Records K4L-232,
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Example 34, Webern, Geistlicher Volkstext, Op. 17, No.2,
measures 1-2. First presentation of tone-row.
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Although Webern did not use inverted and retrograde forms of
the row, he did incorporate contrapuntal ideas characteristic
of his earlier atonal works and of his later serial oness

brief phrases, two- and three-note motives separated by rests,

imitative and inverted ideas, dd hanges in dy c¢s and
articulation, and throughout, emphasis on interlocking major-
sevenths. The final measures illustrate many of these traits.
(See Example 35-)26

The vocal line in the song, in spite of its wide

leaps, sounds smooth and lyrical against the staccato notes

sthe notation of a second triplet in the penultimate
measure in the clarinet was supplied in an errata sheet printed
with the score.
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Example 35, Webern, Geistlicher Volkstext, Op. 17, No.2,
final cadence.
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in the accompaniment, but there was at least one subscriber who
found Webern too much to take. Mrs. Donald Myrick of Santa
Barbara wrote to New Music after receiving the October 1930
issues
Kindly discontinue sending me "New Music" when my paid
up subscription expires. I believe you would be safe in
offering a large prize to anyone who can sing "Geistlicher
Volkstext" by Anton Webern published in your last issue.27

There could scarcely be a twelve-tone work more dis-

similar to Webern's song than the Sonate for Flute and Viola

by Adolph Weiss, also published in the October 1930 issue.

27Letter, Mrs. Donald Myrick to New Music, 20 October
1930, New Music Collection.
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Where Webern's work is short and aphoristic--22 measures of
through-composition-~the Weiss sonata islong, 131 measures,
and in rondo form. Where Webern weaves the angular melodic
lines among the voice and instruments, Weiss maintains a dis-
tinct separation between flute and viola parts--each charac-
terized by the same chromatic and conjunct lines. Few of the
rests prominent in the Webern style are found in the Weiss
sonata, where there is a constant movement in scale passages
and written~-out trills, Finally, in the use of the tone rows
where Webern used only the prime row, Weiss used four forms--
prime, retrograde, inverted, and inverted retrogrnde?a(Exumple 36.)

Example 36, Forms of the tone row used in Weiss, Sonate
for Flute and Viola,

4 P-0 R0
. i % #1—‘-—‘*‘—1——1—————-
= T g A s
4 I-9 RI-9
4 5 v
2 e
- -

A row analysis of section A (see Example 37) illustrates how
Weiss used the row as a diatonic scale, exploiting certain
intervals (e. g., the augmented-seconds D-flat/E and E-flat/

F-sharp) and using certain combinations of tones sequentially

zaweiss later stated. that he used no transpositions,
and in fact another possible analysis indicates only P-0 and R-0
forms. Adolph Weiss, "Autobiographical Notoa " Bulletin of
the American Composers Alliance, (1958) & -
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(e.g., viola, measure 7).

The Sonata da Camera, as Weiss called it, was premiered
at Town Hall in New York by the Chamber Music Guild, 16 Janu-
ary 1930.29 It was also performed later at a New Music Soci-
ety concert on 25 April 1933 by Merrill Jordan, flutist, and
Louis Debovsky, violist. Like Weiss's works on previous New
Music programs, it made little impression, although one critic

said it was "reasonably easy to listen to.“30

Cowell, however,
was always an admirer of Weiss's music. In a preface to an

article on Weiss in the ACA Bulletin, Cowell gave Weiss credit

as "the first American to learn the technique of the twelve-

tone row," and "the first to bring this technique to this country
and spread a knowledge of it here at a time when it was either
unknown entirely or badly misunderstood.” Cowell also praised
Weiss for using the technique to develop his own individual
styles

Weiss, like Berg and Webern, uses the technique to en-
hance his own native creative tendencies. These in-
clude a strong sense of the lyrical, the poetic, the
curve of beauty of the phrase. There is always a sense
of unity and of direction in each movement. Dramatic
and melodic ideas are well-contrasted, but his personal
sense of musicality always predominates. His music,
always well-written and appealing, is original although
couched in a known technique.

291p14.

3°Marjory M. Fisher, "'Daniel Jazz' Is Introduced to
San Francisco,” San Francisco News, n.d. New Music Collection.

31 Henry Cowell, "Adolph Weiss,"” Bulletin of the American

Composers Alliance, 7 (1958): 2. [Prefuce to Weiss, "Auto=-
biographical Notes,* -
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Not only Cowell but one of America's most influential
critics, Paul Rosenfeld, found the composer of the third piece
in the New Music's October issue--Carlos Chivez--a “great
creative talent, one of the few important composers this side

w32

the Atlantic. Rosenfeld, writing about the piano piece 36

published in New Music, called it a “racy little improvisation*

upon hearing it performed in New York. "“The droll dry little
piece called 36," he said, “furnished some of the slack, debonair
and crude-colored music, the vaudeville, °'from Missouri,' art .
which the Parisian Six set out to create in their b;tef heyday."33
Later, in 1932, in Modern Music, Rosenfeld called it a “sere,
offhand little piano-piece . . .t it is all drum-like effect,
brittle pizzicati, offhand unceremonious rhythms.* He found 36
"less substantial than its successors, the piano sonata and
Unidad. But it is all Chdvez in a nutshell.'ab

The biographical notes in the issue included some of
the same information used in the July 1928 issue in which
Chévez's Sonatina had been published. Added was the fact that
Chfvez had become director (in 1928) of the National Symphony
Orchestra of Mexico and the National Conservatory of Music at
Mexico City. The notes pointed out that Chivez wrote 36 in 1925,
but gave no clue to the enigmatic title,

Chiverz's brief 4l-measure piano study was written in
what Herbert Weinstock called his second-period style-~one

which combined the classical style of his first period with

32p5senteld, By Way of Art, p. 176. 33Ibid., p. 174.

3“ ul Rosenfeld, "Carlos Chavez,” Modern Music, 9
(May-June 1932)! 153-59.
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Mexican elements.35

The main idea of the piece is a descen-
ding motive treated in a neo-baroque fortspinnung style (see
Example 38) interspersed with rhythmically accented measures
derived from folk influences (see Example 39).

Example 38, Chévezr, 36, measure 1.

The piece is deceptively improvisatory, seemingly
drifting off into spontaneous ideas. The construction, how-
ever, is tight, with earlier motives returning periodically
in new keys and at new levels, with the result a continual
development. The tonal center oscillates throughout around C.

The October issue as well as the September concert
stimulated a new spurt of subscriptions and Cowell, off on a
lecture-recital tour, wrote to Ives from St. Paul that there

were now more new subscriptions than at any time since the

35Herbert Weinstock, "Carlos Chiver," Composers of the
Americas, 3 (1960): 60-82,
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"36

“inception of the quarterly, Apparently the usual finan-

cial worry about New Music had abated, for Cowell's letters

to Ives that winter spoke not of money for New Music but money

for scholarships to Cowell's classes at New School. Having
received $50 from Ives “for the educational bit," he wrotes

"I think that will be a very good beginning in the scheme for
propnganda."37 Then Cowell was off to Havana for a performance
of his piano concerto with the Havana Philharmonic. There he
wrote to Ives at the end of December: "Please send [ the “Emer-
son"] to Dr. J. J. Becker . . . St. Paul . . . he wishes to

use it in St. Thomas College, and in freelance lecture-recitals
in other colleges." Cowell's scribbled note was signed "Hur-~
riedly yours.“38 Cowell then sailed for New York, arriving
for the winter term at New School. On 10 January he wrote to
Ives about the results of the scholarship contest: there were
six winners [tuition was $15 for twelve sessions] and the list
included Wallingford Riegger. "They do not know," Cowell told

Ives, “who is responsible for paying for it.“”

New Music Quarterly: A Concerto by McPhee

While Cowell was in New York, the January 1931 issue

of New Music came out. It was a big issue, the largest since

36Letter, Henry Cowell to Charles Ives, 9 December
[1930]. 1Ives Collection.

371bsa.

381 otter, Henry Cowell to Charles Ives, n. d. [vefore
28 December 1930). Ives Collection. Cowell's performance with
conductor Pedro Sanjuian took place on 28 December 1930.

Slonimsky, Music Since 1900, pp. 522-33.

Lett Henry Cowell to Charles Ives, 10 January 1931
Ives Collectio:f' enry ’ Y :
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the publication of the second movement of Ives's Fourth Sym-
phony in January 1929, and it contained a striking work (for
that period)-~Colin McPhee's Concerto for Piano, with Wind

Octette Acc.uo In an article in American Composers on Ameri-

can Music Wallingford Riegger said that McFhee had been
“shocking” his listeners ever since the periormance of his

“.bl In 1929, McPhee

other piano concerto in Toronto in 192
repeated his shock--this time to the staid Bostoners--when he
performed a new piano concerto with Nicolas Slonimsky's
Chamber ensemble. At that time the critic for the Boston
Post, Warren Storey Smith, referred to McPhee as "a new com~
poser who promises well., . . . . In addition to a fine dis-
dain of conventional euphonies Mr. McPhee's music has a re-
Wbz The critic for the Boston Evening Tran-
script noted a resemblance to Stravinskys

freshing vitality.

Mr. Colin McPhee's Concerto for Piano and Eight Wind
Instruments--wood and brass--had little else to commend
it [besides musicalreason]. Throughout it was modernist
music . . . subject in every measure to the rule of rea-
son. Reflection had articulated it till it was as close-
woven as a Brussels carpet. Reflection had also dis-
tributed it. To not so much as one dissonance did solo~-
instrument or wind choir spring by imaginative impulse.
Reflection and Stravinsky; for from the Octuor and other
pieces of the all-embracing Igor between “Noces" and the
return to Bach does the Concerto audibly derive. Most

uoBoth the cover and the title page used the abbrevi-
ation "Acc." for accompaniment.

leallingford Riegger, "Adolph Weiss and Colin McFhee,"
in ACAM, p. 37.

uz"Uses Egg to Show Off Piano," Boston Post, 12 March
1929. Cowell Collection.
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younsters draw upon “Le Sacre." Mr., McPhee picks up “the
master” a bit further on.

The score is for piano and a wind octet of flute,
piccolo, oboe, clarinet in B-flat and A, bassoon, horn in Fy

trumpet in C, and trombone tenore. The New Music score also

contained a second piano part, a reduction of the orchestra
score, and is dated "Woodstock, June-October 1928.* A fore-
word on the title page instructs musicians in details designed
to produce a dry, biting performancet they were directed to ob-
serve "scrupulously" metronome indications, to bring out the

piano, to play all staccato notes molto secco, and to pay par-

ticular attention to the accent marks on the brass staves,

In three movements--Allegretto, Chorale (lento), and

Coda (Energico)--the concerto is somewhat traditional in struc-
ture and developmental in style. The driving motion of the first
and third movements is contrasted with the slow chorale.
Throughout there are dissonant non-functional harmonies with
a preponderance of eleventh and thirteenth chords and augmented
intervals. McPhee propels his concerto with a variety of lively
rhythms. The allegro uses a swinging modal tune in dotted
rhythm as its first subject. (Example 40a.) This is followed
by a rocking motive at measure 36. (Example 40 b. )

The final movement--Coda--goes at breakneck speed in
a chromatic flourish of sixteenth notes. (Example 40c.) Pre-
dominantly non-thematic, it exploits the percussive quality

of the piano, (Example 40d.)

bg"Three Ancients, Three Moderns, With Epilogue,*
Boston Evening Transcript, 12 March 1929. The article is
unsigned.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



288

AT N
»
N »
il
g I
§

\A : TN I
;8 8 i ]
g £

2 [
£ 3 orh
g E
g 4 Al Fshena
2 \
prc| I 4 B
2 S f ﬂ}l.
- 3 4 A A
o

|

£ N~
Pt BILI
o i 1 A TSI
El S 1 [} T ha s
E [T H o
& A | A A
K i : "\
§ h ( Y '
5 ¥ & i
i &

2 W N 0
8 & E.M S
s & ! . DYl &
g o P - 3 R
£ A Wy 2 5a
g o ,§¢ [ H
TR ORlWlE & B 5
. B - 15 s & a
g g Witk g 2y g
L) £ 2 Eu % - T
~ - o o] "
g. - E,, | B =] & < i

. 2 . . =~
i s 2 s 5

S

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



289

New Music Quarterly: A Sonata by Antheil

The next issue of New Music, Volume IV, Number 3

(April 1931), contained the Second Sonata of George Antheil,
a work similar in its percussive treatment of the piano to
the McPhee concerto, Cowell's decision to publish the Antheil
sonata (“The Airplane") was perhaps motivated by a desire to
capitalize on Antheil's notoriety rather than a particular
preference for his music. VWhen Cowell compiled his book on
American composers, he commented about Antheil in a lengthy
passage but did not include a chapter on him. Cowell's chief
complaint, as it was with other critics, was against Antheil's
opportunism, "discovering very quickly what the latest trend
is, and imitating it immediately, exaggerating it if possible.”
Cowell also thought of Antheil as being more European than
American, living in Paris and “much with Stravinsky." Yet Cowell
noticed that Antheil's recent works showed “more real original-
ity than in the showier early works." Cowell patronizingly
claimeds
With his undoubtedly unusual if not great talent, he will
eventually be able to weed out mere technical rawness, now..
that he has decided to try really to say something worth
saying. « . « Antheil today . . . does not write to please
and amuse a small clique of the supercilious sophisticated
but has taken tng finer course of trying to attain genu-
ine musicality.
Cowell, calling Antheil "the naughty boy of American

composers," was not alone in his assessment of Antheil., Earlier,

in 1925, Aaron Copland had criticized his brashness and pub-

m‘covell, ACAM, p. 7.
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45

licity-seeking ways. Randall Thompson, in 1931, echoed the

usual refrain: "Antheil is talenéad, but , . .""6
Born in Trenton, New Jersey, in 1900, Antheil lived
as a boy in Poiand, returning to the United States in 1913,

Cowell's biographical notes in the New Music edition pointed

out that Antheil had studied music with Von Steinberg in Phila-
delphia and later with Ernest Bloch. There followed a list
"of his larger works, as listed by himself"--works for orches-
tra, stage, and chamber music--but no reference to Antheil's
most notorious work, the Ballet mécanique, whose ronfing motors
and mechanical pianos stimulated the well-publicized riot at
Carnegie Hall on 10 April 1927. Antheil, in his autobiography,

Bad Boy of Music, claimed that the Ballet was the culmination

of his early style: "strange, cold, dreamlike, ultravioletlight
medium,” He chose the title, he said, because it was “brutal,
contemporary, hard-boiled, symbolic of the spiritual exhaustion,
the superathletic non-sentimental period commencing *the Long

Armiutice.'"u7 Antheil became a cause cflbre after the Carnegie

Hall performance, and when he returned to Paris one of the most
articulate of the American expatriates, Ezra Pound, honored
him with a book, Antheil and the Treatise on Harmony. Althbdugh
it reveals more about Pound than about Antheil, it does con-

tain a description of the Ballet mécanigue and Pound's analysis

usharon Copland, "George Antheil,” Modern Music, 2
(January 1925): 26-28,

bsRandall Thompson, "“George Antheil,” Modern Music,
8 (May-June 1931): 17-27.

u7Georga Antheil, Bad Boy of Music (Garden City, NY:
Doubleday, Doran, 1945), p. 137.
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of Antheil's most radical development: Antheil's music is a
“break from the negative (in the geometric sense) or sus-
pended, fluid quality of Chopin and Debussy. There is edge.
There is the use of the piano, no longer melodic or cantabile,
but solid, unified as one drumo""8

Antheil wrote the Second Sonata (“The Airplane®) in
1922, using the airplane as a "symbol for escape.” He recalled
later that it was "strange music,” and said: "The *Airplane
Sonata' is undoubtedly the most radical and discordant work
I've ever written; it still makes my notorious 'Ballet mécan=-
ique' seem rather tame in compari:on.”u9 The sonata, like
the Ballet, made a violent debut: at Antheil's first appearance
in Paris he played the sonata as one of a group of piano pieces

including Mechanisms and Sonate Sauvage as a prelude to a dance

program by the Ballets Suédois, 4 October 1923. A riot devel-

oped, but it was not a real one--it had been staged for the

film J..'Inhuma;l.no.su

Antheil's sonata is brief (only 11 pages), with ner-
vous, jazzy rhythms, Satie-derived two-voice counterpoint, and
Stravinsky-derived ostinatos. There are even some Cowellian
tone clusters., After an upward glissando, the first movement
takes off ("To be played as fast as possible”) in a rondo form,

A-B-al B! i _c-p? -A3, There is much syncopation, frequent

uaEzra Pound, Antheil and the Treatise on Harmony

(Chicagos Pascal Covici, 1927; reprint ed., New York: Da Capo
Press, 1968), p. 62.

bgAntheil, Bad Boy of Music, pp. 212-22; 350.

5%1bid., pp. 7, 136.
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changes of meter, and cross rhythms. (Example 41.) The
driving energy does indeed suggest the title--even to the
inconclusive coda. (Example 42.)

Example 42. Antheil, Second Sonata "“The Airplane,” I, final

cadence.
Sihabuiviiihs
1
| o)
—a 3 3 %
Z— C— ¥ 4 — —
S — & — rey
i i o oS
AR
= e el i P g
i S s .
4 < s R o e e e
i Tt ot —1—1—+—
i 2 e e e & >
N L S I 5
% y 3 — 11
o4 T8 C " 4 Al
8 — 8 0

The second movement, Andante moderato, is brief,

through~composed, and written frequently on three staves. It
contains some programmatic glissandos and ends with an ex-
panded version of the first movement coda.

Today, Antheil's sonata does not sound "strange" nor
unusually “radical and discordant,” but in 1930 its percussive
pianism was new, and the‘effect it made was well described by
Alfred Frankenstein, who, reviewing Antheil's performance of
it at Yaddo in 1933, defined the sonata as setting the "irresis-
table force of rhythm against the unmovable object of harmonic
dissonance, until both are reduced to spent and burned out
powder., But what a fine shower of sparks flies off in the

proeessl"sl

51A1fred Frankenstein, "New Music and the Monte Carlo
in Chicago," Modern Music, 11 (May-June 1934): 216-18.
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Once Cowell had sent the music for the 1930-31 volume
off to the printer--a task which he assumed each fall before
leaving for the East--his time was taken up with activities

other than New Music: teaching, concertizing, lecturing, and

other organizational activities while he was in New York. His
letters to Ives, for instance, referred not to New Music but
to the Pan American Association that winter as he planned for
a series of concerts of American music in Europe. Whether or
not Ives had determined yet to contribute financially to the
project, a decision had been made apparently to solicit dona-
tions from others. In February, Cowell sent Ives a draft of
the letter which he expected to send out to request donations.
The purpose of the concerts, the letter said, was “to combat
[the] false impression” that American music was “trivial* and
#to present concerts of serious American compositions for orches-
tra in Paris, Vienna, and perhaps Berlin during the summer and
fall of 1931." Then, in an overstatement typical of some &f

those he used in New Music flyers, Cowell spoke of the associ-

ation%s "regular plans, which have been successfully consum-
mated over a period of several years . . ."52

Like the New Music Society, the Pan American Associa-
tion also had financial problems., After losing money on a con-
cert in New York that winter, Cowell, unusually distressed by
the situation, spilled out his troubles to Ives, suggesting
that the bills could be paid if he used the $50 Ives had donated

for the European concerts, Mrs. w:lton's.confribution of $200,

szLetter, Henry Cowell to Charles lves, 16 February
1931, Ives Collection. The Pan American Association had been
founded in 1928,
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the concert's "take" of $125, and "the bit we already had in
the treasury.” 1In the same letter Cowell reported that the
Pan American concert planned in Vienna, estimated to cost only
$300, would in fact cost $750--$600 for Anton Webern, the con-
ductor, and 92 men of the Vienna Philharmonic and $150 for the
hall and advertising. Cowell then closed the letter with a
remark possibly intended to provoke a favorable response from
Ivest "I expect we can consider adding this to our crowded fi-
nancial obligations only if someone comes through with a dona-
tion of $500 or more. . ., %57
Cowell's own fortunes were looking up: at the end

of March the announcement came of his Guggenheim awards

Henry Dixon Cowell, composer and lecturer of Menlo Park,

editor of the New Music Quarterly, and contributing music

editor of the Carmelite. He will study at the University

of Berlin, specializing on materials used in extra Euro=-

pean musical systems.>5'
In April Cowell had returned to California from New York,
elated at the reception he had received en route from college
audiences. Writing to Ives, he talked of the large audiences--
"several thousand students,” pleased to note that there was "no
opposition to new music among young folks."ss Then, in May,
came a favorable review in the American Mercury of two pieces
(Tiger and Lilt of the Reel) published in Moscow and released

through Universal Edition. "Mr, Cowell," it read, "author of

53Letter, Henry Cowell to Charles Ives, 13 March 1931,
Ives Collection.

5“"12 Westerners Given Guggenheim Awards," San Francise
co_Examiner, 30 March 1931,

55Letter, Henry Cowell to Charles Ives, 23 April 1931,
Ives Collection,
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the too-little appreciated monograph, ‘New Musical -Resources,®
is the first American to have been favored by the press of the
Russian State Editian."56 In May, too, Cowell was in Carmel
giving lectures at the Denny-Watrous Gallery on "Musics of
the World,” illustrated with ‘rare records,'“57 and relaxing
at the annual "frolic" of the Carmel Music Society, recorded
for posterity by photographer Edward Weston in his diary: %, . .
a burlesque on opera. I danced Carmen, and made a hit . . .
Henry Cowell was a scream as Madame Butterfly. The evening is

the talk of t':au'mel."s8

New Music Society: June Concert
Cowell's increased status and publicity undoubt edly
contributed to increased attention paid to the New Music
Society concert on 1 June. There was, for instance, a well-
thought-out article (probably by Alexander Fried) announcing
the concert in the Chronicle in May. After discussing the
music to be performed, the article continued:
The New Music Society naturally arouses mixed feelings
by its preoccupation with music of controversial nature.
In a city sadly lacking in opportunity to hear examples
of the latest trends and experiments in music the organi-

zation wins from an intensely interested if small audiggce
highest admiration of its healthy aesthetic curiosity.

ssReview of "Two Pieces," American Mercury, May 1931,

57Poster. Cowell Collection.

58Eduard Weston, The Daybooks of Edward Weston, II
california (New York: Horizon Press, 1931): 217.

59"Concert to Offer Modernistic Chamber Music,* San
Francisco Chronicle, 24 May 1931.
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- The program was announced to society members on post-
cards (Plate XXIV), but at the last minute it was changed.

The Chronicle announced that because of the illness of a

string player, the Harris quartet would be canceled. In its
place would be a group of piano pieces by Gerald Strang, and
two violin pieces by Aaron Coplnnd.so
While neither of the chief San Francisco critics raved
about the music, Fried reluctantly admitted that there might
have been some value to the concert: ", . . as unusual pastime
the concert was worthwhile, and it had value, no doubt, as a
hint at the aesthetic adventures possible among the more elabo-~
rate works of contemporary experimentalists.” He found the
Copland pieces "plainly enjoyable and the Stravinsky music
“charged with a fetching mechanical activity.” To Fried the
Berg had an "emotionalism that the ear could not easily unravel,”
the Strang pieces were "curt and unassuming,” the Crawford Rat
Riddles “a curious fantasy," and the Cowell trio "thoroughly
dissonant, with the exception of a carefully lawful final chord
in each Paragragg."61 Redfern Mason was astonished to find
Cowell “slipping into beauty." “Can it be," he asked, "that
Henry is a law-abiding romanticist who has put on the robes of
ultramodernism in the heat of his unhardened youth and is now
soberly dropping them?" Other than calling the Stravinsky

pieces "daring and pr&vocative," Mason had 1little good to say

6°"Nev Music Society Program Changed.” San Francisco
Chronicle, 31 May 1931,

61A19xunder Fried, “Modernists® Work Played at Concert,"
San Francisco Chronicle, 2 June 1931,
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The New Music Saciety of California
WENKY COWELL + DIRECTOR
presant an iulusmol cunc it ol contumporary chamber music at
The Rudolph Schacffer Studios, 136 St. Anne St.
(neov California Strect and Grant Avonue)
Son Francisco, ot 8:30, p. m., Mondoy, June First

PROGRAM
1

String Quartet - - - - - Roy Haris
Three Pieces for Clarinet - - Igor Stravinsky
"
Six Paragrophs for string tio - - - - - Henry Cowell
Five Piaces [or Clarinet and Piano - - . Alban Berg
Rot Riddles, for voice, Oboe, Percussion and Piano - Rulh Crawford
. e

is Hoyt, Lourinne Mattern,

“The nrtists particips.ics
ney, ond Corol Weston.

Marion Hicolion Quatet, Mr. Overlieck, Cor
AUMISSION ONG DOLLAR (HNew Music Sutiely Members free on presentation uf cord)

Plate XXIV. Announcement of the New Music Society Concert,
1 June 1931, (San Francisco Public Library)
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about the rest of the music. He called the Crawford songs
*%a studio stunt" and the Berg pieces "edulcorated Schoenberg."62

Unless Ives's music was being played at a New Music
concert, Cowell seldom discussed the society in letters to
Ives. So it is not surprising that on the same day as the
concert Cowell wrote to Ives not about the program but about
plans for distributing the Quarterly abroad. "I am about
to enter a three year agreement with Heinrichs-Hofen Music
Co. of Berlin," he said, "to take over the Teutonic rights
of New Music at no expense and possible gain to us." Besides

selling New Music at their seventeen stores throughout Germany,

Austria, and Switzerland, Heinrichs-Hofen would have perfor-
mance rights for the orchestral works. “They will try to get
performances for them," Cowell explained, "as they do not make
anything if they don't. . . . The only obligation on our side
is to print the notes in German as well as English--a very

good plan anyway, as we have many German-speaking subscribers."63

New Music Quarterly: Brant's Variations

In the next issue of New Music, Volume IV, Number 4
(July 1931), notes on the music and biographical notes were in
both English and German. On the title page there was a notice
that Heinrichshofen was the distributor of New Music for
Germany, Austria, and Switzerland. The music Cowell published

in this issue-~Henry Brant's Variations and Sarabandes--served

62Redfern Mason, "Modernistic Muse Outpouring Heard
Heard at Unique Concert,"” San Francisco Examiner, 2 June 1931,

63Letter, Henry Cowell to Charles Ives, 1 June 1931.
Ives Collection,
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as a particularly apt illustration for Europe of American ex-
perimentalism. Brant, a seventeen-year-old student at the
Institute of Musical Art in New York, was a Canadian who had
studied at McGill University Conservatorium before coming to
New York.sh The brief biographical notes in the issue did not
refer to the Institute, but said that Brant had come to New
York in 1928 and had attended high school there. There is no
mention of his composition teachers, although, according to
Vinton, Brant studied privately with Riegger in 1930 and 1931,
Cowell undoubtedly knew Brant in New York and might have ac~
quired his music the previous winter when he was there, because
a letter from the printer Rayner to Cowell in New York on 25

March 1930 acknowledged receipt of the Brant Variutions.ss

Cowell was a great admirer of Brant's works and singled him

out as a member of the first group in his book American Com=

posers, a group composed of Ives, Ruggles, Seeger and others
like himself, who expressed “some phase of the American
spirit in their works." "Henry Brant," he said, "has invented
a new concept of harmony and some other individual ideas."66
Brant's "new concept of harmony" was "oblique" rather
than vertical. According to his notes for the issue,"”the

resolutions of the separate voices [occurred] almost invariably

at different moments, often as far Apart as three bars of

6"'D.’l.ci:iommjy of Contemporary Music, s.v. "Brant,”
by John Vinton.

65Lettar, Kurt Rayner to Henry Cowell, 25 March 1930,
New Music Collection.

66Henry Cowell, ACAM, pp. 3-~4.
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moderate time." Part of Brant's idea, too, was to leave some
dissonance unresolved, hinting at a resolution but having “"one
set of 'suspensions®' sliding into the next." Brant postulated
two other radical ideas in his preface! he insisted that the
music always be listened to with score in hand and he refused
to specify the four instruments to be used in the Variations,
leaving the "matter relegated to the discretion of the per-
former." While the choice of instruments was an arbitrary one,
other elements in the score were clearly defined. Brant
specified that rubatos and dynamics must be omitted because
*none of these things have any particular relation to the charac-
ter of the music . . ." He also insisted, however, that re-
peats be observed because “they contribute to the logic of
the form.*

The Variations contain an exposition (theme), four

"modifications” (variations), and a recapitulation. The
exposition and three of the modifications are in binary

form with each part repeated. The fourth modification--a
fugue--and the recapitulation have no repeats. A glance

at the exposition shows the neo-baroque appearance of the
score. DBesides the fugal modification, there is a canoniec
modification in which there is a canon at the fourth between
the second and third voices and an inverted canon between
voices I and IV, (Example 43.) Brant's “oblique" harmony can’
be observed in this same example in which the phrases in the
different voices share common tones., (The dotted lines. in-
dicate the common tones in what Brant calls "the resolutions

of the separate voices.")
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Iwo Sarabandes for keyboard instrument by Brant were

part of the same New Music issue. According to Brant's instruc-
tions, "the player should be careful to avoid any such ‘expres-
sive nuances' as gradations of tone, rubato, etc. There is no
‘phrasing’ or accentuation of any type; the playing should be

even, cool, unrelenting legato throughout.* The Sarabandes

are ornamental, in the style of a Frescobaldi toccata, in binary
form, and in highly chromatic two-part counterpoint. In the

B section of each piece, Brant reverses the parts and inverts
the melodic lines, (Example U44.)

In his article on Brant in American Composers, Cowell
discussed the Variations, stressing Brant's originality,
fearlessness, and courage to try out new things, pointing
to the "oblique harmony," Brant's insistence that his music
be seen at the same time as it was heard, the building of his
variations entirely from the theme, the freedom left to the
performers in the choice of instruments, and finally, the in-

structions to play the Sarabandes without expression. Cowell

closed his article with a tribute: “Brant is a musician with
knowledge, technique, original ideas, feeling, something to
say, and courage." Then, in a curious twist, Cowell almost
negated his praise by adding "Nothing is too great to expect
from him in the future, although at the moment he is experimen-

ting in merely clever music."67

67Ib1d., p. 96. Cowell published his book in 1933 and
by this time Brant had moved on to other things, apparently not
to Cowell's liking., Although Cowell did not publish any more
music by Brant, New Music did-~Ice Age in 1954. Among other
activities, he accompanied the soprano Judith Litante on New

Music Quarterly Recordings. In 1957, Brant wrote an extensive
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The season of 1930-31 had ended and as usual the New
Music treasury was low. Cowell remarked in the letter to Ives
that the July issue was the "worst . . . new subscriptions
lowest. . « " The treasury balance as of 3 July 1931 was
$9.38, "Your $150," Cowell told Ives, "will bring it to
$159.38." But the printing bill was $225; mailing costs
were $30. He had had to spend $90, he added, on a mailing
list of 2000 names for the New Music Society.68 Cowell asked
Ives if he could "squeeze $100" from his budget, and added
that Ives should "consider- this borrowed."

Ives complied as he always did. Cowell thanked him ten
days later: "“Mr. Ives: Your wonderfully prompt air-mail came
this morning. The check is a life-saver! I am so delighted
to have 1t.“69 Fortunately for Cowell, Ives did not seem to
be experiencing financial difficulties even though the depression
was making inroads in other circles. In San Francisco two items
in newspapers the previous spring gave evidence of its impact

on the musical world. The Examiner reported on the formation

of “The Philharmonic Society,” which, following the lead of

other cities, would sponsor a series of concerts for "unemployed

and laudatory three-part article on “Henry Cowell--Musician
and Citizen," for Etude (February, March, and April 1957).

68Letter, Henry Cowell to Charles Ives, 3 July 1931,
Ives Collection. There are two particular points of interest
in this letter: 1) there is no previous reference to “your
$150" so that this may be the first indication that Ives
was contributing $50 a month or $150 for each Quarterly issue,
a practice which is discussed frequently in letters later in
the 1930s; and 2) it is not clear whether the $90 was used to
purchase a mailing list or to distribute a flyer to the Society
mailing list,

69Letter, Henry Cowell to Charles Ives, 13 July 1931,
Ives Collection.
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musicians.“7° About the same time, Sherman Clay and Company,
one of the music dealers which distributed New Music, reported
a net loss from operations for 1930 of $408,320, a decline
in sales and other revenues of $2,000,000. As a result they

were closing a number of stnres.71

7°San Francisco Examiner, 3 May 1931.

715an Francisco Chronicle, 28 April 1931,
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IX

THE FIFTH SEASON (1931-32) AND THE START OF
THE ORCHESTRA SERIES

The plans to perform and publish Ives®s music which
Cowell had discussed casually with him the previous year came
to fruition during the 1931-32 season. Nicolas Slonimsky con-
ducted the premi2re of "Washington's Birthday* at a New Music
Society concert in September in San Francisco and Cowell pub-

lished A Set for Theater or Chamber Orchestra in New Music.

Another work by Ives--Lincoln, the Great Commoner--~became

the inaugural issue of the new Orchestra Series.

When Cowell asked Ives for a piece to perform at the
New Music Society concert on 15 October 1930, Ives had sent
not only a "string orchestra" piece but copies of “Washington's
Birthday” and "Decoration Day," two parts of his "Holidays"
Symphony. In his letters, Cowell said that he would schedule
“Washington's Birthday” at the "next New Music cnncert."1 In

further letters that fall he continued to refer to the two

movements from the "Holidays" Symphony as well as the uniden-

lLetters, Henry Cowell to Charles Ives, 22 September
and 24 October 1930. 1Ives Collection.

307
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tified "string orchestra" work as he attempted to get perfor-
mances of Ives's pieces in various quarters. He contacted per=-
formers across the country on behalf of Ives's music--from the
Berkeley String Club in California to conductor Fabian Sevitsky
in Philadelphia (to whom he suggested Ives send the "string
orchestra" score).2 Cowell showed a score of "Decoration Day"*
to Pedro Sanjufn, who "half promised to do it" in Havana, and
he hoped to show the same score to Basil Cameron, the new con-
ductor of the San Francisco Symphony Orchestra. (Cowell was
not optimistic, however, about the latter's interest, because,as
he said, "He's a conservative Englishman."a}

Cowell had given the "string orchestra" score to Carol
Weston to rehearse with her musicians in preparation for a con-
cert during the fall of 1930, But the string players who regu-
larly performed at New Music concerts were overworked and re-
hearsals were going slowly.b By June of 1931 Cowell had ap-
parently decided to replace the "string orchestra" piece with

A_Set for Theatre or Chamber Orchestra and sent the score and

parts. The score was to be forwarded to Kurt Rayner at Pacific
Press for engraving; the parts were to be given to Carol Weston
for rehearsal for a "Sept. 11 concert.”

On 23 June Cowell, hoping to raise money to bring

Slonimsky to conduct, told Ives that the cost for the musi-

2Letter, Henry Cowell to Charles Ives, 24 September
1930, Ives Collection.

3Letter, Henry Cowell to Charles Ives, 24 October
1930. Ives Collection.

uLetter, Henry Cowell to Charles Ives, 26 November
1930. 1Ives Collection.
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cians would be minimal. Although Cowell's regular New Music
performers, like Hooke and Denny, were not paid, orchestra
members were. "“At the last concert," he said, referring to
the one held on 1 June, “the musicians had been cooperative.
I gave them only $5.00 each and they went away happy."s

Ives sent the check,6 Slonimsky was engaged, and he ar-
rived in San Francisco around 31 August. This was not the
first time Ives had contributed to Slonimsky's concerts. He
helped out when Slonimsky played Ives's Three Places in New

? and

England at a series of concerts during the 1930-31 season
when Slonimsky went to Paris that spring to conduct Pan Ameri-
can Association concerts, he received $1300 from Ives and an-
other amount identified only as an "enclo:ure."8 The success
of the Paris concerts and the complimentary reviews must have
convinced Ives of the value of his support because he enthusi-
astically agreed to finance Slonimsky's concert in San Francis-
co, sending him his best wishes on 18 August: “Give my best

to Henry-~I wrote to him yesterday. Am sending a copy of the

corrected program to c/o of him, in case you leave Boston

before this gets there. I'm sure you'll make it go--“9 Ap-

5Letter, Henry Cowell to Charles Ives, 23 June 1931.
Ives Collection.

6Letter, Henry Cowell to Charles Ives, 13 July 1931.
Ives Collection.

7Letter, Nicolas Slonimsky to Charles Ives, 10 April
1930, 1Ives Collection, Slonimsky folder.

8Letters, Nicolas Slonimsky to Charles Ives, 19 June
and 7 July 1931. Ives Collection, Slonimsky folder.

9Letter, Charles Ives to Nicolas Slonimsky, 18 August
1931. 1Ives Collection, Slonimsky folder.
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parently Slonimsky did "make it go," because Cowell, after
sitting in on rehearsals, reported to Ives that "Washington's
Birthday" was "magnificent;" the best on the program, and was
a work which did not meet with the "usual stupid»resistance

on the part of the players.“lo

New Music Society: The Slonimsky Concert

With the customary adulation given to Europeans and
European music in San Francisco, the pre-concert publicity
in the newspapers naturally stressed Slonimsky's Russian back-
ground and his recent tours of Europe. Not surprisingly, the
writers ignored the premiere of Ives's "Washington's Birthday"
and instead highlighted the concert's Western premicre of

Stravinsky's L'Histoire du Soldnt.11

When the concert took place on 3 September, the pro-
gram contained extensive notes by Slonimsky (see Plates XXV
a and b), who discussed sophisticated technical procedures in
the works as well as biographical details about the composers.,
In his "relevant notes,” Slonimsky talked of Weiss's use of
the augmented fourth and major seventh, of Riegger's “counter-
point of rests,” of Ives's polyrhythmics and syncretized
passages, and Prokofiev's Phrygian semi-cadences. It was
obvious that he did not want tounderestimate the intelligence

of the New Music Society audience.

10 etter, Henry Cowell to Charles Ives, 31 August
1931. 1Ives Collection,

11"Slonimsky to Take Baton on Thursday,” San Francisco
Chronicle, 30 August 1931; "Stravinsky," San Francisco Examiner,
30 August 1931,
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The reviews of the concert, like the earlier articles,
gave most of the space to the Stravinsky work. Alexander
Fried discovered the score to be "occasionally . . . beauti-
ful, often amusing, sometimes forced." Marie Hicks Davidson
found it "ironic, sardonic, mordant, macabre, but indisputably
vital." Redfern Mason called it "the manifest work of a great
composer.” The Prokofiev overture received brief but complimen-
tary remarks, the Riegger and Weiss works less so. Fried,
concerned with form, noticed the "distraught melodies® in

Riegger's Canons which "fall generally into a clear design,®

and noted that Weiss's work "seemed less organigzed" but in
“some enigmatic form." Davidson dismissed the Canons as an
“"unnecessary expenditure of good energy” and ignored the Weiss
Kammersymphonie. Mason found the Riegger composition "frankly
bewildering” and, although the Weiss work seemed to him to have
an "audacious originality of its own,” it was a relief to turn
to the Prokofiex overture.

The work by Ives had a mixed reception. Fried wrote
that "for the few measures of muted strings in which he allowed
himself to be romantic Charles Ives was more impressive than
his compatriots, but the logic of his feeling soon became dis-
solved in a struggling medley of hornpipes.” Davidson, who
did not understand the piece, limited her comments to describing
it as "free of metrical fetters” (a quote from Slonimsky's
notes) and "written in the idiom which the New Music Society
sponsors.” She had to admit, however, that "like a Duncan

Fyfe chair," it had a “beauty all its own." "‘Mason felt that

“Washington's Birthday" was not a “cheerful one" because Ives
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*"only seems happy when he is attempting the abnormal,”

But no matter how incomprehensible or distasteful
the music was for the local critics, as usual they expressed
their pride in Cowell and his group, praising them for bring-
ing such vital music to their city. Fried called Cowell “the
bland zealot in the cause of modern music" offering "another
rewarding experience.” Davidson spoke of an “audience of
creditable proportions" and of the enthusiastic greeting
Cowell received when he "took the stage to read an 'exposition®
of the 'History of a Soldier.'¥ Mason said that the society
deserved public support, because *the music may shock, but
it 1nterests."12

To Cowell and his group, the concert was a great suc-
cess. The critics had noted the excellent performances, especi-
ally that of Carol Weston, and the concert proved that, as
Fried observed, the "three American pieces demonstrated that
composers on this side of the water are abreast of European
modernist fashions.” Cowell wrote to Ives immediately telling
him that his work “went EXTREMELY well,"'> and Slonimsky re-
ported to Ives a few weeks later that "the concert in San Fran-

cisco was quite a success . . . the players did very well and

lzPreceding excerpts from the following reviewst
Alexander Fried, "Music Group Heard in Program, San Francisco
Chronicle, 4 September 1931; Marie Hicks Davidson, "Many
Lured by New Music,” San Francisco News, 4 September 19313
Redfern Mason, "Music Society Wins Praise in Unusual Bill,"
San Francisco Examiner, 4 September 1931.

13Letter, Henry Cowell to Charles Ives, 4 September
1931, 1Ives Collection.
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the papers were kind and condescanding."lu
Cowell sailed for Europe that September to take up

his ethnological work in Berlin under a Guggenheim grant..

Until his return to New York to teach at the New School begin-

ning on 4 January, he was as usual embroiled in a variety of

activities in addition to his studies, among them promoting

Pan American Association concerts and arranging for distribu-

tion of New Music scores. His frequent letters to Ives spoke

of plans for concerts in Budapest and Madrid and of trips taken

to Vienna and Prague to contact Webern and the I.S.C.M. 15

New Music, however, was very much in Cowell's thoughts. He

had contracted with Edition Adler to distribute the New Music

orchestra works in Germany, telling Ives that the next Adler

catalogue would list the second movement from Ives's Second

Symphony which had been published in New Music.16

Before Cowell went to Europe, he took care of the

customary "summer circularization” for New Music. Apparently

Cowell had tried unsuccessfully to recruit members in New York,

lbLetter, Nicolas Slonimsky to Charles Ives, 20 Septem-

ber 1931. Ives Collection, Slonimsky folder.

lsAt one point Webern refused to conduct, Cowell said,
“for the stated reason that the music is too hard to learn."
Letter, Henry Cowell to Charles Ives, 31 October 1931. Ives
Collection.

16Letter, Henry Cowell to Charles Ives, 24 October
[1931]. 1Ives Collection. A catalogue for Edition Adler in
the New Music Collection lists the following American scores
in addition to Ives's Fourth Symphony: Griffes, The Pleasure
Dome of Kubla Khan; Ruggles, Men and Mountains and Portals;
Stravinsky, Symphony No. 1; Schoenberg, Op. 24 and Op. 34;
McPhee, Concerto for Piano and Wind Octette; Pisk, Op. 21,
Drei psalmen; and (in progress) Cowell, two orchestral works.
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because, in his lstter to Ives, he added that he would be
interested in finding out “whether Westerners will support
New Music more than did Easterners when we tried in New York
last year.“17

} The brochure which Cowell distributed that summer and
fall was the most ambitious one yet (see Plates XXVI a and b),
citing achievements of both the society and the quarterly.
The white folder (with green ink) listed works performed and
published, musicians in the society, and a list of patrons
and patronesses. There were some interesting innovations in
the brochure: composers represented in past New Music issues
were identified by nationality, obviously to emphasize the
large number of Americans, since the first page delineated
the society's purpose to advance "particularly American music."
The term "ultra-modern” had now disappeared, giving way to
"contemporary.” Most of the musician members listed had per-
formed at society concerts, although some, like Stokowski,
had not. Two amusing errors can be seen in the list of com-
positions performed: Darius Milhaud is listed as “Georges"
and the Schoenberg work is still being spelled "Pierrot Luniare.”
Most names of the patrons were familiar as having been on mem~
bership lists since the beginning of the society. The names
of Ives and Blanche Walton, however, were missing.

A companion brochure for ths Quarterly was also dis-

tributed during the summer or fall of 1931 (see Plates XXVIIX

a and b). It contained for the first time, Cowell's statement

17Lettar, Henry Cowell to CHarles Ives, 19 July 1931,
Ives Collection.
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about the eclectic nature of New Music, frequently cited as

characteristic of the series: "No one style is favored by

New Music; rather it seeks to present the most important
developments in all current modes of writing." The flyer

also contained, under the heading, "The Unusual Advantages of
New Music's Distribution System,” an excellent assessment of
the value of the quarterly to composers, performers, libraries,

and other subscribers.

New Music Quarterly: Statuettes by Achron

The music Cowell chose to publish that fall was a col-

lection of seven piano pieces titled Statuettes by Joseph

Achron. Achron, a Lithuanian composer and violinist, had
come to the United States and to New York in 1925. At 45

one of the older composers published by New Music, he had al-

ready had a distinguished concert and teaching career in Europe.
According to the biographical notes in the issue, he was born
in 1886, had studied in Warsaw and St. Petersburg, had been
head of the violin and chamber music department at the Kharkov
Conservatory and later head of the violin master class and
chamber music department in the Leningrad Artists®' Union.

From 1918 to 1922 he had concertized extensively in Russia
("over 1000 concerts”). The notes also included a list of
“important works"~-orchestral, choral, and chamber music-==in-
cluding some based on Hebrew themes, a common source for Achron's
music. His music had already been published by Universal

Edition and other European houses as well as by Carl Fischer

in the United States and it had even been recorded--unusual
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for a New Music composer. Cowell listed Victor, Brunswick,
and Columbia records on which Achron's music had been “played
by Heifetz, Zimbalist and others.”
Although Achron obviously did nct need Cowell to fur-

ther his career, his publicaticn in New Music probably resulted

from his acquaintance with Cowell and his colleagues. Since

he was in Berlin from 1922 to 1924, he may have met Cowell
there, and Slonimsky was his accompanist when Achron audi-
tioned his own violin concerto prior to its premiere by
Koussevitgzky and the Boston Symphony Orchestra.18 Later,
Cowell was to dismiss Achron as merely one of several “foreign-
born Americans who continue to compose in European fashion,"
Cowell pointed to Achron as one of those, in company with
Loeffler, Saminsky, and others, who "make no pretense of

trying to be American but retain their original style."19
But in 1930 and 1931 Achron held a certain interest for him,
because Achron was trying to break away from his European heri-
tage. His biographer Moddel discusses the composer's earlier
Scriabinesque and French impressionist style and then main-

tains that in his third (and last) creative period, beginning
with Op., 60 (the violin concerto) in 1925, there was a “com-
plete metamorphosis” from romantic to "advanced modern schools."zo
Apparently, Achron, like Riegger and Becker, had only recently

embarked on the "ultra-modern” style--and Cowell was ready to

18Ph. Moddel, Joseph Achron (Tel Aviv, 1966), pp. 15-27.

19Henry Cowell, ACAM, pp. 9~10,

20y,ade1, p. b,
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publish it, It is even possible that Achron wrote the

Statuettes, Op. 66, especially for New Music, since each

of the seven pieces is dated between 22 August and 4 November
1930,

The pieces are short (I-VI are one, two, or three
pages in length; VII is five pages long), chromatic, and
dissonant. The texture is predominantly homophonic, but at
times there is two- and three-part counterpoint. Some pieces
seem almost improvisational with broken-chord and arpeggiated
passages; others are more strictly controlled, with regular
rhythmic patterns, frequent ostinatos, and percussive piano
effects., The most striking feature (and one which anticipates
Achron's later adoption of the twelve-tone method) is explained
in a note preceding the pieces (in English and in German): "The
first four notes of No. 1 serve throughout the series as a
certain "Leitmotiv" which in improvised form appear now as
"Leit"-harmony or "Leit"-counterpoint, now as "Leit"-rhythm
or "Leit"-color.”

The four notes or, rather, the four intervals encom-
passed by the notes (a perfect fourth, a major second, a major
third, and a major or minor seventh) are, in fact, the only
melodic and harmonic materials used for Statuette I (Example 45)-2'
The beginning of the second piece shows how Achron rearranged
the intervals to produce melodic cells (Example 46). Achron's

“Leit"-rhythm and "Leit"-color, is illustrated in the sixth

21An errata sheet published with the edition corrects
the placement of the notes in the third measure so that the
dyad (c'-d') precedes the eighth-note rest in the treble.
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Example 45 . Achron, Statuettes, I, measures 1-3,

Allegro (J=152-100)
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Example 46. Achron, Statuettes, II, measures l-2,
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piece. Here the "color" could be considered the rapid arpeggio
containing the four-note motive andoccurring four times in the
piece, and the "rhythm" could be the two-, three-, and four-
note rhythmic cells corresponding to the three basic intervals.
Example 47. Achron, Statuettes, VI, measures 1-2.

Andantino (J -63-68) .
) — #

¥

e ¥ Ple —
4 e ———be e TP F
¥ i Rt
Hg— EsSSE =t
3
—+ —t —t
it e
L < g -

In spite of the lavish promotional activity for New
Music that fall, subscriptions lagged, and in November Cowell
received the bitter news from California that because of a $60

deficit in the New Music account the complete bill for the
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October issue could not be paid. He wrote immediately to Ives
asking for helps:
I do not know any details. I am therefore wiring you,
asking you to again save us by sending money to California
for us. I hate to call on you so frequently, the more
particularly because our program this year is as a whole
so enormous, and drains you so much; yet you are our only
resource!?
In the same letter Cowell tried to prepare Ives for even greater
costs, Since both Edition Adler and Heinrichshofen needed a
large supply of copies, there would be additional costs for
printing current issues and reprinting past issues. No longer
could Cowell count on Harry and Olive Cowell to helps
I had asked my father and his wife to lend New Music money,
in case of immediate need, while I was gone; but they wrote
me that they now have just $10 in the bank, and so cannot
do it! I have been in the habit of lending NM money for
immediate needs, until subscription checks come in, and
hoped that they could continue to give the same service!
Then, demonstrating a characteristic spontaneity,

Cowell added: "I have an idea, first born, to change N. M. a

zzLetter, Henry Cowell to Charles Ives, 14 November
1931, 1Ives Collection. Only a few weeks earlier Cowell had
reported to Ives on costs for Pan American Association concertss
of $1000 Ives had sent, Cowell had spent $100 as a down pay-
ment for a Berlin concert, $300 to Sanjuan “for Madrid," and
$350 to Willi Reich "for Prague,” leaving a balance of $250,
He still needed $350 for a concert in Vienna, $250 for one in
Budapest, and $100 for Sanju&n. Letter, Henry Cowell to
Charles Ives, 31 October 1931, 1Ives Collection. While Ives
apparently did not demand that his music be performed at all
the European concerts, most of them did contain at least one
Ives composition. The Pan American concert in Madrid, however,
did not. After his heavy financial commitment, it must have
been a disappointment. Cowell broke the news to him in November.
Sanju&n was upset, he said, by having to drop the work: "He
never knew, of course, that you were behind the concert finan-
cially.” Var®se, Weiss, Riegger, and Slonimsky were the “only
ones in on that!" Cowell tried to soften the blow by adding

“Weisshaus will pla{ most of Emerson at the Dessau concert.*
Letter, Henry Cowell to Charles Ives, 28 November 1931. Ives

Collection,
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bit~-" It was an ambitious plan to publish two concurrent

series-~-the regular New Music series, printed in California

four times a year, limited to small piano and chamber works
of interest to "our subscribers [who] can make nothing of the
orchestra works" and a related series of orchestral works,
printed in Europe where costs of printing were less. Because
of the less expensive smaller California issues and the per-
formance fees which Adler assured him would be forthcoming in
Europe, the total cost would be about the same. Cowell also
suggested that the $2.00 subscription price should remain for
either the orchestra or <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>