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Chapter I  

INTRODUCTION

When World War I  in te r r u p te d  a r t i s t i c  commerce w ith  E urope, m u sica l 

l i f e  i n  New York was s t i l l  ro o te d  in  th e  n in e te e n th  c e n tu ry . Advanced 

s ty l e s  i n  p a in t in g  and s c u lp tu re  were becoming f a m i l i a r ,  thanks i n  la rg e  

p a r t  to  th e  w e l l- p u b l ic iz e d  Armory Show o f  19 1 3 .1 By c o n t r a s t ,  on ly  a 

few m u sica l works o f  an  in n o v a tiv e  n a tu re  found a  h e a rin g  b e fo re  th e  w ar. 

Most o f  th e s e  works were German. Perform ances o f  new F rench , I t a l i a n ,  o r 

American m usic were r a r e r .  New York opera  and c o n c e r t  program s were f a r  

more c o n s e rv a tiv e  th an  th o se  o f le a d in g  European c e n te r s  and even lagged  

b eh in d  th o se  o f  such  American c i t i e s  as B oston. With few e x c e p tio n s , 

th ey  were " s a fe  and s a n e ,"  as the  New York Times c r i t i c  so  o f te n  p u t  i t . 2 

When th e  w ar, w hich had a t  f i r s t  seemed rem o te, f i n a l l y  en fo rced  th e  

a r t i s t i c  i s o l a t i o n  o f  th e  c i t y 's  c o n c e r t l i f e  i n  1917, i t  p ro longed  a 

t u m - o f - th e - c e n tu r y  a tm osphere .

Reopening o f  th e  A t la n t ic  p assag e  a d m itted  a  f lo o d  of m usica l 

n o v e lty  i n  d i r e c t  a s s a u l t  on the  p r o v in c ia l  t a s t e s  o f  m e tro p o li ta n  au d i­

e n c e s . T h is c o in c id e d  w ith  more ad ven tu rous a c t i v i t y  i n  American m u sica l

^The I n te r n a t io n a l  E x h ib it io n  o f  Modern A r t ,  c a l l e d  th e  Armory 
Show, was h e ld  from  February  1 7 th  to  March 1 5 th , 1913, a t  the  S ix ty -  
n in th  Regiment Armory in  New York. I t  c o n ta in e d  an e s tim a te d  1600 
w orks, r e p r e s e n tin g  b o th  new and re v o lu t io n a ry  European a r t ,  and a  se ­
le c t io n  o f  contem porary  American s ty l e s .  M ilton  Brown has c a l le d  i t  
" th e  m ost im p o rta n t  s in g le  e x h ib i t io n  e v e r  h e ld  in  A m erica ."  See h is  
American p a in t in g  from  th e  Armory Show to  th e  D epression  (P rin c e to n : 
P r in c e to n  U n iv e rs i ty ,  1 9 5 5 ), pp . 4 7 -5 8 , f o r  a d e s c r ip t io n  o f  th e  e v e n t.

2
R ich ard  A ld r ic h  (1863-1937) was m usic c r i t i c  f o r  the  Times from 

1902-1923.
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c o m p o s itio n . New Y ork 's  im posing c o rp s  o f  m usic c r i t i c s  was s t a r t l e d  

ou t o f  i t s  ap a th y  and in to  v ig o ro u s  c o n te n tio u s n e s s  by the  ru sh  of change.

F or th e  f i r s t  y ea r  o r  two, th e  p ro p o r t io n  of u nm istakab ly  a v a n t-  

gard e  works was r e l a t i v e l y  sm a ll. There was a  c o n s id e rab le  body o f  p o s i ­

t iv e  c r i t i c a l  a sse ssm e n t, as w e ll a s  reaso n ed  n e g a tiv e  e v a lu a t io n .  The 

b u r s t  o f  c r i t i c a l  v i t a l i t y  was s h o r t - l i v e d ,  however. Faced w ith  th e  f u l l  

f o rc e  o f  m u sica l in n o v a tio n , c r i t i c i s m  o f  new m usic in  New York d e t e r i ­

o r a te d  g r a d u a l ly ,  e i t h e r  to  the  h a b i t  o f  empty in v e c t iv e  o r  to  d isen g ag e ­

m ent. To a  man, th e  c r i t i c s  l o s t  c o n ta c t  w ith  th e  in n o v a tiv e  m usic i t  

was t h e i r  t a s k  t o  ju d g e . T h is t h e s i s  w i l l  examine th e  d e te r io r a t i o n  as 

a f a i l u r e  i n  c r i t i c i s m .

New m usic , fo r  th e  p u rp o ses  o f  t h i s  s tu d y ,  i s  d e fin e d  a s  m usic 

composed in  1912 o r  l a t e r ,  and w hich fu rth e rm o re  a p p e a rs , from  th e  van­

ta g e  p o in t  o f  1975, to  have been r e v o lu t io n a ry  r a th e r  th an  e v o lu t io n a ry .

I t  was n o t  th e  r e c e n t  works in  f a m i l i a r  s ty l e s  th a t  d isco u rag ed  th e  

c r i t i c s .  There h a s  been new m usic i n  ev e ry  g e n e ra t io n , accep ted  o r  r e ­

j e c t e d  acco rd in g  to  th e  p r e d i l e c t io n s  o f  c r i t i c s  who have alw ays fav o red  

some m u sic a l s t y l e s  over o th e r s .  Nor was i t  s im ply  a  q u e s tio n  o f  th e  

i n d iv id u a l  c r i t i c ' s  age t h a t  d e te rm in ed  h i s  a b i l i t y  to  t o le r a t e  change.

One man was l e s s  f l e x ib le  a t  t h i r t y - f i v e  th an  an o th e r  a t  f i f t y - f i v e .  I  

am concerned  w i th  a d i f f e r e n t  phenomenon: though some c r i t i c s  went 

f a r t h e r  th an  o t h e r s ,  th e  r e j e c t i o n  o f  in n o v a tiv e  m usic bY th e  end o f  

th e  1920s was m assive and com plete .

The rea s o n s  l a y ,  f i r s t  o f  a l l ,  i n  th e  r e v o lu t io n a ry  m u sica l changes 

t h a t  o c c u rre d  i n  th e  e a r ly  decades o f  th e  c e n tu ry . The d i f f i c u l t y  o f  

d e a lin g  w ith  t h i s  b reak  i n  t r a d i t i o n  was compounded by th e  n e c e s s i ty  of
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new p rem ises  f o r  e v a lu a t in g  th e  new m usic. Some c r i t i c s  n ev e r reco g n ized  

th e  need  f o r  any new p re m ise s . O thers ( l ik e  R ichard  A ld r ic h )  reco g n ized  

th e  n eed , b u t  were u n ab le  to  d isc o v e r  c r i t e r i a  m ean ingfu l to  them. Soon 

th e  p r a c t ic e  o f  c r i t i c i s m  i t s e l f  came under rev iew , e s p e c i a l l y  among 

th e  younger c r i t i c s . ^  T h e ir  w r i t in g s  re v e a l  a  growing aw areness o f  th e  

co m p lex ity  o f  th e  c r i t i c a l  ta s k ,  a s  w e ll as t h e i r  p e rp le x i ty  i n  th e  fac e  

o f  m u sica l in n o v a tio n .

T h is  s tu d y  does n o t  a tte m p t a survey  o f th e  r e c e p t io n  o f  a l l  in n o ­

v a t iv e  m usic t h a t  came to  New York in  th e  1920s. For p r a c t i c a l  r e a s o n s , 

th e  works whose e v a la t io n s  a re  d e sc r ib ed  in  th e  t e x t  a re  th o se  m ost in ­

d i c a t iv e  o f  c r i t i c a l  a t t i t u d e s .  I f  I  focus more a t t e n t i o n  on some com­

p o s e rs  th an  o th e r s ,  i t  i s  b ecau se  th e  r e c e p tio n  o f  t h e i r  com postions was 

more r e v e a l in g  o f c r i t i c i s m  in  New York du rin g  th e  p o s t-w a r  decade .

In  what ways was th e  s i t u a t i o n  in  New York d i f f e r e n t  from th a t  in  

o th e r  g r e a t  c i t i e s  where many o f  th e  same works had beea p rem iered  and 

found w an ting?  European a u d ien ces  had c e r t a in ly  h i s s e d ,  booed, o r 

stam ped to  d em o n stra te  t h e i r  d i s p le a s u r e ,  and c r i t i c s  bad growled t h e i r  

r e lu c ta n c e  to  change. But o f te n  th e  m usic t h a t  o u tra g e d  them in  1912 had 

been  w r i t t e n  o n ly  th e  y e a r  b e fo re .  By 1920 i t  had l e f t  th e  s p o t l ig h t  

and newer works had a r r iv e d  to  draw t h e i r  ad m ira tio n  o r  a t t a c k .

In  New Y ork, th e  b a s ic  c o n se rv a tiv e  o r ie n t a t i o n  o f  th e  c i t y ' s  con­

c e r t  l i f e  was r e in fo rc e d  by s e v e ra l  y e a r s ' a r t i s t i c  i s o l a t i o n  d u r in g  th e

^S ee, f o r  exam ple, Deems T a y lo r 's  a r t i c l e  i n  th e  W orld, 12 December 
1922; O lin  Downes, "P la c in g  th e  c r i t i c s , "  Nodern m usic 2 (A pril 1925); 33- 
35; h i s  a r t i c l e  i n  su p p o rt o f  New Humanist c i . 't i c is m j  Times 19 F ebruary  
1928; h i s  a t t a c k  on New C r i t i c is m ,  Times, 30 J i .± y  1933; Lawrence Gilman, 
T r ib u n e , 2 March 1924 and 4 February  1929; Kenneth Burke, "M usical 
c h r o n ic le , "  D ia l 83 (December 1 9 2 7 ):535-39.
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w ar. The r e p e r to r y  was f u r th e r  im p o v erish ed  d u rin g  t h a t  p e rio d  by a 

ten d en cy  to  av o id  German w orks, w hether o ld  o r  new. When th e  war was 

o v e r ,  a v a n t-g a rd e  co m positions d id  n o t  a r r i v e  on th e  New York scen e  in  

o r d e r ly  fash io n .: 3ome were more th an  a  decade o ld , some were new.

For exam ple, Le s a c re  du p r in te m p s , th e  m usical m ile s to n e  g ree te d  

w ith  j e e r in g  d i s r e s p e c t  by th e  P a r is  au d ien ce  in  1913, was n o t  p e r ­

form ed h e re  u n t i l  1924. Few Americans were p rep a red  f o r  the  e x p e r ie n c e , 

a lth o u g h  d e s c r ip t io n s  o f  S t ra v in s k y 's  s e n s a t io n a l  work had long  p re ­

ceded i t s  New York p r e s e n ta t io n .  I n i t i a l  u n c e r ta in ty  gave way to  en th u s­

iasm  d u r in g  the  p erfo rm ance . Most o f  th e  c r i t i c s  ag reed  th a t  th e  Sacre 

was a  m a s te rp ie c e .  The v e ry  week fo llo w in g  th i s  h i s t o r i c  e v e n t,  Leopold 

Stokow ski and th e  P h i la d e lp h ia  O rc h e s tra  b ro u g h t th e  Symphonies d ' i n s t r u ­

m ents a  v e n t  to  New York f o r  th e  f i r s t  tim e. I t  had tak e n  S trav in sk y  

h im s e lf  sev en  y e a rs  to  ac h ie v e  t h i s  s t y l i s t i c  t r a n s i t i o n .  New Y orkers 

w ere g ra n te d  one week. On h e a r in g  th e  Symphonies, th e  mood o f e x c ite d  

e x p e c ta t io n  gave way to  g e n e ra l gloom. What had happened to  S tra v in sk y ?

C r i t i c a l  im potence i n  the  fa c e  o f  the  ju x ta p o s i t io n  o f  th e  Sacre 

and th e  Symphonies i s  w e ll  i l l u s t r a t e d  by W illiam  H enderson 's  e s sa y  th e  

fo llo w in g  S a tu rd ay :

Mr. S tra v in sk y  p la c e d  h im s e lf  p r e c i s e ly  in  the  
p o s i t io n  o f  a c o n ju re r  who has m y s tif ie d  an a u s i -  
ence by b r in g in g  a  r a b b i t  o u t  o f  a top  h a t  and who 
th en  s m ilin g ly  s a y s , " I ' l l  show you how th i s  i s  
d o n e ."  Those of us who a  few evenings p re v io u s ly  
had l i s te n e d  open mouthed to  some o f th e  gorgeous 
to n a l  e f f e c t s  in  "Le s a c re  du p rin te m p s"  s a t  in  o u r 
s e a t s  Tuesday n ig h t  and sm iled  w ith  g r a t i f i c a t i o n  
when th e  famous R u ssian  o pen ly  and b a ld ly  shook th e  
t r i c k s  o u t o f  h is  b ag .

"H e re ,"  one could  im agine him  sa y in g , "a re  my 
je w e ls .  When I  employ th ese  s in g u la r  wind i n s t r u ­
m ent com binations and p o ly to n a l  e f f e c t s  i n  a la r g e
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com p o sitio n  you c a n 't  se e  how i t  i s  done. But ob­
se rv e  them i n  slow  m otion , i f  you p le a s e .  The r e ­
ta rd e d  m u sic a l camera makes th e  whole th in g  c le a r  
to  you , does i t  n o t? ”

And th e r e  we w ere . The w r i te r  o f  th e s e  l i n e s  was 
l o s t  i n  a d m ira tio n  a t  th e  d a rin g  s im p l i c i t y ,  th e  cool 
a u d a c i ty ,  th e  n a iv e  s e r io u s n e s s  o f  th e  whole p ro ceed ­
in g . S tra v in sk y  had secu red  th e  h o llo w  horned  rumi­
n a n t o f  th e  m u sic a l w o rld . He had led  a l l  th e  commen­
t a t o r s  and p u n d its  in  a  solemn r i t u a l  dance in to  the 
m id s t o f  h i s  c e re b r a l  l a b y r in th  and l e f t  them th e re  
h e lp l e s s .  They had  p h i lo s o p h iz e d ,  and th e o r iz e d  and 
e m itte d  v a s t  c lo u d s o f  c r i t i c a l  gas abou t a  s tu d y  in  
o r c h e s t r a l  e f f e c t s .  They had c o n s id e re d  w hat k in d  
o f  c o m p o sitio n  i t  was when i n  t r u t h  i t  was n o t  a 
com p o sitio n  a t  a l l .  . . .

There was a m otley  p a rad e  o f un fami l i a r  European co m positions 

d u rin g  th e  decad e , by C a s e lla  and Szymanowski, P ro k o fie v  and H indem ith, 

Vaughan W illiam s, S ib e l iu s ,  M ilhaud , Honegger and B arto k ; th e  show o f 

new European m usica l fa s h io n  was rem ark ab le . Added to  th e s e  w ere ev er 

i n c r e a s in g  amounts o f  new American m usic . C o n s id e rin g  th e  amount o f  

m u sica l in n o v a tio n  from th e  decad es  betw een 1900 and 1920 w hich was 

v i s i t e d  upon New York in  a  b r i e f  p e r io d ,  i t  i s  no wonder t h a t  b o th  th e  

au d ien ces  and th e  c r i t i c s  w ere confused . But th e  c r i t i c a l  co n fu sio n  

soon tu rn e d  to  r e j e c t i o n .

My s tudy  a d d re s se s  i t s e l f  to  th ese  i s s u e s :  Why d id  a l l  th e  impor­

ta n t  New York m usic c r i t i c s  o f  th e  1920s e v e n tu a l ly  tu rn  t h e i r  backs on 

the  in n o v a tiv e  music they  were c a l le d  upon to  ju d g e?  How d id  th ey  view  

th e i r  fu n c tio n  as c r i t i c s ?  How d id  they  view  th e  c r a f t  o f  c r i t ic i s m ?

What d isco u rag ed  a  c e r t a in  number o f  th e s e  men w as, f i r s t  o f  a l l ,  

t e c h n ic a l  e x p e rim e n ta tio n , c h ie f ly  in  th e  a re a  o f  harmony. Some of them 

c ou ld  n o t  even a c c e p t  D ebussy’ s  l a t e r  work3. What a l i e n a te d  th e  more

^ H e ra ld , 10 F ebruary  1924.
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ad v en tu ro u s c r i t i c s  i s  more d i f f i c u l t  to  say . Some p ra is e d  composers

. . . s p o r t in g  o v e r an ev e r  w idening  expanse 
o f to n a l  meadow, r e v e l in g  in  l a r g e r  p r o s p e c ts ,  
p lu ck in g  s t r a n g e ,  unknown flo w ers  and g a th e r in g  
pungen t h e rb s ,  which to slow er paced o b se rv e rs  
in  th e  r e a r  seemed to  be m erely  t a r e s  and 
t h i s  t i e s . 5

Some c r i t i c s  r e j e c te d  what was o f te n  d e sc r ib e d  as a r e tu r n  to  

e ig h te e n th -c e n tu ry  t r a d i t i o n s ,  as ex e m p lif ied  i n  s o -c a l le d  n e o -c la s s ic  

works o f  composers l i k e  S tra v in s k y , H indem ith, o r  C a s e lla .^

Lawrence Gilman d isc u s s e d  t h i s  a n ti - ro m a n tic  tre n d  in  1925.

S tra v in sk y  h im s e lf  h as  d e c la red  h i s  in te n t io n .
What he h as  i n  view  i s  to  w r i te  . . .  " in  th e  
s ty l e  o f  th e  1 8 th  c e n tu ry ,  viewed from th e  s ta n d ­
p o in t  o f  to d a y ."  He would r e c a p tu re  " . . .  some­
th in g  o f  i t s  o b j e c t iv i t y ,  i t s  f ra n k  d i r e c tn e s s ,  i t s  
freedom  from th e  fe v e r s  and lan g u o rs  o f  ro m an tic ism  
and the  p r is m a t ic  vapors o f  th e  I m p re s s io n is ts ;  
i t s  b r e a th  o f  a  w orld  t h a t  knew n o t  Schumann and 
Chopin, L is z t  and Debussy and S c r ia b in ."

The tro u b le  w ith  th e  1 8 th  cen tu ry  [com posers]
. . .  i s  t h a t  they  s tu b b o rn ly  d e c lin e  to  be r e in c a r ­
n a te d  in  anyone, from  Mr. S tra v in sk y  down.

For G ilm an, " th e  outcome of a l l  t h i s  solem n a rch a ism  [th e  new p iano

S o n ata] i s  t h a t  S tra v in sk y  h as  w r i t t e n  m erely  an o th e r  ted io u s  and

f o o t l e s s  p ie c e .  . . . "

Much th e  same c ase  was s ta t e d  a t  le n g th  by P au l R o se n fe ld , c r i t i c  

f o r  th e  D ia l , i n  h i s  c o l l e c t i o n  o f  e s sa y s  e n t i t l e d  By way o f  a r t  (1928).

5Lawrence G ilman, "Music o f  the  month: a  to n e -p o e t  from  I t a l y , "  
N orth Am erican Review 215 (F ebruary  1 922): 267-72 , commenting on A lfred o  
C a s e l l a 's  A n o t te  a l t a .

^Rcger S essio n  d e p lo re d  th e  use o f  th e  term  " n e o -c la s s ic "  f o r  
works i n  such e s s e n t i a l l y  d i f f e r e n t  s ty l e s  a s  e a r ly  as 1933. Modern 
M usic 10 (Jan u a ry -F eb ru a ry  193 3 ): 67 .

^ T rib u n e , 26 O ctober 1925.
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Here th e  a n ti - ro m a n tic  tendency  was c a l le d  "hum anism ," b u t  the  com pla in t 

was th e  same. Of c o u rs e , S tra v in sk y  was n o t  th e  o n ly  v i l l a i n .  In  th e  

same c o l l e c t i o n ,  s e v e r a l  o f  R o s e n fe ld 's  e s sa y s  lam ent th e  d e c lin in g  ro ­

m an tic ism , d e fin e d  as " f e e l in g s  of r a r e n e s s  and g ra n d e u r , c l o i s t r a l  moods, 

m e ta p h y s ic a l and l i t e r a r y  l e a n in g s ,  and r a p t  T r is ta n e s a u e  s ta t e s  o f  e le ­

v a t io n .  " 8

The predom inance o f th e  h u m an is tic  ten d en cy , 
w ith  i t s  p re fe re n c e  f o r  th e  un ifo rm  and r e g u la r  
i n  s ty l e  and c o lo r ,  f o r  th e  grand b a n a l i t i e s ,  
s u b je c t s ,  id e a s ,  and em otions r e l a te d  to  th e  
g e n e ra l e x p e rie n c e  o f  th e  r a c e ;  f o r  a  more hum­
b le ,  so b e r  and communal approach  to  l i f e ;  i s  
u n d e n ia b le . 9

Both Gilman and R o sen feld  va lu ed  o r ig i n a l i t y  h ig h ly ;  fo r  them 

th e  r e t r e a t  from  a r t  as an e x p re s s io n  o f  p r iv a t e  e x p e rie n c e  was a g rave  

d isa p p o in tm e n t. Composers who borrow ed from th e  s ty l e s  o f  e a r l i e r  ages 

w ere b e in g  t ru e  n e i th e r  to th em se lv e s , n o r  to  th e  Z e i tg e i s t  they  were 

supposed  (by th e  c r i t i c s )  to  r e p r e s e n t .

As to  t h e i r  fu n c t io n  i n  New York m u sica l l i f e ,  th e  c r i t i c s  h e ld  a 

v a r i e ty  o f  v iew s. Where in n o v a tiv e  m usic was co n cern ed , th e re  were th o se  

i n  th e  c i t y  who took re fu g e  i n  th e  r a t i o n a l i z a t i o n  t h a t  i t  was im p o ss ib le  

to  e v a lu a te  th e  m usic o f  th e  moment. C r i t i c is m ,  th ey  s a id ,  perform ed i t s  

t r u e s t  s e rv ic e  a t  a  d i s ta n c e .  T his view  was o f te n  d e b a te d  in  th e  tw en­

t i e s ,  and n o t  only  i n  r e l a t i o n  to  m usic . One such  exchange took  p la c e  i n

8P au l R o se n fe ld , By way of a r t  (New York: H a rc c u r t ,  B race, 1 9 2 8 ),
p . 80 .

9I b i d . , p .  81.
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1922, when P au l R o sen feld , m usic c r i t i c  f o r  the  D ia l , responded to  

"Journeym an," th e  a r t s  c r i t i c  o f  th e  Freem an:

Both y our rev ie w e r and Mr. Brander M atthews, 
whom he q u o te s , a re  m is tak en  in  a s s e r t in g  th a t  
c r i t i c i s m ,  even i n  th e  narrow  sense o f ed u c a tio n  
and d i s c ip l in in g  o f t a s t e ,  "can  never s a f e ly  un­
d e r ta k e  to  do much w ith  contem porary l i t e r a t u r e ,  
and t h a t  i t  sh o u ld  be l e f t  to  the  rev ie w e r , who 
sh ou ld  do upon i t  th e  work o f  the rev iew er; i t s  
c r i t i c a l  a p p ra i s a l  sh o u ld  be l e f t  to  an o th e r 
g e n e ra t io n .  . . . "

The h i s to r y  o f  l e t t e r s  i s  f u l l  o f  examples of 
s o l id  c r i t i c i s m  p r a c t ic e d  by c r i t i c s  upon t h e i r  
co n te m p o ra rie s . What L essin g  w rote about the  
t ra g e d ie s  o f  h i s  contem porary  V o lta ire  rem ains 
c r i t i c i s m ,  i n  th e  v e ry  sen se  o f the word fav o red  
by yo u r re v ie w e r , f o r  i t  educated  and d i s c ip l in e d  
th e  t a s t e  o f a  n a t io n .  What S te .-B euve w rote  o f 
h i s  fe l lo w  r o m a n t ic is ts  rem ains s ta n d a rd , q u i te  
a s  much as  what he w ro te  of th e  P le ia d e . . . .

In d eed , th e re  have been  few c r i t i c s  o f  th e  f i r s t  
ran k  who have n o t  managed to  c r i t i c i z e  s u c c e s s fu l ­
ly  some o f  t h e i r  fe l lo w  w o rk e rs, and to  educate  
and d i s c ip l in e  t a s t e  th e re b y . C o lerid g e  d id  so .
So, to o , d id  Brandes and F rance and de Gourmont.

O ther c r i t i c s  ag reed  t h a t ,  as V i r g i l  Thomson s a id  f i f t y  y e a rs  l a t e r ,

" c r i t i c i s m  jo in s  th e  h i s to r y  o f i t s  a r t  o n ly  when i t  jo in s  b a t t l e ,  f o r

o r  a g a in s t ,  w ith  th e  m usic o f  i t s  t i m e ." ^

A ll  th e  c r i t i c s  i n  t h i s  s tu d y  " jo in e d  b a t t l e  w ith  th e  m usic o f  th e

tim e" i n  th e  im m ediate p o s t-w a r se a so n s . They d isa g re e d  w ith  com posers,

w ith  im p re ss a r io s  who programmed new m usic , and w ith  each  o th e r .  Some

ad op ted  a  p r o te c t iv e  a t t i t u d e  tow ard th e  a u d ien ces : t h e i r  co n cern  was

10P au l R o se n fe ld , Freeman, 23 August 1922. Quoted in  P au l Rosen­
f e ld  : voyager in  th e  a r t s , e d s . Jerome M e llq u is t and Lucie Wiese (New 
York: C re a tiv e  Age, 19 4 8 ), p . x x v i.

H V ir g i l  Thomson, New York Tim es, 27 O ctober 1974. The a r t i c l e  i s  
a w ise  overv iew  o f  c u rr e n t  m usic c r i t i c i s m  i n  New York.
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f o r  th e  com fort and w e lfa re  o f  New York c o n c e r t -g o e r s . These men fav o red  

l e s s  demanding m usic . O ther c r i t i c s  b e lie v e d  t h a t  t h e i r  fu n c tio n  sh o u ld  

be to  a p p re c ia te  and e x p la in  new m u sica l w orks, however r e v o lu t io n a ry .  

They h e ld ,  i n  p r in c i p l e ,  t h a t  where th e  composer l e d ,  th e  c r i t i c  must t r y  

to  fo llo w . Yet even  th e se  men, as I  have s a id ,  abandoned in n o v a tiv e  

m usic b e fo re  th e  tw e n tie s  w ere o u t .

S t i l l  o th e r  c r i t i c s  saw them selves a s  a r t i s t s  in  t h e i r  own r ig h t .  

The a u d ie n c e  to  w hich th ey  ap p ea led  was a s o p h is t ic a t e d ,  l i t e r a r y  one. 

E ssay s  on m usic were in te n d e d  to  d e l ig h t ,  o r  to  evoke em otion in ,  the  

r e a d e r ,  as  w e ll  as to  r e v e a l  th e  co m p o sitio n . Here the  p e rs u a s iv e  

l i t e r a r y  s k i l l  o f  th e  c r i t i c  was param ount.

V arious b ia s e s  s la n te d  th e  c r i t i c i s m  o f a l l  th e  men. This 

g e n e ra l iz in g  o f  p e rs o n a l  o p in io n  as f a c t  was p e rh ap s th e  m ost common 

c r i t i c a l  c o n fu s io n  o f  th e  1920s. I t  was e a sy , f o r  exam ple, f o r  an 

ad m irer  o f  Wagner to  f in d  D ebussy’ s  m usic i n  "bad t a s t e . "  O ther a s ­

sum ptions in f lu e n c e d  th e  c r i t i c s ’ e v a lu a t io n s ,  A number o f  th ese  were 

e x tr a -m u s ic a l ,  r e l a t i n g  r a t h e r  to  t h e i r  i n t e l l e c t u a l  o r ie n t a t i o n ,  o r  

t h e i r  w orld -v iew .

Some men saw m usic  c r i t i c i s m  a s  an e x te n s io n  o f  c u r r e n t  s o c ia l  o r  

econom ic movements. They s to o d  i n  d i r e c t  o p p o s it io n  to  th o se  who b e­

l ie v e d  in  " a r t  f o r  a r t ’ s  s a k e ,"  o r  i n  a r t  as a  s u b s t i tu t e  f o r  r e l i g io n .  

Those who b e lie v e d  i n  a r t  as an e x te n s io n  o f  r e l i g io n ,  as  th e  v e h ic le  

f o r  th e  e th i c a l  e v o lu t io n  o f  s o c ie ty ,  d isa g re e d  w ith  a l l  o f  th e  above. 

A nother o r ie n t a t i o n  i n  th e  tw e n tie s  was based  on r e c e n t  p sy c h o lo g ic a l 

t h e o r i e s ,  p a r t i c u l a r l y  th o se  o f  F reud . Music sp ran g  from su b lim a tio n , 

o r  a t  l e a s t  th e  demands o f  th e  su b c o n sc io u s . S t i l l  o th e r  c r i t i c s  saw a r t
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i n  a  h i s t o r i c a l  c o n te x t .  Among th e  m ost p o p u la r  h i s t o r i c a l  m odels w ere 

th o se  d e riv e d  from n in e te e n th  c e n tu ry  th e o r ie s  o f  e v o lu t io n .

The c r i t i c s  concerned  w ith  e x p la in in g  new works to  th e  p u b lic  

o f te n  c o n c lu d e d , p a r t i c u l a r l y  i f  g iv en  to  a  p a t e r n a l i s t  a t t i t u d e ,  t h a t  

th e  new m usic had gone too f a r  too f a s t .  Sometimes th ey  were em barrassed  

to  d is c o v e r  t h a t  th e y , th em se lv e s , d id  n o t  u n d e rs ta n d  i t .  At th e  o th e r  

end o f  th e  sp ec tru m , a few men g re e te d  m odernism  w ith  en th u s ia sm , a t  

l e a s t  f o r  a w h ile . The c o n s e rv a tiv e  c r i t i c s  accused  them o f  v a lu in g  

n o v e lty  f o r  i t s e l f e The t r a d i t i o n a l i s t s  were concerned  abou t th e  

amount o f  m usic a p p a re n tly  a d d re s se d , n o t  to  th e  g e n e ra l c o n c e r t -  

going p u b l ic ,  b u t  to  s m a l le r ,  e l i t e  g a th e r in g s  o f  c o n n o is se u rs .  That 

a v a n t-g a rd e  m usic was tak e n  up by New York s o c ie ty  f o r  a tim e a s  a 

f a d ,  d id  n o t  o b scu re  th e  r e a l  s i t u a t i o n  f o r  v e ry  lo n g . There was in  

m usic a  d e f i n i t e  movement from p u b l ic  tow ard p r iv a te  a r t ,  as  th e re  had 

a lre a d y  been  i n  p a in t in g  and l i t e r a t u r e .

By th e  m iddle o f  th e  decade , no few er th an  fo u r  s o c ie t ie s  devoted

12to  perfo rm ance o f  in n o v a tiv e  m usic had sp ru n g  up in  New York. Most 

o f  th e  c r i t i c s  a t  f i r s t  ig n o re d  th e  c o n c e r ts  o f  th ese  g roups. But 

a s  th e  f lo o d  o f  modernism c o n tin u ed  to  s w e l l ,  they  tu rn e d  to  fa c e  the 

i n e v i t a b l e .  I t  was a t  t h i s  p o in t  t h a t  t h e i r  c r i t i c a l  t o o ls  were 

found w an tin g .

* * * * * * * * * * * * * *

12 The groups w ere th e  F ranco-A m ericna S o c ie ty  (P ro -M u sica ), The 
I n te r n a t io n a l  Composers' G u ild , The League o f Composers, and The Amer­
ic a n  M usic G u ild .
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The c r a f t  o f  m usic c r i t i c i s m  p r a c t ic e d  in  New York had i t s  ro o ts  

i n  th e  same n in e te e n th  c e n tu ry  European l i t e r a r y  t r a d i t i o n s  t h a t  p ro ­

v id e d  m odels f o r  European m usic c r i t i c i s m .  Under th e  in f lu e n c e  o f  re v ­

o lu t io n a ry  s c i e n t i f i c  d ev e lo p m en ts , p a r t i c u l a r l y  i n  p sy ch o lo g y , th e re  

was by 1860 a d iv is io n  among European l i t e r a r y  p r a c t i t i o n e r s  o ver 

" s u b je c t i v i t y "  a s  opposed to  " o b je c t iv i ty "  i n  approach  to  th e  c r i t i c a l  

p r o c e s s .  The opp o sin g  view s may be summed up by two famous s ta te m e n ts .  

M atthew A rnold b e lie v e d  t h a t  th e  aim o f  a l l  t ru e  c r i t i c i s m  was " to  

se e  th e  o b je c t  as  i n  i t s e l f  i t  r e a l l y  i s . " 13 A n a to le  F rance spoke 

f o r  th e  s u b je c t iv e  p o s i t io n  when he i n s i s t e d  t h a t  th e  good c r i t i c  was 

he "who n a r r a te s  th e  a d v e n tu re s  o f  h i s  s o u l  among m a s te rp ie c e s ." 1^

This d i v is io n  i n  approach  to  c r i t i c i s m  was drawn a lo n g  tem pera­

m en ta l r a t h e r  th an  n a t io n a l  l i n e s .  F or exam ple, th e  d e s c r ip t io n  o f th e  

" s u b je c t iv e "  g en re  by Matthew A rn o ld 's  c o m p a trio t ,  W alte r P a t e r ,  

rem ains  a c l a s s i c  one:

Many a tte m p ts  have been  made by w r i te r s  on a r t  
and p o e try  to  d e f in e  b e a u ty  i n  th e  a b s t r a c t ,  to  
e x p re s s  i t  in  th e  m ost g e n e ra l te rm s, to  f in d  a 
u n iv e r s a l  fo rm u la  f o r  i t .  The v a lu e  o f such a t ­
tem pts has m ost o f te n  been in  th e  su g g e s t iv e  and

Matthew A rn o ld , On t r a n s l a t i n g  Homer (1861). W alte r P a te r  
took  e x c e p tio n  to  t h i s  view  o f  A rn o ld 's  i n  h i s  p r e fa c e  to  The Ren­
a is s a n c e .  See fo o tn o te  1 5 , fo llo w in g  page .

^ A n a to le  F ra n ce , La v ie  l i t t e r a i r e ,  v o l .  1 (18 8 8 ), p re f a c e .
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p e n e tr a t in g  th in g s  s a id  by th e  way. Such d i s c u s ­
s io n s  h e lp  us v e ry  l i t t l e  to en jo y  what has been 
w e ll done in  a r t  o r  p o e try , to d is c r im in a te  be­
tween what i s  more and what i s  l e s s  e x c e l l e n t  i n  
them, o r  to  u s e  words l i k e  b e a u ty , e x c e l le n c e ,  a r t ,  
p o e try ,  w ith  more m eaning th an  th ey  would o th e r ­
w ise have. B eau ty , l i k e  a l l  o th e r  q u a l i t i e s  p re ­
se n te d  to  human e x p e r ie n c e , i s  r e l a t i v e ;  and th e  
d e f i n i t i o n  o f  i t  becomes unmeaning and u s e le s s  in  
p ro p o r t io n  to  i t s  a b s t r a c tn e s s .  . . . What i s  
t h i s  song o r  p i c t u r e ,  t h i s  engaging  p e r s o n a l i ty  
p re se n te d  in  l i f e  o r  in  a  book, to  me? What e f ­
f e c t  does i t  r e a l l y  produce on me? . . . How i s  
my n a tu re  m o d ified  by i t s  p re se n c e , and under i t s  
in flu e n c e ?  The answ ers to  th o se  q u e s tio n s  a re  
th e  o r ig in a l  f a c t s  w ith  which th e  a e s t h e t i c  c r i t i c  
has to  do; and , as i n  th e  s tu d y  of l i g h t ,  o f  
m o ra ls ,  o f  num ber, one must r e a l i z e  such p rim ary  
d a ta  f o r  o n e s e l f ,  o r n o t a t  a l l .

A lthough each  v iew er m igh t f in d  d i f f e r e n t  q u a l i t i e s  in h e re n t  i n  

th e  w ork , P a te r  s t i l l  c o n s id e red  th e  work i t s e l f  to  c o n ta in  th e s e  q u a l i ­

t i e s .  I n  the same p re fa c e  he p ic tu r e d  th e  c r i t i c  as  se ek in g  th e  " a c t iv e  

p r in c i p le "  in  W ordsworth’ s p o e tr y .  "The fu n c tio n  o f th e  c r i t i c  o f

W ordsworth i s  to  t r a c e  t h a t  a c t iv e  p r in c ip le ,  to d isen g ag e  i t ,  to  mark
16th e  d e g re e  in  which i t  p e n e tr a te s  h i s  v e r s e . "  P a t e r 's  view  was a  l e s s  

o b j e c t iv e  one th an  A rn o ld 's .

R e c o g n itio n  o f  th e  co m p lex ity  of th e  term s " s u b je c t iv e "  and "o b je c ­

t i v e "  h a s  in  r e c e n t  y e a rs  con fu sed  t h e i r  usage in  e a r l i e r  c o n te x ts  such 

a s  th e  above. In  th e  i n t e r e s t  o f  c l a r i f i c a t i o n ,  1 have a c cep ted  th e

15 W alte r P a t e r ,  " P r e fa c e ,"  The R en a issan ce  (1873; R e p r in t  e d i ­
t io n :  New York: M entor, 1 9 5 9 ), pp . x i i - x i i i .  S u b je c t iv e  c r i t i c i s m ,
c a l le d  " a e s th e t i c "  by P a ter , i s  a ls o  known a s  " im p r e s s io n is t ic "  in  th e  
u sag e  o f T .S . E l io t  (The sa c re d  wood, 1920). This term  sh o u ld  n o t  be 
confused  w ith  Im p ress io n ism , a  term  r e f e r r in g  to  m u sica l s t y l e .

1^ I b i d . , p . x iv .
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m odel f o r  c la s s i f y in g  c r i t i c i s m  su g g ested  by C a r lto n  T. R u s s e l l .^  I t ,  

to o ,  i s  borrowed from  psycho logy .

R u s s e ll  s u b s t i tu t e s  " c o g n it iv e "  and "n o n -c o g n itiv e "  fo r  " o b je c t iv e "  

and " s u b je c t iv e "  as th e  m ajor c r i t i c a l  d iv is io n s .  In  h i s  w ords, " th e  

c o g n i t i v i s t ,  b e lie v in g  th a t  v a lu e  in h e re s  in  th e  o b je c t  o r  i n  c e r t a in  

o b se rv a b le  c h a r a c t e r i s t i c s  th e r e o f ,  lo o k s  upon e v a lu a t io n  as d e s c r ip t io n

—  as  f a c tu a l  s ta te m e n t which i s  t ru e  o r f a l s e ,  making . . .  an e m p rica l-

l y  and p u b l ic ly  v e r i f i a b l e  knowledge c la im  abou t an o b je c t  th e re  to  be 

k n o w n ."I8 According to  t h i s  d e f i n i t i o n ,  b o th  A rn o ld 's  and P a t e r 's  

c r i t i c i s m  i s  c o g n it iv e ,  though they  v a ry  in  the  d egree o f s u b je c t iv i ty .  

T h is example i s  r e le v a n t  to  th e  work o f  th e  New York m usic c r i t i c s  d i s ­

cu ssed  in  t h i s  s tu d y .

There were a ls o  among th e  New Y orkers a number o f  n o n -c o g n it iv e  

c r i t i c s .  A gain, acco rd in g  to  R u s s e ll ,  th e  n o n - c o g n i t iv i s t  c r i t i c

. . . sees v a lu e  as som ething o th e r  th an  a 
p ro p e r ty  o f th e  o b j e c t ,  som ething imposed upon o r 
a t t r ib u t e d  to  th e  o b je c t  by the  s u b je c t .  For him 
e v a lu a t io n  i s  p r e s c r ip t io n  — i t  does n o t i n  i t s e l f  
c o n s is t  o f  f a c tu a l  s ta te m e n ts ,  and th u s  cannot be
in  t h a t  sen se  t ru e  o r  f a l s e ;  and , r a th e r  th an  
making a  knowledge c la im , th e  e v a lu a t io n  i s  . . . 
an e x p re s s io n  o f  em otion , o r  a m a n if e s ta t io n  o f 
t a s t e ,  o r  a v e r d i c t ,  o r  an im p e ra tiv e  o r  sugges­
t io n  o r  l i n g u i s t i c  recom mendation concern ing  how 
b e s t  to  p e rc e iv e  th e  o b je c t ,  e t c . 19

A ll  n o n -c o g n it iv e  c r i t i c i s m  i s  by d e f in i t i o n  s u b je c t iv e .  Here d e s c r ip ­

t io n  and e v a lu a t io n  a re  n o t th e  same.

l ^ c a r l t o n  T. R u s s e l l ,  "The a n a ly s is  and e v a lu a t io n  o f  m u sic ,"  
M usical Q u a r te r ly  43 (A p ril  1972): 161-84.

18I b i d . , p . 162..

19Ib id .
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I t  i s  an assu m p tio n  o f t h i s  s tu d y  t h a t ,  w hatever th e  ty p e  o f  c r i t i ­

c ism , one o f  i t s  fu n c t io n s  i s  to  ju d g e . The above d isc u s s io n  r e l a t e s  to  

th e  n a tu r e  o f  th e  c r i t i c a l  e v a lu a t io n ,  th e  p ro ce ss  by which th e  c r i t i c  

ju d g e s . The m anner i n  which th e  c r i t i c  communicates h i s  a r t i s t i c  e v a lu ­

a t io n s  i s  s e p a r a te  and a ls o  v a r i a b le .  The c r i t i c ’ s s ty l e  can be d i s ­

t in g u is h e d  from h i s  c r i t i c a l  m ethod. F o llo w ers  of P a te r ,  A lgernon 

Sw inburne, A n a to le  F ran ce  o r  Andre S uares w ro te  a r i c h l y  e x p re s s iv e  (and 

in te n s e ly  s u b je c t iv e )  p ro se  o f te n  d e s c r ib e d  as  ’’i m p r e s s io n is t i c . "  Three 

o f  th e  m usic  c r i t i c s  in  t h i s  s tu d y  w rote such im p r e s s io n is t ic  c r i t i c i s m  

(H uneker, R o se n fe ld , G ilm an). However, two o f  them were c o g n it iv e  c r i t ­

i c s ,  a c co rd in g  to  th e  above model (Huneker and R o se n fe ld ) , and one (G il­

man) was n o n -c o g n i t iv e .  C o n v e rse ly , among th e  fo u r  n o n -c o g n it iv e  c r i t i c s  

in c lu d e d  h e r e ,  o n ly  one w rote  i n  th e  im p r e s s io n is t ic  mode (G ilm an).

N e i th e r  th e  method o f c r i t i c a l  e v a lu a t io n ,  n o r th e  mode o f i t s

e x p re s s io n  n e c e s s a r i l y  d e te rm in ed  th e  outcome o f  th e  c r i t i c ' s  m u sica l

ju d g m en ts. James H uneker, an im p r e s s io n is t ic  c o g n it iv e  c r i t i c ,  d e te s te d

th e  m usic o f  Wagner. Lav7r e 0 .ce G ilman, an im p r e s s io n is t ic  n o n - c o g n i t i-

v i s t ,  adm ired  i t ,  a s  d id  such an o b je c t iv e  c o g n i t i v i s t  as  Henry F in ck .

F in ck  m ig h t say : " T r is ta n  i s  good; i t  i s  a  G esam tkunstw erk." Huneker

would un d o u b ted ly  have  r e p l i e d ,  i n  p r in c i p le :  " T r is ta n  i s  bad ; i t  i s  a

G esam tkunstw erk ." G ilm an, depending  upon h i s  mood, m ight say, in. e s se n c e :

" T r is ta n  i s  good; h o o ray  fo r  T r i s t a n ,"  o r  " T r is ta n  i s  good; ho o ray  fo r

T r is t a n  —  th e  harm onic  lan g u ag e  and th e  em o tio n al i n t e n s i t y  o f  th e  work 
20move me. In  t h i s  l a s t  c a s e ,  th e  p o s i t i v e  a f f i rm a tio n  i s  n o t

20 see  R u s s e l l ,  "A n aly sis  and e v a lu a t io n  o f  m u s ic ,"  pp . 167 -6 8 , f o r  
f u r t h e r  d is c u s s io n  o f  t h i s  m odel.
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e n t i r e l y  dependent upon th e  rea so n s  g iv en . The a p p ro v a l i s  s u b je c t iv e ;  

th e  rea so n s  s u p p o rt and v a l i d a te  th e  a p p ro v a l. When such a  c r i t i c  say s  

th a t  th e  work i s  good, he o f te n  speaks i n  th e  se n se  o f  g iv in g  an aw ard. 

Awards a re  n o t  t ru e  o r  f a l s e ,  th ey  may o n ly  be confirm ed o r  w ithdraw n.

R u s s e l l ’ s co n cep t h as  been  u s e fu l  to  me i n  t h i s  s tu d y . At th e  

same tim e , some problem s i n  th e  a p p lic a t io n  o f  such a  model have be­

come a p p a re n t .  Most o f  th e  co n fu s io n  fo r  th e  m odem r e a d e r  r e l a t e s  to  

d is c u s s io n s  o f  c r i t i c s  ta k in g  th e  c o g n it iv e  p o s i t i o n .  The d i s t i n c t io n  

betw een d e s c r ip t io n  and e v a lu a t io n  was u n d e rs to o d  by some c r i t i c s  i n  

th e  1 9 20s, and n o t by o th e r s .  The same te rm s, used  by d i f f e r e n t  

c r i t i c s ,  r e v e a l  d i f f e r e n t  c r i t i c a l  p ro ce d u re s . The fo llo w in g  exam ples 

a re  p ro v id ed  to  c l a r i f y  th e  m ost common u sages o f  te rm s. They a l l  r e ­

l a t e  to  th e  c o g n it iv e  p o s i t io n .

In  th e  m ost s tr a ig h t f o rw a r d  c o g n it iv e  e v a lu a t io n ,  a  c r i t i c  l i k e  

K re h b ie l m ight d e c id e  (as he u s u a lly  d id )  t h a t  a  work was bad because  

i t  had  no m elody. S in ce  th e  c r i t i c  adop ted  "m elody” as  a  c r i t e r i o n  

o f  e v a lu a t io n ,  the  c o n c lu s io n  i s  v a l id  and v e r i f i a b l e .  In  th e  i n t e r e s t  

o f  s im p l i c i t y ,  I  am assum ing th a t  th e re  was no d oub t ( in  th e  c r i t i c ’ s 

m ind, a t  l e a s t )  a b o u t th e  d e f i n i t i o n  of "m elo d y ."

The c a se  becomes more co m p lica ted  when th e  c r i t i c  (K reh b ie l 

a g a in )  d e c id e s  t h a t  a  work i s  bad because  i t  i s  n o t  b e a u t i f u l .  A t t r i ­

b u t io n  o f  such  a q u a l i t y  a s  "b e a u ty "  to  a  work o f  a r t  s u g g e s ts ,  f o r  a 

l a t e r  r e a d e r ,  p roblem s t h a t  d id  n o t  e x i s t  f o r  K re h b ie l ,  who acknow­

led g ed  no s u b je c t iv i t y .  T h is c r i t i c  judged  b e a u ty  by f ix e d  c r i t e r i a ,  

a g a in s t  which he m easured th e  work o f a r t .  C o n seq u en tly , i n  h is  v iew ,
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th e  r e s u l t i n g  e v a lu a t io n  was t ru e  o r  f a l s e .  K reh b ie l (and o th e r  

c o g n it iv e  c r i t i c s )  d id  n o t  announce th e  c r i t e r i a  each tim e he  p u b lish e d  

a  judgm ent. The re a d e r  o f  a  q u a n ti ty  o f  h i s  w r i t in g  h as  no d i f f i c u l t y  

i n  d i s c e r n in g  h i s  c r i t e r i a .  One may a sk  w h e th e r, in  t h i s  c o g n it iv e  

sy stem , a  work t h a t  f u l f i l l e d  a l l  th e  req u irem e n ts  fo r  "b eau ty "  was 

a u to m a tic a l ly  good. The answer i s  n o . The q u a l i t y  o f  "b eau ty "  was 

n e c e s s a ry ,  b u t  o f te n  n o t  s u f f i c i e n t ,  rea so n  o f "g o o d n e ss ."  For exam­

p l e ,  th e  p ie c e  m ight l a c k  some o th e r  im p o rta n t q u a l i t y ,  such as " o r ig ­

i n a l i t y . "  The c e n t r a l  p o in t  h e re  i s  t h a t  no m a t te r  what c o m p lica tio n s  

may now su g g e s t  them selves i n  th e  a t t r i b u t io n  o f  "b eau ty "  to a  work of 

a r t ,  a  number of th e  c r i t i c s  in  t h i s  s tu d y  d id  so w ith o u t qualm.

The c a se  o f  an e v a lu a t io n  b ased  upon such a  concept a s  " s in c e r i t y "

i s  even  more com plex. H enderson, f o r  o n e , fo llow ed  th e  p r a c t ic e  o f 

A ld r ic h ,  F in c k , and K re h b ie l i n  d e s c r ip t i v e  e v a lu a t io n s  in v o lv in g  

"melody" o r n b e a u ty ."  To th e s e ,  he f re q u e n tly  added th e  co n cep t o f  

" s in c e r i t y . "  D i f f i c u l t  as i t  may be to  b e lie v e  t h a t  H enderson was 

unaware o f h i s  s u b je c t iv i ty  in  th e  u se  o f  th e  term , I  am convinced  

t h a t  he  was unaware (see  my d is c u s s io n  o f  Henderson, below , p . ) .  

A gain , th e  r e le v a n t  p o in t  i s  t h a t r i n  each  s i t u a t i o n ,  th e  c r i t i c  though t 

th e  q u a l i t y  e x is te d  i n  th e  w ork, and th e  c r i t i c  was s u re  he knew what 

i t  was and how to  e v a lu a te  i t .  R o s e n fe ld 's  judgm ents in  term s of 

" Je w ish n e ss"  a re  d i r e c t l y  analogous to  H enderson 's  i n  term s of " s in ­

c e r i t y . "  The th ic k  p a t in a  o f  em o tio n a l p ro se  employed by R osenfeld  

sh o u ld  n o t  o b scu re  th e  f a c t  th a t  h i s  a c tu a l  method of e v a lu a t io n  was a
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c o g n it iv e  o n e .2-1-

The growing aw areness o f  th e  d i s t i n c t io n  betw een d e s c r ip t io n  and 

e v a lu a t io n ,  o r  " f a c t  and o p i n i o n , a s  M ichel C a lv o c o re s s i  p u t i t  i n  

1923 , in  h i s  a r t i c l e  "Towards a  method in  m u sic a l c r i t i c i s m ,"  was an  im­

p o r ta n t  f a c to r  i n  th e  r e a p p r a i s a l  o f  c r i t i c i s m  i n  th e  tw e n tie s .  Most 

o f  th e  m o d if ic a t io n s  i n  c r i t i c i s m ,  as  p r a c t ic e d  in  l a t e r  d e c ad e s , have 

sp ru n g  from th e  im p l ic a t io n s  of t h i s  d i s t i n c t io n .

Turning  to  th e  l i t e r a r y  s ty l e  o f c r i t i c a l  e x p re s s io n ,  f l o r i d ,  

im p r e s s io n is t ic  w r i t in g  was becoming u n fa sh io n a b le  i n  m u sica l as w e ll 

a s  l i t e r a r y  c r i t i c i s m  even b e fo re  th e  end o f  th e  tw e n tie s .  I t  was 

a p p a re n t  r h a t  an  i n te n s e ly  s u b je c t iv e  approach  drowned works o f  a r t  a l l  

to o  o f te n  in  th e  e x c esse s  o f  th e  c r i t i c ’ s own re v e ry .  R o llo  Myers 

s u g g e ste d  an a l t e r n a t iv e  i n  th e  M usical Q u a r te r ly  o f  1928.

M usic, a s  we have se e n , i s  i n  i t s  e sse n c e  su f ­
f i c i e n t l y  vague: -  l ik e  a  b a llo o n  i t  i s  alw ays 
th re a te n in g  to  escap e  in to  th e  h ig h e r  s t r a t a  of 
ou r em o tio n a l a tm osphere . I f  o n ly  f o r  t h i s  
re a s o n ,  i t  sh ou ld  be th e  o b je c t  o f  m u sica l c r i t i ­
c ism  to  p ro v id e  i t  w ith  s tro n g  g u id e-ro p es ,, and 
endeavor to  keep a t  l e a s t  w ith in  h a i l i n g  d is ta n c e .

2 lR o se n fe ld  was a  s p e c ia l  type o f c o g n i t i v i s t ,  one who b e lie v e d  
i n  " in t u i t i o n i s m ." A r t ,  f o r  him , r e s u l te d  from th e  i n te r a c t io n  o f 
t h e  a r t i s t  and h i s  m il ie u ,  o r ,  as  he s a id ,  " In  e v e ry  c re a t iv e  a c t ,  
som ething  t h a t  s e e s  and som ething th a t  i s  se en  k i s s  — and what co u ld  
be more p e r f e c t ! "  Lewis Mumford, "L y ric  w isdom ," in  Paul R o sen fe ld : 
vo yager i n  th e  a r t s ,  e d s .  Jerom e M e llq u is t  and L ucie  Wiese (New York: 
C re a tiv e  Age, 1948) ,  p .  51 . R osenfeld  h e ld  t h a t  th e  a r t i s t i c  i n tu i t i o n  
b ro u g h t in to  aw areness i n  th e  c r e a t iv e  p ro c e ss  had  p re v io u s ly  e x is te d  
i n  th e  a r t i s t .  The work o f a r t ,  th e  f r u i t  o f  th e  c r e a t iv e  a c t ,  em­
bo d ied  th a t  i n t u i t i o n .

22M ichel C a lv o c o re s s i,  "Towards a  method i n  m u sica l c r i t i c i s m ,"  
M usica l Q u a r te r ly  9 (1923): 78 .

23r o 11o  M yers, "The p o s s i b i l i t i e s  o f  m u sica l c r i t i c i s m ,"  M usical 
Q u a r te r ly  14 (1928): 395.
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His summation has a  modem r in g :

I n  g e n e ra l ,  th en , th e  c r i t i c  should  avoid  as f a r  
as p o s s ib le  th e  t e r r a i n  o f p e rs o n a l  p r e d i l e c t io n s , 
and endeavor to  g ive  h i s  judgm ents a more su b s ta n ­
t i a l  b a c k in g . D iscernm ent w i l l  be h i s  most u s e fu l  
q u a l i t y :  knowledge o f h i s  s u b je c t  and s e n s ib i l i ty -  
w i l i  form  a n e c essa ry  p a r t  o f  h i s  equipm ent; and above 
a l l  th e  a b i l i t y  to  c o n s id e r  any g iv en  work o f  a r t  as 
f a r  as p o s s ib le  from th e  c r e a t o r ’ s p o in t  o f  view so 
as to  be a b le  to judge  r e s u l t s  w ith  a f u l l  compre­
h e n s io n  o f  a l l  th e  problem s in v o lv ed  —  in  o th e r  
w ords, to  a p p r a i s e r  a r t i s t  in  p ro p o r t io n  as he 
seems to  have succeeded in  ach ie v in g  what he i n ­
ten d e d , o r  what i t  was p o s s ib le  f o r  him , under g iv en  
c irc u m s ta n c e s , to  a c h ie v e . I t  would be un reaso n ab le  
to  demand o f  c r i t i c i s m  more th an  t h i s . 24

*  *  *  *

No compendium e x is t s  t h a t  t e l l s  what new m usic came to  New York, 

when, and who perform ed i t .  A lthough th e  m usic i t s e l f  i s  n o t th e  o b je c t  

o f  t h i s  i n v e s t ig a t io n ,  m onthly summaries have been  p ro v id ed  h e re  (see  

A pp en d ix ). They a re  n o t  e x h a u s tiv e , b u t  th ey  a re  c e r t a in ly  re p re s e n ta ­

t iv e  o f  th e  m u sic a l scene  as r e f l e c t e d  in  th e  p u b l ic  p r in t s .  I t  i s  

e v id e n t  t h a t  com ple teness m ust be a  ch im era. What o f  th e  c o n c e r ts  passed  

over by th e  c r i t i c s ?  What o f  th e  c o n c e r ts  h ea rd  i n  p a r t ,  o r  c a s u a lly  

r e p o r te d ?  And what o f  th e  m yriad r e c i t a l s , where th e  perfo rm er was 

th e  c e n te r  o f  c r i t i c a l  a t t e n t i o n ,  r a t h e r  th an  th e  p ie c e s ?  Weekly con­

c e r t  announcem ents were n o t  y e t o rg an ized  i n  th e  p r e s s ,  as  was l a t e r  

to  become th e  p r a c t ic e .  The m u sica l works in c lu d e d  in  the  c h a r t s

^^M yers, " P o s s ib i l i t i e s  o f c r i t i c i s m ,"  p . 396.
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a re  th o se  perform ed in  M anhattan and r e p o r te d  i n  th e  New York Times 

and th e  New York H era ld  T ribune  ( u n t i l  1924 th e  New York T r ib u n e ) , 

d u r in g  th e  te n  c o n c e r t  seaso n s  from f a l l  1919 th ro u g h  th e  s p r in g  o f 

1929. "C o n ce rt s e aso n "  h as  been d e f in e d  a r b i t r a r i l y  as  b eg in n in g  in  

O ctober and c lo s in g  a t  th e  end o f  A p r i l .  P erform ances o f  new works a t  

summer f e s t i v a l s  have been  l e f t  o u t .  For p u rp o se s  o f  t h is  s tu d y , on ly  

a r t  m usic composed in  1912 o r  l a t e r  h as  been in c lu d e d . P o p u la r m usic 

and ja z z  have been o m itte d . The c h a r t s  do n o t  d i s t in g u i s h  m usic t h a t  

was in n o v a tiv e  from  th a t  which was m ere ly  new, t h a t  i s ,  th e  r e v o lu t io n a ry  

from the  e v o lu t io n a ry  m usic .

In c lu d e d  in  th e  second c h a p te r  i s  a  d e s c r ip t i o n ,  based  on th e  

n ew spapers, books and p e r io d ic a l s  o f  th e  tim e , o f  m u sic a l o rg a n iz a tio n s  

i n  New York— o r c h e s t r a s  and s o c ie t i e s  t h a t  form ed th e  backbone o f  th e  

c i t y 's  m u sic a l l i f e .  The a c t i v i t i e s  o f  th e  s o c i e t i e s  concerned  s p e c i f i ­

c a l ly  w ith  new m usic a re  a ls o  p re s e n te d  th e r e .  However, my s tu d y  i s  

n o t  ab o u t such o r g a n iz a t io n s ,  anymore than  i t  p ro p o ses  to  i n v e s t ig a t e  

th e  m usic i t s e l f .

I  have in tro d u c e d  a f u r th e r  l im i t a t i o n .  O ften  d u r in g  t h i s  p e r io d ,  

com posers produced  d e s c r ip t io n s  o r  d e fe n se s  o f  t h e i r  c o m p o s itio n s , i n  

a d d it io n  to  th e  works th em se lv es . These s ta te m e n ts ,  by such men as 

S tra v in s k y , SchiJnberg, M ilhaud , C a s e lla ,  o r  C opland, c o n tr ib u te d  con­

s id e r a b ly  to  th e  p o s t-w a r  p o lem ics . They have b een  p assed  over h e re ,  

e x c ep t in s o f a r  as th ey  r e l a t e  d i r e c t l y  to  th e  d i s c u s s io n .  What com­

p o se rs  s a id  was n o t  alw ays germane to  what they  d id . I  do n o t  propose 

to  compare th e  two. The c r i t i c s  th em selv es  c o n s id e re d  m ost o f  th e  

s ta te m e n ts  by composers to  be  propaganda. I t  i s  w ith  th e  c r i t i c a l
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re c e p t io n  o f  th e  new m u sica l c o m p o sitio n s  t h a t  I  am co n cern ed .

Only p u b lish e d  c r i t iq u e s  have been c o n su lte d  f o r  t h is  s tu d y ;  

p r iv a t e  p ap e rs  o r  co rresp o n d en ce  have n o t been d e a l t  w ith . I  have 

n o t in te rv ie w e d  l iv i n g  p e rso n s  who knew th e  c r i t i c s  d u rin g  th e  twen­

t i e s ,  n o r  have I  made i t  a  p o in t  to  fo llo w  t h e i r  c r i t i c a l  a t t i t u d e s  

d u r in g  en su in g  d ecad es . When i t  seemed p r o f i t a b l e ,  I  have ex p lo re d  

backward in to  th e  p re-w ar p e r io d ,  b u t n o t  e x h a u s tiv e ly .

From th e  a g g re g a tio n  t h a t  com prised  the. 'NewtYork c r i t i c a l  

f r a t e r n i t y  o f  th e  tw e n tie s ,  I  have chosen te n  men to  ex em p lify  th e  

th e n - c u r r e n t  a t t i t u d e s  i n  t h e i r  b ro a d e s t  p o s s ib le  d i v e r s i t y .  They 

com prise  a  sample v a r ie d  i n  age and background. T h e ir  b i r t h  d a te s ,  

ran g in g  from 1854 to  1897, p la c e  them in  th e  same g e n e ra t io n s  w ith  

th e  com posers whose new works they  were a s s e s s in g  in  th e  tw e n tie s .

A ll p u rsu ed  t h e i r  p ro fe s s io n  p r im a r i ly  in  New York and a l l  w ro te  

r e g u la r ly  i n  th e  c i t y ’ s im p o rta n t p a p e rs  and p e r io d i c a l s .  They th e re ­

fo re  had b ro a d e s t  a c ce ss ' to  th e  p u b l ic .

As f o r  e d u c a tio n , my group o f c r i t i c s  b o a s ts  u n iv e r s i t y  men as 

w e ll as  some w ith  a lm o st no fo rm al s c h o o lin g . Many r e l i g io u s  o rien ta*- 

t io n s  a re  r e p re s e n te d .  A ll w ere n a t iv e -b o rn ;  a l l  were w h ite .  They 

came from  s e v e r a l  re g io n s  o f  th e  co u n try .

One c r i t i c  (T ay lo r)  was a  p r o fe s s io n a l  com poser. Four w ro te  

c r i t i c i s m  in  f i e l d s  o th e r  th an  m usic (Huneker, Gilman, R o se n fe ld , Burke). 

S e v e ra l p u b lish e d  books o u ts id e  th e  f i e l d  (on y a c h tin g  o r  g a rd e n in g , fo r  

ex am p le ), o r  th ey  w rote  works o f  f i c t i o n  o r  a u to b io g rap h y  o r  made t r a n s ­
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l a t i o n s  o f  fo re ig n  l i t e r a t u r e .  T hree w ro te  r e g u la r  m usic c r i t i c i s m  fo r  

p e r io d i c a l s  (G ilm an, R o se n fe ld , B u rk e), though m ost fu n c tio n ed  w i th in  the  

s t r u c tu r e  o f  th e  d a i ly  p r e s s .  None was a  g e n iu s . None was an a e s t h e t i -  

c ia n .  They a re  ( in  o rd e r  o f p r e s e n t a t i o n ) :

JAMES HUNEKER (1857-1921) — b r i l l i a n t  e s s a y i s t ,  d isc o v e re r  

o f  (m ain ly ) f o re ig n  t a l e n t  i n  m usic , p o e tr y ,  l i t e r a t u r e ,  drama. 

D uring th e  p e r io d  o f  t h is  s tu d y , m usic c r i t i c  fo r  th e  New York 

W orld.

HENRY KREHBIEL (1854-1923) — For fo r tV - th re e  y e a rs  the  s ta lw a r t  

c o n s e rv a tiv e  c r i t i c  s e rv in g  th e  p ow erfu l New York T rib u n e .

RICHARD ALDRICH (1863-1939) — K re h b ie l 's  a s s i s t a n t ,  who 

moved to  th e  New York Times in  1902, where he p re s id e d  over 

th e  m usic desk u n t i l  h is  r e t i re m e n t  in  1923.

HENRY T. FINCK (1854-1926) — c r i t i c  f o r  f o r ty - th r e e  y e a rs  

on th e  New York Evening P o s t .

WILLIAM J .  HENDERSON (1855-1937) — from 1902 u n t i l  1937 

th e  c h ie f  c r i t i c  f o r  the New York Sun. The l a s t  o f  th e  so - 

c a l l e d  "Old Guard" c r i t i c s  on a c t iv e  d u ty .

DEEMS TAYLOR (1885-1966) — th e  composer i n  th e  g roup , who 

w ro te  c r i t i c i s m  to  su p p o rt t h i s  v o c a tio n . S u ccesso r to  

Huneker on the  World from 1921-1925.

LAWRENCE GILMAN (1878-1939) —R e p re se n ta tiv e  o f  th e  New 

England c u l t u r a l  t r a d i t i o n .  A f te r  tw enty  y e a rs  as
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p e r io d ic a l  c r i t i c  i n  s e v e ra l  f i e l d s ,  K reh b ie l* s  r e p la c e ­

ment a t  th e  T r ib u n e .

PAUL ROSENFELD (1890-1946) — th e  Jew ish  i n t e l l e c t u a l .

Prom 1920-1927 h is  m onthly M usica l c h ro n ic le s  ap p eared  in  

th e  D ia l .

OLIN DOWNES (1886-1955) —  a f t e r  18 y e a rs  as c r i t i c  fo r  

th e  B oston P o s t , A ld r ic h 's  rep lacem en t a t  the  Times from 

1924.

KENNETH BURKE (1897- ) —  fo llo w ed  R osenfeld  a t  th e

D ia l fo r  two s e a so n s , a f t e r  Gilman d e c lin e d  the  p o s i t io n .

O th er c r i t i c s  in  New York a t  th e  tim e a re  o m itte d . They add r e l a ­

t i v e l y  l i t t l e  to  th e  p i c tu r e .  Samuel C h o tz in o ff ,  f o r  exam ple, who took 

o ver th e  c r i t i c ' s  d esk  a t  th e  New York W orld a f t e r  Deems T aylor re s ig n e d  

in  1925, d e l iv e re d  only  contem ptuous o p in io n s  o f  new m u sic . He was an 

u n rea so n in g  r e a c t io n a r y  whose w r i t in g  canno t be taken  s e r io u s ly  as 

c r i t i c i s m .  I  have o m itte d  th e  w ell-know n p i a n i s t  O lga S am aroff, th e  

only  woman who had h e r own b y - l in e  as a r e g u la r  c r i t i c .  From 1926-1928 

she w ro te  fo r  th e  New York P o s t . She had r e l a t i v e ly  l i t t l e  to say  about 

new m u sic a l works, however, and by th e  end o f  th e  decade had tu rn e d  h e r 

i n t e r e s t  to  m ucic e d u c a tio n  r a t h e r  th an  c r i t i c i s m .  I  have a lso  o m itte d  

v i s i t i n g  c r i t i c s  l i k e  Hy Cope C o lie s  and E rn e s t  Newman, who were o n ly  

tem porary  p a r t i c ip a n ts  in  th e  New York sc en e .

Most o f th e  m ajor c r i t i c s  had one o r  more a s s i s t a n t s  to  h e lp  them 

cope w ith  th e  e v e r - in c r e a s in g  su rg e  of c o n c e r ts  a f t e r  th e  w ar. S ince 

t h e i r  rev ie w s  a re  g e n e ra l ly  u n s ig n e d , and a ls o  c o n tr ib u te d  l i t t l e  to  th e  

s c e n e , th e y  have been s e t  a s id e .  T h is  group in c lu d e s  H erb e rt P e y s e r ,
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who ac h ie v e d  more d i s t i n c t io n  in  l a t e r  y e a rs .  P i t t s  Sanborn, who w rote 

f o r  th e  New York Globe and th e  New York Evening M a il , was j u s t  b eg in n in g  

h i s  c a r e e r ,  as  was th e  c r i t i c  o f  The New Y orker, R o b ert Simon. B ernard 

H. Haggin had begun to  c o n tr ib u te  a r t i c l e s  to  th e  N atio n  by 1926. Most 

o f  H agginf s a r t i c l e s  toward th e  end o f  th e  decade w ere r e p o r t s  from 

a b ro a d , how ever, and thus i r r e le v a n t .  O scar Thompson i s  n o ted  more f o r  

h i s  w r i t in g s  in  th e  t h i r t i e s ,  th an  fo r  h i s  c o n tr ib u tio n  to  re g u la r  

c r i t i c i s m  d u r in g  th e  tw e n tie s .

The te n  c r i t i c s  to  be co n s id e red  in  t h i s  sthdy^ h av in g  'been .-chosen ,-it 

rem ains  to  rem ind th e  r e a d e r  t h a t  o n ly  a s p e c i f ic  segment o f  th e  c r i t i c a l  

o p in io n  o f  th e s e  men has been examined. By f a r  th e  g r e a te r  amount o f  

t h e i r  w r i t in g s  d e a l t  w ith  perform ances o u ts id e  th e  scope o f  t h i s  s tu d y :  

w ith  c o n v e n tio n a l r e c i t a l s ,  w ith  p o p u lar  m usic o r  j a z z ,  o r  w ith  m usic 

composed b e fo re  1912. The focus o f  t h i s  s tu d y  i s  th e  body o f commentary 

on new m usic .

A p r a c t i c a l  i s s u e  d e se rv e s  comment h e re . The c r i t i c s  i n  t h i s  s tu d y  

w ro te  f o r  v a r io u s  a u d ie n c e s . The weekly p e r io d i c a l  c o lu m n ists  a d d ressed  

th em se lv es  to  a more l i t e r a r y  re a d e rs h ip  than  d id  th e  d a i ly  j o u r n a l i s t s .  

U n like  t h e i r  European c o lle a g u e s , who c u s to m a rily  allow ed s e v e ra l  days 

to  p a s s  b e fo re  r e v e a l in g  t h e i r  judgm ents, American newsmen rushed  from 

th e  c o n c e r t  h a l l  to  th e  c i t y  rooms o f t h e i r  new spapers to  m eet dead­

l i n e s .  T here was no d l r t h  of com plain ts about th e  system : Huneker

g roaned  a t  b e in g  a  " g a lle y -s la v e  to  t o n e " ; ^  Gilman lam ented  th e  " jo u r -

25quoted  in  Arnold T. Schwab, James Gibbons Huneker (Stanford: 
Stanford U n iv e r s ity , 1 963), p .  230.
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n a l i s t i c  cha in g an g " o f which he was a  member.2® H enderson had s a id  i t  

lo n g  b e fo re :

As known and u n d e rs to o d  in  t h i s  co u n try  m u sica l
c r i t i c i s m  i s  a departm en t in  th e  com p lica ted  s e r ­
v ic e  o f  th e  d a i ly  new spaper. The c r i t i c ,  h a rn e s s e d  
to  th e  c h a r io t  o f  th e  p r e s s ,  i s  no b ro th e r  of 
P eg asu s, b u t r a th e r  o f  th e  more humble s te e d  t h a t  
draws th e  e a r ly  m ilk  wagon to  th e  consum er's  d o o r.
What he b r in g s ,  you ta k e  w ith  your c o f f e e . 2 7

W ith th e  in c re a s e  i n  m usica l a c t i v i t y  a f t e r  World War I ,  th e  ro u tin e  

o f  t h e  New York j o u r n a l i s t  became s te a d i ly  more a rduous. P e r io d i c a l  c r i t ­

i c s  su c h  a s  P au l R o sen fe ld , Kenneth Burke, o r  ( fo r  h i s  f i r s t  tw en ty  y ears  

as a  c r i t i c )  Lawrence Gilm an, cou ld  choose t h e i r  s u b je c ts  and c o n s id e r

them a t  l e i s u r e .  The newspaperm en, on th e  o th e r  hand , ten d ed  to  lump to ­

g e th e r  d e s c r ip t io n s  of a  m u sica l e v e n t ,  judgm ents o f th e  p e rfo rm an ce , and 

t h e i r  p e rc e p t io n s  about th e  music f o r  im m ediate consum ption . The d i s t i n c ­

t io n  betw een "rev iew in g "  and " c r i t i c i s m "  was fo r  th ese  men a  neb u lo u s  one.

A compromise was f i n a l ly  found in  th e  form o f  th e  weekend f e u i l l e t o n , 

an e x te n d e d  a r t i c l e  i n  which the  new spaper c r i t i c  cou ld  expand h i s  immedi­

a te  im p re ss io n s , o r  m odify them i f  h e  chose. A ccording to  O lin  Downes, 

c r e d i t  f o r  th e  in v e n tio n  o f  t h is  p r a c t ic e  m ust be g iven  to  W illiam  Hen­

d erso n .^®  I t  i s  m ain ly  th rough  th e  f e u i l l e to n s  t h a t  th e  work o f th e  

new spaper c r i t i c s  exceeds mere r e p o r ta g e .

The New York m usic c r i t i c i s m  d u r in g  th e  1920s has  been  l i t t l e  ex­

p lo re d .  Max G r a f 's  Compose* and:c r i t i c :  tw o-hundred y e a rs  o f  m usic 

c r i t i c i s m  o f f e r s  on ly  a  s u p e r f ic i a l  v iew . Among th e  c r i t i c s  th em se lv e s ,

■̂ T r i b u n e » 3  F ebruary  1929.

27W illiam  H enderson, "The f u n c t io n  o f m u sica l c r i t i c i s m ,"
M usica l Q u a r te r ly  1 (1915): 70.

2 8 o iin  Downes, O b itu ary  for W illiam  Henderson, Tim es, 13 June 1937.
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R o se n fe ld , w ith  H uneker, has been  th e  o b je c t  o f  c u r i o s i t y  c f  l a t e r  

w r i t e r s .  N ic h o la s  J o o s t 's  S c o f ie ld  Thayer and The D ia l i s  an e x c e l le n t  

s tu d y ,  and h as  proven -usefu l to  me in  th e  c h a p te r  on P au l R o sen fe ld .

P a u l R o se n fe ld ; voyager i n  th e  a r t s , a  c o l l e c t i o n  o f  com m entaries w r i t t e n  

a f t e r  h i s  d e a th  by f r i e n d s  i n  l i t e r a t u r e  and th e  a r t s  i s  r e v e a l in g  of 

th e  man and h i s  work, b u t  i t  does n o t  d e f in e  h i s  m usic c r i t i c i s m  spe­

c i f i c a l l y  o r  d i s p a s s io n a te ly .  The work o f  Arnold T. Schwab, James 

Gibbons Huneker (1 9 6 3 ), has c o r r e c te d  some myths su rro u n d in g  th e  c r i t i c  

t h a t  were encouraged  by Huneker h im s e lf .  The s c a n ty  l i t e r a t u r e  on music 

and m usic  c r i t i c i s m  i n  post-W orld  War I  New York p la c e s  th e  em phasis o f 

t h i s  s tu d y ,  o f  n e c e s s i ty ,  on th e  w r i t in g s  o f  th e  c r i t i c s  th em se lv es .

L ike th e  c r i t i c s  I  am d i s c u s s in g ,  I  do n o t  s ta n d  on n e u t r a l  ground. 

I  too  am a c r i t i c  —  o f  c r i t i c s .  An a tte m p t on  my p a r t  to  c la im  o b je c ­

t i v i t y  would be as v a in ,  I  b e l i e v e ,  as i t  i s  f r u i t l e s s .  In  my p e rso n a l 

e v a lu a t io n  o f  m u sic , I  am, f i r s t  o f  a l l ,  a  stau n ch  n o n - c o g n i t iv i s t .  

F u r th e rm o re , my view  o f  w hat th e  c r i t i c s  h ea rd  f i f t y  y e a rs  ago i s  con­

d i t i o n a l  by d i s t a n c e .  So i s  my re sp o n se  to  what th ey  w ro te . My p re ­

d i l e c t i o n  i s  f o r  th e  im p r e s s io n is t ic  w r i t e r s ,  whose e s sa y s  ten d  to  

rew ard  th e  r e a d e r  o f  a  l a t e r  day more g en e ro u sly  th an  do th o se  o f th e  

o th e r  company. For th e  " r ig h tn e s s "  o r  "w rongness" o f c r i t i c a l  judgm ents, 

I  have l i t t l e  c o n cern . However, I  have a ttem p ted  to  p o in t  o u t b ia s e s  in  

t h e  c r i t i c s '  v iew s t h a t  in f lu e n c e d  t h e i r  e v a lu a t io n s .  The New York 

m u s ic a l scene  i n  th e  p o s t-w a r  decade was r i c h ,  v a r ie d ,  in te n s e .  My 

f i n a l  c h a p te r  w i l l  summarize th e  New York c r i t i c a l  r e a c t io n  to  in n o v a tiv e  

m u sic . The in te rv e n in g  s e c t io n s  d e s c r ib e  how each  c r i t i c  saw i t .
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C hap ter I I  

THE MUSICAL SCENE IN NFW YORK, 1919-1929

The m ain stay s  o f  New York m u sic a l l i f e  betw een 1919 and 1929 were 

o rg a n iz a tio n s  o f  lo n g  s ta n d in g :  th e  P h ilh a rm o n ic  and New York Symphony 

o r c h e s t r a s ,  th e  M e tro p o li ta n  O pera, and th e  O ra to r io  S o c ie ty  o f  New 

York. A l l  w ere b a s t io n s  o f  conservatism."*" Though they  o f fe r e d  r e l a ­

t iv e l y  few perfo rm ances o f  new m u sic , t h e i r  c o n tr ib u tio n s  a re  summar­

iz e d  below , as a re  th o se  o f  s e v e r a l  younger s o c ie t i e s  devoted  to  th e  

p ro p a g a tio n  o f  more r e c e n t  and v a r ie d  r e p e r to i r e .  These in c lu d e d  

th e  F rie n d s  o f  M usic , th e  F ranco-A m erican  S o c ie ty  (P ro -M u sica ), th e  

I n te r n a t io n a l  Com posers' G u ild , th e  League o f  Composers, and th e  

American Music G u ild . More s p e c i f i c  d e t a i l s  co n cern in g  th e  new music 

perfo rm ed  may be  found in  the  m onthly summary c h a r ts  in  th e  Appendix.

In  1919, th e  New York Symphony was conducted  by W alter Damrosch 

(1862-1950), and th e  P h ilh a rm o n ic  by th e  Bohemian, J o s e f  S tran sk y  (1872- 

1 9 3 6 ).^  Of th e  two, Damrosch programmed more new m usic. T his was n o t  

th rough  any p a r t i c u l a r  d e v o tio n  to  th e  cause o f  modernism, as  R ichard  

A ld r ic h  p o in te d  o u t i n  1926;

I t  was o n ly  th e  o th e r  day t h a t  he gave a  chance 
to  some o f  th e  m ost h o r r i f i c  and h o p e le ss  o f  modem 
" m a s te rp ie c e s ."  I t  i s  n o t  h i s  p u rpose  to  ap p a l th e  
b o u rg e o is ,  b u t  to  keep h i s  fo llo w e rs  p o s ted  on what 
th e  m oderns a re  d o in g . I t  i s  sometimes p r e t t y  hard

^ S tu d ie s  o f  th e  P h ilh a rm o n ic  and th e  M e tro p o litan  e x i s t  t h a t  des­
c r ib e  t h e i r  v i c i s s i t u d e s  i n  d e t a i l .  See I rv in g  K olodin , The M etro p o litan  
O pera: 1883-1966 , 4 th  e d . (N .Y .: Knopf, 1966). Howard S h an e t, Philhar=- 
m onic: a  h i s to r y  o f  New Y o rk 's  o r c h e s t r a  (New York: Doubleday, 1975).

^Damrosch took  over th e  p o s t  from h i s  f a t h e r ,  Leopold Damrosch, 
in  1885. S tran sk y  had succeeded  G ustav M ahler in  1911.
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on h i s  fo llo w e rs  and i t  i s  n o t  to  be supposed 0 
t h a t  i t  i s  much e a s i e r  f o r  th e  co n d u c to r. . . .

The c o n c e r t  was one i n  Dam rosch's r e g u la r  "Modern m usic , p le a s a n t  and

u n p le a s a n t"  s e r i e s .  The " h o r r i f i c  and h o p e le s s "  works in  q u e s tio n  were

by Honegger, M ilhaud.. Bernard Rogers and Q uinto M aganin i. Two y e a rs

e a r l i e r  (O ctober 1 9 2 4 ), Damrosch had in tro d u c e d  H onegger's  P a c i f i c  231

to  New York, He a ls o  commissioned s e v e r a l  works f o r  the o r c h e s t r a ,  among

them Deems T a y lo r 's  tone poem Ju rg e n , S ib e l iu s ' T a p io la , and G ersh w in 's

Concerto  i n  F . Only composers o f s e c u re ly  c o n se rv a tiv e  o r ie n t a t i o n  were

chosen . In  a  speech  on th e  o ccasio n  o f  h i s  f o r t i e t h  a n n iv e rsa ry  a s

con d u cto r o f  th e  New York Symphony, Damrosch summed up h i s  a t t i t u d e

toward more in n o v a tiv e  m usic:

What have g re a t  composers o f  th e  p a s t  done? They 
have c r y s t a l l i z e d  human em otions i n to  a r t  fo rm s» . . .
O r, where th e  s o -c a l le d  p e rs o n a l  o r  human elem en t 
has  n o t  been th e  i n s p i r a t i o n ,  i t  h as  been th e  s e a rc h  
f o r  b e a u ty  i t s e l f ,  w h eth er i t  i s  i n  the a u s te r e  and 
a r c h i te c t u r a l  fugues o f  Bach o r  i n  the  g r a c e f u l ,  te n d e r  
a rab esq u es  o f  a M ozart symphony. Of a l l  th e s e  s e n t i ­
m ents and a s p ir a t i o n s ,  I  canno t f in d  much t r a c e  in  
th e  u l tra -m o d e m s . To me, most o f  t h e i r  m usic  seems 
to  e x p re s s  o n ly  a s u l l e n ,  d y s p e p tic  h a tr e d  o f  th in g s  
as th ey  a r e .  They le a v e  us w ith  no  e le v a t io n  o f 
s o u l ,  w ith  no sen se  o f h av in g  g lim psed  an id e a l  
w o rld . ̂

Damrosch gave up the  le a d e r sh ip  o f  th e  New York Symphony a t  the  

end o f  1926, a lth o u g h  he con tinued  to  conduct th e  o rc h e s t ra  i n  c h i ld r e n s ' 

c o n c e r ts  and r a d io  b ro a d c a s ts .  In  1928, when th e  New York and P h i lh a r ­

monic symphonies m erged, he p re s id e d  over a  few c o n c e r ts  by th e  new

^Times, 19 December 1926. 

4 Tim es, 22 March 1925.

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



32

Philharm onic-Sym phony S o c ie ty  o f  New York. From 1928-1942, how ever, he 

was known c h ie f ly  fo r  h i s  w eekly m usic a p p re c ia t io n  h o u rs , d u rin g  which 

he co nducted  th e  N.B.C. Symphony.

The P h ilh a rm o n ic , under S tra n sk y , p re s e n te d  even fewer new works 

than  th e  New York Symphony. In  program m ing, S transky  fav o red  th e  immedi­

a te ly  p le a s u r a b le  over c o n tr o v e rs ia l  o r  com plica ted  co m p o sitio n s . The 

perfo rm ances them selves were o f te n  "s lo v e n ly ." '*  At th e  end o f th e  w ar, 

th e  q u a l i t y  o f  o r c h e s t r a l  c o n c e r ts  i n  New York was th o ro u g h ly  u n d is ­

t in g u is h e d .  The p r o b a b i l i t y  o f  s u b s ta n t ia l  change i n  th e  s i t u a t i o n  

seemed s l i g h t .

At t h i s  j u n c tu r e ,  in  1919, Edgar V arese won su p p o rt fo r  a  new o r ­

c h e s t r a l  v e n tu re .  More adven tu rous programming was th e  g o a l;  V arese was 

th e  f i r s t  c o n d u c to r. The New Symphony O rc h e s tra  e n l i s te d  some o f th e  

w e a l th i e s t  p a tro n s  i n  New York as sp o n so rs , and some o f th e  f i n e s t  

m u sic ian s  as p e rfo rm e rs . Three c o n c e r ts  w ere announced fo r  th e  sp r in g  

o f 1919. U n fo r tu n a te ly , th e  f i r s t  c o n c e r t (A p ril 11 , 1919; re p e a te d  the  

fa l lo w in g  day) was a f ia s c o .  The m usic was too d i f f i c u l t  f o r  m ost o f  

th e  a u d ie n c e , and V arese proved an in e p t  co n d u c to r . In  th e  wake of th e  

f i r s t  d i s a s t ro u s  program , he  resigned.** A rtu r  Bodanzky, a  conducto r a t  

th e  M e tro p o li ta n  Opera s in c e  1915, re p la c e d  him fo r  th e  rem ainder o f th e  

s p r in g .  The two rem ain ing  program s o f fe re d  more co m fo rtab ly  c o n se rv a tiv e  

m u sica l f a r e .  By the  seaso n  o f 1919-20, th e  New Symphony had become

^ S h a n e t, P h ilh a rm o n ic , p .  231.

**Ibid ., p . 232. For f u r th e r  d a ta  on th e  e v e n t,  see  Louise Varfese, 
V arese : a  lo o k in g -g la s s  d ia ry  (New York: N o rto n , 19 7 2 ), p .  142-49 . The 
program  in c lu d e d  works by Bach, D ebussy, C a s e lla ,  B arto k , and Dupont.
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th e  N a tio n a l  Symphony, and Bodanzky was sh a r in g  th e  podium w ith  W illem  

M engelberg. In  th e  r e o r g a n is a t io n ,  po w erfu l m agnates such  as  C larence  

Mackay and Adolph Lewisohn assumed th e  f in a n c ia l  r e s p o n s i b i l i t y  f o r  th e  

o r c h e s t r a .  The r e s u l t s  d u r in g  th e  N a t io n a l 's  second seaso n  (1 9 2 0 -2 1 ), 

conducted  by M engelberg a lo n e ,  were s u f f i c i e n t l y  im p ress iv e  to  g iv e  th e  

d i r e c to r s  o f  th e  P h ilh a rm o n ic  p a u se . They n e g o tia te d  to e l im in a te  the  

c o m p e tit io n . In  th e  f a l l  o f  1921, th e  N a tio n a l Symphony and th e  P h i lh a r ­

m onic m erged. S tran sk y  sh a red  th e  c o n d u c tin g  d u r in g  the  fo llo w in g  

seaso n  w ith  M engelberg, W illem van H o o g s tra te n , and th e  A m erican, Henry 

Hadley. In  1923-24, S tran sk y  was d ro p p ed .^

Y et a n o th e r  o r c h e s t r a  was b o ra  i n  th e  1923-24 seaso n . A group o f  

w ea lth y  sp o n so rs  c re a te d  th e  C ity  Symphony as a  v e h ic le  f o r  th e  Dutch 

c o n d u c to r , D irk  Foch (fo rm erly  F ock). T h is v e n tu re ,  to o , was absorbed  

by th e  P h ilh a rm o n ic , a f t e r  o n ly  one s e a so n . The m erger w ith  th e  New York 

Symphony in  1928 com pleted th e  c o n s o lid a tio n s  o f  the  d ecad e . S ince 1929, 

th e  P h ilh arm o n ic  h as  been th e  c i t y 's  c h ie f  o r c h e s t r a .

The new r e p e r to i r e  perfo rm ed  by th e  P h ilh arm o n ic  d u r in g  th e  tw e n tie s  

was n o t  n o ta b ly  in n o v a t iv e .  S t ra v in s k y 's  P iano  Concerto was an im por­

ta n t  e x c e p tio n . The composer perfo rm ed  th e  work h im se lf  on f i r s t  

American to u r  in  th e  s p r in g  o f  1925. O ther v i s i t i n g  c o m p o s e r -p ia n is ts ,  

Germaine T a i l l e f e r r e  and O tto r in o  R e sp ig h i,  p lay e d  new p ia n o  c o n c e r to s  

w ith  th e  P h ilh a rm o n ic  th e  same y e a r .  M engelberg sh a red  th e  podium w ith  

a number o f  g u e s t  c o n d u c to rs ,  among them Furtw H ngler, G oossens, and 

T o sc a n in i .  The l a t t e r  perfo rm ed  a  number o f  contem porary I t a l i a n  w o rk s ,

7
F r ie n d s  o f  S tran sk y  form ed a  new o r c h e s t r a ,  th e  S ta te  Symphony, 

when he was f i r e d  from  th e  P h ilh a rm o n ic . The p r o je c t  f a i l e d  a f t e r  
two y e a rs .
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none o f them in  advanced s t y l e s .  The o th e r  co nducto rs g e n e ra l ly  

p roduced  innocuous f a r e .  By f a r  th e  g r e a te r  amount o f  in n o v a tiv e  music 

h e a rd  i n  New York was in tro d u c e d  by v i s i t i n g  o r c h e s t r a s ,  p a r t i c u l a r l y  th e  

B oston  Symphony (under Monteux and K oussev itzky) and th e  P h i la d e lp h ia  

O rc h e s tra  (under S to k o w sk i) . W ithou t th e  o f fe r in g s  o f th e s e  o r g a n iz a t io n s , 

th e  re c o rd  of new o r c h e s t r a l  m usic h eard  in  New York would have been  p o o r, 

in d e e d ,

The O ra to r io  S o c ie ty  o f  New York was conducted by W alte r  Damrosch 

u n t i l  1922, when i t  was tak e n  o v e r by h is  s o n -in - la w , A lb e r t  S to e s s e l .

Most o f  th e  r e p e r to i r e  c o n s is te d  o f  t r a d i t i o n a l  v o c a l m aste rw o rk s , bu t 

th e r e  w ere a ls o  o c c a s io n a l  p rem ieres  of modern works. Among th e s e  were 

P a u l G a l l i c o 's  T h e  A pocalypse (1 9 2 2 ), and F rancesco  M a lip ie r o 's  La 

p r in c ip e s s a  U la l ia  (1927). O th er new music perform ed d u rin g  th e  tw e n tie s  

in c lu d e d  G ustav H o l s t 's  Hymn o f  J e s u s , and Ralph Vaughan W ill ia m s '

Mass in  G m inor. S to e s s e l ,  a com poser, was a ls o  a fo u n d in g  member of th e  

Am erican M usic G uild .

The M e tro p o litan  Opera added l i t t l e  new r e p e r to i r e  d u r in g  th e  1920s. 

D uring  th e  war i t  had even s u b tr a c te d  a m ajor p o r t io n  o f  th e  custom ary 

o f f e r in g s ,  by banning  German o p e ra . For s e v e ra l  seaso n s th e r e  was no 

Wagner a t  a l l ,  and when P a r s i f a l  f i n a l ly  re tu rn e d  in  1920, i t  was in  

E n g lis h . D ie M e is te r s in g e r  came back  in  German only  in  1923. P e l le a s  

e t  M elisan d e  w a ited  two more y e a rs  f o r  a p ro d u c tio n  a t  th e  M e tro p o li ta n , 

an  i n d ic a t io n  of th e  ex trem e c o n serv a tism  of th e  o rg a n iz a tio n .  I t a l o  

M ontem ezzi's  L'Amore d e i t r e  r e  (1913) was a p e re n n ia l  f a v o r i t e ,  along 

w ith  th e  l a t e  works o f  P u c c in i .  S t ra v in s k y 's  R o ss ig n o l (1914) came in  

th e  s p r in g  o f  1926. E r ic h  K o rn g o ld 's  Die t o te  S ta d t  (1920) was produced 

in  1921 and 1922. E rn s t K re n e k 's  o p e ra , Jonny s p i e l t  a u f (1927)
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reach ed  th e  s ta g e  o f th e  M e tro p o lita n  in  1929, a f t e r  s e v e r a l  hundred 

perfo rm an ces  ab ro ad . The r o l e  o f  Jonny , an A m erican ja z z  m u sic ian , was 

sung in  b la c k - fa c e  by th e  W agnerian b a r i t o n e ,  M ichael Bohnen.

The o rg a n iz a t io n  s ta g e d  a few new works by Am erican composers 

d u rin g  th e  d ecade. Henry H a d le y 's  C le o p a tr a 's  n ig h t  was p rem iered  in  

1920 and 1921. John A lden C a rp e n te r 's  S k y sc ra p e rs  was mounted in  1926 

and r e p e a te d  th e  fo llo w in g  se aso n . The k i n g 's  henchman, by Deems T a y lo r, 

was th e  m uch-tou ted  A m erican p rem iere  o f  1927. I t  was ex trem ely  p o p u la r .

I t  was in  no way a d v e n tu ro u s . Through m ost o f  th e  1920s, th e  M e tro p o lita n  

s le p t  on.

Among th e  younger o rg a n iz a tio n s  in  New York was th e  S o c ie ty  of 

F r ie n d s  o f m usic . I t  had  b een  founded i n  1913 by M rs. H a r r ie t  L a n ie r ,  who 

rem ained  th e  s o le  f i n a n c i a l  sp o n so r f o r  a lm o s t two d ecad es . A rtu r 

Bodanzky was m usic d i r e c to r  o f  th e  F r ie n d s  from  1921, in  a d d it io n  to  con­

d u c tin g  a t  th e  M e tro p o li ta n . The S o c ie ty  a t  f i r s t  h e ld  i t s  c o n c e r ts  a t  

th e  R i tz - C a r l to n  H o te l,  th en  moved to  Town H a ll  o r  th e  M etro p o litan  O pera. 

The program s were n o t e n t i r e l y  c o n s e rv a tiv e ,  a lth o u g h  th e  group was n o t 

o r ie n te d  s p e c i f i c a l l y  tow ard  perfo rm ances o f contem porary  m usic. In  1929, 

Bodanzky l e f t  th e  M e tro p o li ta n  to  become th e  S o c i e ty 's  f u l l - t im e  d i r e c to r ,  

o r such was th e  p la n .  The new o r c h e s t r a  and c o n c e r t  h a l l  p roposed  f o r  th e  

F r ie n d s  was n o t fo rth c o m in g . By th e  end of 1929, Bodanzky had re tu rn e d  to  

th e  M e tro p o litan .®  D uring  th e  p o s t-w a r d e c ad e , th e  F r ie n d s  p rese n ted  

such p re m ie re s  as A r th u r  H o n eg g er's  Roi D av id , Hans P f i t z n e r 's  Von d e u ts c h e r  

S e e le , F re d e r ic k  J a c o b i 's  P o e t in  th e  d e s e r t , and works by B loch, P i z z e t t i ,

^The in fo rm a tio n  on th e  F r ie n d s  i s  b ased  on new spaper c lip p in g s  and 
b ro ch u re s  in  th e  c l ip p in g  f i l e  o f  th e  New York P u b lic  L ib ra ry .
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and Z em lin sk i. M rs. L a n ie r  d ied  i n  1931. W ithout h e r  s u p p o r t ,  th e  o rg an ­

i z a t i o n  c o lla p s e d  w i th in  a  few m onths.

New York was a ls o  th e  home, d u rin g  a t  l e a s t  p a r t  o f  each se a so n , o f  

th e  F lo n z a le y  Q u a r te t .  Formed in  1903,* the  group took  i t s  name from 

th e  Sw iss e s t a t e  o f  i t s  p a tr o n ,  Edward J .  de Coppet. New York c o n c e r ts  were 

p r iv a t e  e v e n ts  a t  f i r s t ,  h e ld  i n  de C o p p et's  M anhattan re s id e n c e .  From 

1905, th e  F lo n z a le y s  gave r e g u la r  p u b l ic  c o n c e r ts  as w e l l .  When th e  

K n e is e l  Q u a r te t  d isb an d ed  in  1917, the  F lo n z a le y s  became A m erica 's  le a d in g  

chamber g ro u p , to u r in g  e x te n s iv e ly  a c ro ss  th e  c o n tin e n t  and a b ro a d . The 

o rg a n iz a tio n  comm issioned a  number o f  w orks, among them S tra v in s k y 's  

C o n c e r tin o . The F lo n za ley  Q u a r te t  was d is s o lv e d  in  1929.

By th e  m iddle  tw e n tie s ,  th e  c i t y  co u ld  b o a s t  as  many as fo u r  s o c ie ­

t i e s  d ev o ted  s p e c i f i c a l l y  to  th e  perform ance o f  contem porary m u sic . The 

f i r s t  o f  th e s e ,  th e  F ranco-A m erican M usical S o c ie ty , was founded i n  1920 

by th e  French  p i a n i s t ,  E. R o b ert Schm itz (1889-1949). " I n te r n a t io n a l iz a ­

t io n  i n  m usic"  [ i . e .  programming new m usic o f  a l l  n a t io n s ]  was th e  s ta t e d  

i d e a l  o f  t h i s  group . By th e  f a l l  o f  1923, th e  S o c ie ty  was p u b lis h in g  a 

r e g u la r  q u a r t e r ly  b u l l e t i n  and o rg a n iz in g  s o -c a l le d  "Referendum c o n c e r ts "  

i n  A eo lian  H a l l .1® I t  was th e  o n ly  one o f th e  contem porary m usic s o c ie t i e s  

b a sed  i n  New York to  e s t a b l i s h  c h a p te rs  in  o th e r  c i t i e s .  By 1924, th e re  

w ere S o c ie ty  c h a p te rs  i n  D enver, M in n eap o lis , S a in t  P a u l ,  and P o r tla n d  

(O regon). There was a ls o  a  P a r is  c h a p te r ;  th e  S o c ie ty  claim ed to  be  th e

^See D an ie l G regory Mason, "Edward J .  de C oppet,"  M usical Q u a r te r ly
2 (1 9 1 6 ):5 1 6 -2 2 ; E .T. R ic e , "The de Coppet m usic room in  New York and 
S w itz e r la n d ,"  M usical Q u a r te r ly  23 (1 937):413-20 .

"^U n less  o th e rw ise  n o te d , th e  in fo rm a tio n  on the  S o c ie ty  i s  tak e n  
from  th e  q u a r t e r ly  b u l l e t i n s  o f  1923-29. R e la t iv e ly  l i t t l e  i s  known o f 
th e  e a r ly  y e a rs  o f  th e  o r g a n iz a t io n ,  p a r t l y  because  th e  a rc h iv e  o f  p a p e rs  
o f  E. R o b ert Schm itz i s  s t i l l  i n  p r iv a t e  hands and u n a v a ila b le  f o r  r e s e a rc h .
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f i r s t  to  g iv e  c o n c e r ts  o f  American m usic i n  t h a t  c i t y . ^

By th e  end o f  th e  d ecad e , th e r e  was a netw ork  o f a f f i l i a t e s  a c ro ss  

th e  Am erican c o n tin e n t ,  Kansas C i ty ,  San F ra n c is c o , Los A ngeles, D e t ro i t ,  

C h icag o , S e a t t l e ,  and M ontreal had been added. The fu n c tio n  o f  such 

c h a p te r s  was tw o -fo ld . Touring  a r t i s t s  sponsored  by th e  S o c ie ty  ( l ik e  

S chm itz h im s e lf )  cou ld  be a ssu re d  a  ready aud ien ce  th rough s u b s c r ip t io n  

c o n c e r ts  i n  th e s e  c i t i e s .  The p u b l ic  had , a t  th e  same tim e , expanded 

o p p o r tu n i ty  to  h e a r  works which would n o t n o rm a lly  have reached  them.

By 1928, th e  o rg a n iz a tio n  had some 3,500 members. T hat y e a r ,  Schm itz 

a rra n g e d  t r a n s c o n t in e n ta l  to u rs  l a s t in g  s e v e r a l  months f o r  b o th  Ravel 

and H onegger.

In  1926, th e  name o f th e  F ranco-A m erican S o c ie ty  was changed to  

P ro -M u sica . The group co n tin u ed  to  p re s e n t  new m usic from v a rio u s  

n a t io n s ]  how ever, th e re  were s t i l l  n o t ic e a b ly  few er German works g iv en  

a t  P ro -M usica  c o n c e r ts  th an  were p re s e n te d  by o th e r  groups such as th e  

League o f Com posers. On th e  o th e r  hand , contem porary French m usic , 

e s p e c i a l l y  works by Les S ix , ap p eared  in  P ro-M usica c o n c e r ts  more 

f r e q u e n t ly  th an  i n  program s o f  o th e r  s o c i e t i e s .  Some ex p e rim e n ta l m usic , 

such  a s  q u a r te r - to n e  p ie c e s  by Hans B arth  and C harles I v e s ,  found h e a rin g s  

i n  th e  Referendum  co n c erts! '*  However, by com parison w ith  th e  program s o f 

th e  I n te r n a t i o n a l  Com posers' G u ild , the  c o n c e r ts  o f  th e  Pro-M usica d id  

n o t  em phasize  th e  m ost re v o lu t io n a ry  m usic. T h e re -w a s .f r ie n d ly  coopera­

t io n ,  b e tw een , th e  In  t e rn a tio i ia l^ G u ild ’ and th e  Pro-M usica. V arese was on

"^Among th e  aims announced i n  a  b ro ch u re  from 1923-24 was the  
fo u n d a tio n  o f  an Am erican l ib r a r y  i n  P a r is ,  f o r  th e  purpose  of making 
s c o re s  by Am erican composers a v a i la b le  ab ro ad .

1 2 C h arles  Iv es  jo in e d  th e  board  o f  d i r e c to r s  in  1925.
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th e  a d v iso ry  board  o f th e  P ro -M usica , and h i s  l i e u t e n a n t  a t  th e  G u ild , 

C a rlo s  S a lzed o , was a  d i r e c to r  o f  Schm itz1 o rg a n iz a tio n .  Schm itz, fo r  

h i s  p a r t ,  was a  f re q u e n t g u es t a r t i s t  and co nducto r f o r  I n t e r n a t io n a l  G uild

In  th e  c lo s in g  y e a rs  o f  th e  d ecad e , th e  P ro-M usica in c lu d e d  in c r e a s in g  

amounts o f  American m usic on i t s  p ro g ram s, i n  k eep in g  w ith  th e  g e n e ra l  

aw areness t h a t  American m usic was coming o f  age . Schm itz l e f t  New York 

in  th e  1930s to  s e t t l e  i n  San F ra n c is c o , where he c o n tin u ed  h i s  a c t i v i t e s  

as p e rfo rm er and te a c h e r  u n t i l  h i s  d e a th  i n  1949.

The I n te r n a t io n a l  Composers* G uild was founded by Edgar V arese i n  

th e  s p r in g  o f 1921. The m an ifes to  o f  th e  o rg a n iz a tio n  rea d  i n  p a r t  as

I t  i s  t ru e  t h a t  i n  re sp o n se  to  p u b l ic  demand, 
our o f f i c i a l  o r g a n iz a tio n s  o c c a s io n a lly  p la c e  on 
t h e i r  program s a new work su rrounded  by e s ta b l is h e d  
names. But such a  work i s  c a r e f u l ly  chosen from  th e  
most tim id  and anemic o f contem porary p ro d u c tio n , 
le a v in g  a b s o lu te ly  unheard th e  composers who re p re ­
se n t th e  tru e  s p i r i t  o f  ou r tim es.

Dying i s  th e  p r iv i le g e  o f th e  w eary . The p r e s e n t  
day composers r e f u s e  to  d i e .  They have r e a l iz e d  th e  
n e c e s s i ty  o f  b an d in g  to g e th e r  and f ig h t in g  f o r  the 
r i g h t  o f  each in d iv id u a l  to  secu re  " f a i r  and 
f re e  p r e s e n ta t io n  o f  h i s  w o rk ."  I t  i s  o u t o f  such 
c o l l e c t i v e  w i l l  t h a t  the  I n te r n a t io n a l  Composers’ 
G uild i s  to c e n t r a l i z e  th e  works o f  th e  day , to  
group them i n  program s i n t e l l i g e n t l y  and o rg a n ic a l ­
ly  c o n s tru c te d , an d , w ith  th e  d i s t in g u is h e d  h e lp  
o f s in g e r s  and in s t r u m e n ta l is t s  to  p r e s e n t  th e s e  
works i n  such a way as  to  r e v e a l  t h e i r  fundam ental 
s p i r i t .

The I n te r n a t io n a l  Composers’ G uild  r e fu s e s  to  
adm it any l im i t a t i o n ,  e i t h e r  o f v o l i t io n  o r  o f  
a c tio n .

The I n te r n a t io n a l  Composers’ G uild d isa p p ro v e s  
o f  a l l  " ism s" ; d e n ie s  the  e x is te n c e  o f  s c h o o ls ;  
rec o g n iz es  o n ly  th e  i n d i v i d u a l . ^

in  s e v e r a l  newsp . M usical- A m erica, 23 J u ly  1921.

p rogram s.

fo llo w s :

^ a r ^ s e , p . 1 6 6-67 . The m an ife s to  appeared
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The f i r s t  concert o f  the  Guild took p lace on February 19, 1922, a t

the Greenwich V illage T heatre . The c r i t i c s  of the  p r in c ip a l  d a ily  papers

d id  n o t a tte n d . According to  Louise Varese, the audience was a p p rec ia tiv e

and the Guild- considered i t s  f i r s t  s e rie s  o f th ree  concerts  h ighly 
l 4su c ce ss fu l. For the second y e a r,  a la rg e r  h a l l  was engaged, through the 

e f f o r ts  of the G uild 's  new execu tive  se c re ta ry , Mrs. Arthur Reis. With 

the th ree  concerts  in  the 1922-23 season, Mrs. R eis’ b r ie f  a sso c ia tio n  

w ith the o rgan iza tio n  ended, however. That sp ring  she seceded from 

the In te rn a tio n a l  Composers’ Guild (with Louis Gruenberg and Lazare 

Saminsky) and organized the League of Composers. Whether her reason 

re la te d  to the Guild’s p o licy  o f no t repea ting  works once performed, or 

r e f le c te d  r e s is ta n c e  to Varese’s fo rc e fu l domination i s  n o t e n ti r e ly  

c le a r .  A fter a heated exchange o f charges and cou n ter-ch arg es , the two 

f a c t io n s  went th e i r  sep ara te  ways. 1 "5

D isso cia tin g  i t s e l f  p u b lic ly  from the d e fe c to rs , who had engaged 

the h a l l  used by the Guild the  previous season, the In te rn a tio n a l 

Composers' Guild en tered  i t s  th ird  season (1923-24) w ith Varese and 

Carlos Salzedo secure ly  a t  the  helm, as b e fo re . They moved the concerts 

to  the  V anderbilt T heatre , and in v ite d  Leopold Stokowski to  conduct the 

New York prem iere of S trav in sk y 's  Renard. For the  1924-25 season, they 

engaged Aeolian Hall to accommodate the growing audience. The organi­

za tio n  prospered through s ix  seasons, in  sp ite  of mixed c r i t i c a l  recep tio n  

of the music performed. With the concert of A pril 17, 1927, o ffe r in g

^ V a re s e , Looking-glass d ia ry , p . 171-77.

^ I b i d . , p . 188-191. Louise V arese 's  view of the  a f f a i r  i s  a 
fran k ly  p a r t is a n  one. In an in te rv iew , January 12, 1973, Mrs. Reis 
expressed  h er embarrassment to me over the rev iv ing  o f such an un­
p lea sa n t disagreem ent.
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works by Berg, S a lzed o , S tra v in s k y , and V arese , th e  I n t e r n a t io n a l  Compo­

s e r s '  G u ild  d isb an d ed . In 1928, V arese o rg an iz e d  a new s o c ie ty ,  th e  Pan 

Am erican A s s o c ia t io n  o f  Com posers. His rea so n s  f o r  fo u n d in g  th e  o rg a n i­

z a tio n  w ere r e p o r te d  i n  a  new spaper in te rv ie w  from th e  tim e to  be as

The Pan Am erican was b o rn  b ecau se  I  r e a l iz e d  
t h a t  Europe was d r i f t i n g  back  to  n e o -c la s s ic is m  
o r  r a th e r  w hat i s  s o - c a l le d .  . . . You c a n 't  
make a c l a s s i c ;  i t  h a s  to  become one w ith  a g e .
What i s  c a l le d  c la s s ic i s m  i s  r e a l l y  academ icism , 
th e  in f lu e n c e  we w ant to  combat as an e v i l  
th in g ,  fo r  i t  s t i f l e s  spon taneous e x p re s s io n  
. . . .  I t  i s  n o t  t h a t  I  b e l ie v e  m usic sh o u ld  
b e  l im ite d  t o  a p a s s p o r t  b u t  r a th e r  t h a t  ^ 3  
today  v e ry  l i t t l e  m usic i s  a l i v e  i n  Europe.

In  1929, when th e  Pan Am erican had b a re ly  been  lau n c h e d , V arese 

went to  l i v e  i n  P a r is  f o r  s e v e r a l  y e a r s ,  le a v in g  th e  a c t i v e  l e a d e r s h ip  

o f  th e  o rg a n iz a tio n  to  Henry Cow ell.

M eanw hile, th e  League o f Composers had p ro sp e re d . I t s  f i r s t  

se aso n , 1923-24, saw n o t  o n ly  a  s e r i e s  o f  th r e e  c o n c e r t s ,  b u t  a ls o  th e  

f i r s t  i s s u e s  o f  th e  League o f  Com posers' rev ie w , a  q u a r t e r ly  jo u rn a l  

e d ite d  by Minna Ledermann. Under th e  r e v i s e d  t i t l e ,  Modern m u sic , the  

m agazine c o n tin u ed  r e g u la r ly  u n t i l  1948. I t  p ro v id ed  a forum  fo r  

com posers and c r i t i c s — European and American— in  t h e i r  d is c u s s io n s  o f  

th e  p roblem s and p o t e n t i a l s  o f contem porary  m usic .

U n lik e  th e  I n te r n a t io n a l  Com posers' G u ild , th e  League was n o t  bound 

by a  p o l ic y  o f  g iv in g  new works o n ly  once. The League a ls o  had more 

a f f l u e n t  back ing  than  th e  G u ild , and favored  more g a la  p ro d u c tio n s  as

V a re se , L o o k in g -g la ss  d i a r y ,  p. 279. For a  h i s to r y  o f  th e .A s s o c i­
a t io n  and  a re c o rd  of th e  c o n c e r t s ,  see Deane L. R o o t, "The Pan American 
A s s o c ia t io n  o f Composers (1 9 2 8 -1 9 3 4 )" , Yearbook f o r  in te r-A m e ric a n  
r e s e a rc h  8  (19 7 2 ): 49-70.
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th e  decade p ro g re s s e d . I t  u n d e rto o k  to  s ta g e  some o f  the  new m usic , such 

a s  Manuel de F a l l a ’s  I I  r e ta b lo  de Maese Pedro (1 9 2 5 ),and S tra v in s k y 's  

Les n oces (1929). This l a s t  appeared  on a  program  w ith  M o n tev e rd i's  

C om battim ento, w hich was b e in g  s ta g e d  f o r  th e  f i r s t  tim e in  more th an  

th re e  hundred  y e a r s .

Where V arese had e n l i s te d  th e  f re q u e n t c o l la b o ra t io n  o f  Leopold 

S tokow sk i, M rs. Reis ( th e  e x e c u tiv e  d i r e c to r  o f  th e  League u n t i l  1948) 

so u g h t th e  a id  o f  Serge K o u ssev itzk y . He conducted th e  p rem iere  o f th e  

L e a g u e 's  f i r s t  comm issioned w ork, Aaron C o p lan d 's  Music f o r  the  t h e a t r e , 

a t  a  c o n c e r t  i n  November 1925. The fo llo w in g  y e a r ,  th e  League comm ission­

ed B a r to k 's  V i l la g e  s c e n e s . The p r a c t ic e  o f  com m issioning new compo­

s i t i o n s  c o n tin u e d  th ro u g h o u t th e  o r g a n iz a t io n 's  e x is te n c e .  The League 

o f  Composers merged w ith  the  I n te r n a t io n a l  S o c ie ty  f o r  Contemporary 

M usic i n  1954.

During th e  season  o f  1921-22 , a  group o f American composers banded 

to g e th e r  to  form  th e  American M usic G u ild . Among th e  founders were 

M arion B auer, Louis G ruenberg, Sandor H arm ati, C h arles  H au b ie l, F red­

e r i c k  J a c o b i ,  A. W alter Kramer, H arold  M o rr is ,  Daems T a y lo r, a id  A lb e r t  

S to e s s e l .  The G uild  p re s e n te d  i t s  f i r s t  s u b s c r ip t io n  c o n c e r t  i n  Town 

H a ll on Jan u ary  3 , 1923. There had a lre a d y  been  a  c o n c e r t  th e  p re v io u s  

A p r i l ,  how ever, f e a tu r in g  works by the  members, a s  w e ll as co m positions 

by John  Alden C arp en te r  and C h arle s  M artin  L o e f f le r .  Though th e  aim 

o f  th e  o rg a n iz a tio n  had o r ig i n a l l y  been to  g a in  h e a r in g s  fo r  American 

m u sic , th e  G u i ld 's  program  in  Jan u ary  1924 c o n s is te d  e n t i r e l y  o f  works 

by European com posers. The o rg a n iz a tio n  was s h o r t - l i v e d .  By the  1924- 

25 se aso n  i t  had ceased  to  fu n c t io n .
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Chapter I I I

THE OLD GUARD: JAMES HUNEKER, HENRY E. KREHBIEL,
RICHARD ALDRICH, HENRY T. FINCK, WILLIAM J .  HENDERSON

In tro d u c tio n

W illiam  H enderson and R ich a rd  A ld ric h  d ied  w i th in  th re e  days of 

each  o th e r  ir. 1937. T h is  ev en t prompted a  number o f  r e t r o s p e c t iv e  

g la n c e s  a t  New York’ s m u s ic a l  j o u r n a l i s t s  o f  th e  "Golden Age."'*' "The 

l a s t  o f  th e  E ld e r S ta tesm en  o f  o u r  m u sic a l c r i t i c i s m  have d e p a r te d ,"  

commented Lawrence G ilm an, "and many o f us a re  conscio u s  of an I r r e p -

I t  i s  d i f f i c u l t  f o r  th o se  whose m u sic a l ex­
p e r ie n c e s  began i n  r e c e n t  y e a rs  to  u n d ers tan d  
j u s t  what such  c r i t i c s  as  H enderson, A ld r ic h , 
K re h b ie i ,  Huneker and F inck  m eant to  m u sic -  
lo v e r s  h e re a b o u t du rin g  th e  p e rio d  o f o u r  m usi­
c a l  l i f e  which began in  th e  l a t e  80s and e a r ly  
90s and ended in  th e  f i r s t  week o f th e  p re se n t 
m onth. . . . These men had som ething about 
them of an  h e ro ic  age o f th e  c r i t i c a l  l i f e ,  a  
l i f e  which h as  c o n tr a c te d ,  become more concen­
t r a t e d  and s e l e c t i v e ,  p e rh a p s , in  our l a t e r  day . 
Such men a s  th e  le a d e r s  o f  th e  g re a t  group which 
i s  now o n ly  a  memory were a lm ost fab u lo u s  in  th e  
r ic h n e s s  and ran g e  o f  t h e i r  m u sica l a c t i v i t i e s .  
They w ere g u id e s , c o u n s e l lo rs ,  f r i e n d s  to  th e  
o p e ra t ic  and c o n c e r t-g o in g  p u b l ic  o f t h e i r  
t im e s . They were j o u r n a l i s t s ,  l e c t u r e r s ,  pam­
p h le t e e r s ,  w r i te r s  o f  books. The w orld w ith 
which th e y  d e a l t  was not o n ly  — as i t  i s  fo r  
m ost m usic c r i t i c s  o f  our tim e and p la c e  — th e  
w orld  o f  t h e i r  r e a d e r s ,  th e  p u b lic  to  whom they  
speak  in  t h e i r  a r t i c l e s .  I t  com prised a ls o  th e  
w orld of th e  m u sic ia n s  ab o u t whom th ey  w ro te , 
many o f whom w ere t h e i r  in tim a te  and c o n f id e n t ia l
f r i e n d s .^

iH enry  T. F in ck  c a l le d  h i s  au to b io g rap h y  My ad v en tu res  in  th e  golden  
age of m usic  (New York: Funk & W agnalls C o ., 1926). The Golden Age was 
over by World War I .

^ T rib u n e , 20 June 1937.
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I n  O ctober o f  th e  same y e a r ,  th e  M usical Q u a r te r ly  o f fe re d  a  f u r t h e r  

a tte m p t to  c h a ra c te r iz e  and d e f in e  th e  group o f  "Old Guard" c r i t i c s .

The a p tn e s s  of th e  term  "Old Guard" d e r iv e s  from  th e  ex tended  te n u re  o f

i t s  members i n  th e  r e l a t i v e l y  s ta b l e  New York m u sic a l scene b e fo re  World 

War I .  Henry E. K re h b ie l3  and Henry T. Finck^ each  se rv ed  t h e i r  news­

p a p e rs  f o r  f o r t y - t h r e e  y e a rs .  James Huneker, W illiam  H enderson, and 

R ich a rd  A ld r ic h  jo in e d  th e  New York c r i t i c a l  f r a t e r n i t y  in  1886, 1887, 

and 1891, r e s p e c t iv e ly ,  and were a c t iv e  i n t 0  th e  1920s and 1930s. Adding 

s e v e r a l  o f  t h e i r  B oston c o lle a g u e s  (P h il ip  H a le , W.F. A p thorp , Henry T.

P a rk e r )  to  th e  New York Old G uard, Oscar Thompson c a lle d  them th e  f i r s t

t r u l y  "Am erican sch o o l o f c r i t i c i s m ." '’

Thompson*s p r id e  in  th e  group la y  in  what he c a l le d  th e  s e l f -  

s u f f ic ie n c y  o f  American m usic c r i t i c i s m ,  in  a tim e  when th e  n a t iv e  com­

p o se rs  were s tr u g g l in g  w ith  " th e  dilemma o f e c le c t i c is m ."

Hard words were sa id  o f them on o c c a s io n , b u t 
no one th o u g h t o f  accu sin g  W .J. Henderson o r 
R ich ard  A ld r ic h  of w r i tin g  l i k e  a  c ro s s  betw een 
E rn e s t  Newman and "Papa" K orngold , w ith  an admix­
tu r e  o f  A dolf Weissmann, tim ile V uillerm oz and 
Guido G a t t i .  These two ty p i c a l l y  American c r i t i c s  
drew n e i th e r  t h e i r  o p in io n s  nor t h e i r  p h raseo lo g y  
from a b ro a d . O rd in a r i ly ,  th ey  w ro te  a s  i f  com­
p l e t e ly  ig n o ra n t  o f ,  and t o t a l l y  d i s i n te r e s te d  
i n ,  th e  v e r d i c t s  th a t  had a lr e a d y  been  fo rm u la ted

^ T rib u n e , 1880-1923.

^New York Evening P o s t , 1881-1924.

3 0 s c a r  Thompson, "An American school o f c r i t i c i s m :  th e  leg a c y  l e f t
by W .J. H enderson, R ichard  A ld r ic h , and t h e i r  c o lle a g u e s  of th e  Old
G u ard ,"  M usica l Q u a r te r ly  23 (O ctober 1937): 4 2 8 -3 9 . Oscar Thompson 
succeeded  H enderson on th e  Sun. He w rote th e  f i r s t  book on m u sica l c r i ­
t ic i s m  to  be p u b lish e d  in  t h i s  co u n try , P r a c t i c a l  m u sica l c r i t i c i s m  (New
York: W itm ark, 1934).
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i n  I t a l y ,  F ra n ce , Germany, o r  England, on th e  
new m usic o r  th e  new i n t e r p r e t e r s  p a s s in g  in  
rev iew  b e fo re  them . I f  th ey  h eard  m usic ab road  
i t  was th e  same as h e a rin g  i t  i n  New York; th ey  
h ea rd  w ith  th e  e a r s ,  n o t o f  th e  co u n try  in  which 
th e y  were s o jo u rn in g ,  b u t o f  A m erica.^

C o n s id e rin g  th a t  th e  A m erican m u sic a l lan d scap e  in  w hich th e  c r i t i c s  

moved was s t i l l  overw helm ingly E uropean, t h i s  s ta te m e n t i s  m is le a d in g .

The im p re ss io n  th a t  New York w r i te r s  were n o t aware o f  n o r  in flu e n c e d  

by th e  E uropean th o u g h t o f t h e i r  own g e n e ra t io n  i s  s im ply  f a l s e .  In  

1915, H enderson , a  member o f  th e  Old Guard h im s e lf ,  had p u b l ic ly  a c ­

knowledged t h i s  d e b t:

. . . th e  b ro ad e r  o u tlo o k s  o f such m a s te rs  o f 
c r i t i c a l  p r a c t ic e  as R o lla n d , D ent, Newman and 
t h e i r  compeers m ust i n e v i t a b ly  lea d  men tow ard 
a d isce rn m en t o f  th e  o rg a n iz a t io n  o f  m u sic a l 
a r t .  ^

Thom pson's p r a i s e  o f c r i t i c s  h e a rin g  "w ith  th e  e a r s ,  n o t o f th e  

c o u n try  i n  w hich th ey  were so jo u rn in g , b u t of Am erica" m igh t have 

seemed p a t r i o t i c  and g r a t i f y in g  i n  th e  1930s. I t  o b scu red , how ever, 

th e  c h ie f  c o n tr ib u tio n  o f  th e  group o f men he sought to  e u lo g iz e .

Through t h e i r  e f f o r t s ,  an ex p an d in g , r e g u la r  m u sic a l p u b l ic  had come 

in to  b e in g  in  New York . 8  What t h a t  p u b lic  h eard  i n to  th e  1920s was 

s t i l l  anchored  in  th e  European t r a d i t i o n ,  and so was th e  m usic-' 

c r i t i c i s m  th ey  r e a d .

^Thompson, "Am erican s c h o o l ,"  p . 428.

^W illiam  J .  H enderson, "The fu n c t io n  o f  m u sica l c r i t i c i s m ,"
M usical Q u a r te r ly  1 (Jan u a ry  1915): 82.

SRoyal C o rto sso z , a r t  c r i t i c  f o r  th e  T r ib u n e , rec o g n iz ed  t h i s  when 
he s a id ,  "They were among th e  m as te r  b u i ld e r s  of a m u sic a l p u b l ic ."  He 
o m itted  F in ck  from  th e  l i s t ,  how ever. Quoted in  G ilman, T rib u n e , 20 
June 1937.
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Thompson, in  h i s  M u sica l Q u a r te r ly  a r t i c l e ,  p lac e d  th e  "American 

sc h o o l o f  c r i t i c i s m "  w i th in  th e  b ro a d e r  p i c tu r e  o f  "Am erican jo u rn a lis m  

as  a  w h o le ."  He m ost adm ired th e  q u a l i t i e s  o f  c r i t i c i s m  t h a t  avo ided  

" s e l f - e x p l o i t a t i o n . "  The new spaper w as, a f t e r  a l l ,  f o r  th e  r e a d e r ’ s 

in fo rm a tio n . In  t h i s  c o n te x t ,  Huneker was somewhat s e t  a p a r t  from th e  

r e s t .  N e i th e r  Henderson n o r  A ld r ic h  was g iv en  to  th e  "p u rp le  p a tc h e s "  

o f  H uneker, Thompson s a id .  N e i th e r  t r i e d  to  compete w ith  Huneker’ s 
9

l i t e r a r y  v i r t u o s i t y .

H uneker, an a d m irer  o f  th e  F rench  l i t e r a r y  t r a d i t i o n  p e r s o n i f ie d

by A n a to le  F ra n c e , was th e  s in g le  im p r e s s io n is t ic  c r i t i c  among th e  Old
10G uard. When ̂  r e le a s e d  from  th e  r o u t in e  demands o f  m u sica l jo u rn a lis m

to  p u rsu e  h i s  own i n t e r e s t s  in  c r i t i c i s m ,  Huneker ranged f a r  beyond 

th e  b o u n d a rie s  o f  "Am erican jo u rn a lis m  as a  w h o le ."  He communicated 

h i s  d i s c o v e r ie s  i n  th e  a r t s  and  l i t e r a t u r e  in  a v iv id  s t y l e  t h a t  was 

un iq u e  among th e  New York c r i t i c s  o f  h i s  day.

On h i s  t r i p s  ab ro ad  b e fo re  th e  w ar, Huneker had s c e n te d  th e  winds 

o f  m u sic a l ch an g e , and n o te d  th e  i n e v i t a b i l i t y  o f  a  new o r d e r  i n  th e  

a r t s  soon to  rea c h  o u r  s h o re s .  He was one o f  th e  f i r s t  to  p o in t  to  th e  

" c r i t i c a l  C anu tes" who v a in ly  t r i e d  to  c o n ta in  th e  waves o f  m u sica l 

i n n o v a t i o n .^

There can  be no d eny ing  th e  d isc o m fitu re  o f  th e s e  e ld e r  j o u r n a l i s t s ,  

in c lu d in g  H uneker, a t  th e  in c r e a s in g  amounts o f  new m usic p re s e n te d

9
Thompson, "Am erican s c h o o l ,"  p . 433 .

^ H u n e k e r  su p p lie d  a  s e r i e s  o f  v ig n e t te s  on French c r i t i c s  o f  th e  
day in  h i s  c o l l e c t i o n  The p a th o s  o f  d is ta n c e  (New York: S c r ib n e r 's ,  1913).

^■James H uneker, Iv o ry , apes and peacocks (New Y ork: S c r ib n e r 's ,  
1 9 1 5 ), p .  64. From th e  e s sa y  on A rnold  Schtfnberg.
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in  New York a f t e r  th e  w ar. A few "off-B roadw ay" c o n c e r ts  by th e  av a n t-
12gard e  Leagues and G uilds co u ld  be (and o f te n  w ere) ig n o re d . But the  

f lo o d  o f in n o v a tiv e  m usic soon moved in to  th e  r e g u la r  c o n c e r t h a l l s  and 

proved u n a v o id a b le . These c r i t i c s ,  who had been " g u id e s , c o u n s e l lo rs ,  

f r i e n d s "  to  a  g e n e ra t io n  o f  m u sica l n o v ice s  w ere, to  a man, u n ab le  to  

r e v i s e  o r  expand t h e i r  m u sica l t a s t e .  By th e  1920s th ey  were n o t m erely 

an o ld ,  b u t  a  r e a r  g u a rd . N e v e r th e le s s ,  i t  would be a  m is tak e  to  d ism iss  

th e  Old Guard m ere ly  as f iv e  s e n t in e l s  o f  t r a d i t i o n ,  o r  " e m o t io n a l is ts "  

r e s e n t f u l  o f  th e  encroachm ents o f  fo rm alism . For a  p e rs p e c tiv e  on t h e i r  

in d iv id u a l  and c o l l e c t i v e  c o n tr ib u t io n s ,  they  a re  p re s e n te d  h e r e ,  in  

o rd e r  o f  t h e i r  d isa p p e a ra n c e  from th e  m u sica l scen e .

12None o f  th e  Old Guard c r i t i c s  a tte n d e d  th e  program s o f th e  
I n te r n a t i o n a l  Com posers' G uild  d u r in g  i t s  f i r s t  s e aso n , i n  the  s p r in g  
o f  1922.
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JAMES GIBBONS HUNEKER 
(1857-1921)

For sh eer " c r i t i c a l  c o l o r a t u r a , n o n e  of th e  Old Guard could 

r i v a l  th e  s ty l e  o f  James G ibbons Huneker. Henderson summed i t  up l a t e r  

f o r  th e  D ic tio n a ry  of American b io g ra p h y , s a y in g , "He had the  so u l o f  a 

17 th  c e n tu ry  V e n e tia n . A ll t h a t  was m ost vo lu p tu o u s i n  form and c o lo r  

f i l l e d  him w ith  a r a p tu re  which so u g h t u t te r a n c e  in  sonorous p h r a s e ." 1^ 

The f i f t h  and f i n a l  volume o f Van Wyck Brook’ s mammoth s tu d y  o f American 

w r i t in g  opens w ith  Huneker’ s a r r i v a l  in  New York (F ebruary  1S86)J"* The 

c i t y  i t s e l f ,  Brooks s a id ,  was " h a lf  p r o v in c ia l  s t i l l ,  a  m e tro p o lis  a t  th e  

awkward a g e , a sp raw lin g  young c i t y  t h a t  sometimes su g g ested  London, 

som etim es V ie n n a ." 1^ About Huneker he w ro te:

A le r t ,  a l i v e ,  u n iv e r s a l l y  c u rio u s  in  a w orld 
t h a t  was s t i l l  i n s u l a r ,  — u n c r i t i c a l  and even 
p a r o c h ia l ,  a e s t h e t i c a l l y  s p e ak in g , — he was 
to  c o n tr ib u te  as much a s  anyone, p o s s ib ly  more 
th a n  anyone e l s e ,  to  th e  cosm o p o litan  growth 
of th e  mind o f  th e  c i t y .  H is p a t r i e  psychique 
was alw ays to  be F ra n ce , he s a id ,  a  t a s t e  in  
w hich he resem bled  h undreds o f  New Y orkers . . . ^ 7

^T hom pson , "Am erican s c h o o l ,"  p . 433.

■^Henderson had f i r s t  fo rm u la te d  t h i s  d e s c r ip t io n  f o r  th e  o b i tu a ry  
eu lo g y  a t  th e  tim e  o f H uneker’ s d e a th . H era ld , 21 F ebruary  1921.

l^V an Wyck B rooks, Makers and f in d e r s :  a h i s to r y  o f th e  w r i te r  in  
A m erica, 1800-1915, v o l .  5 : The c o n fid e n t  y e a r s , 1885-1915 (New York: 
D u tto n , 1952). Huneker was s u re ly  one o f  th e  o u ts ta n d in g  " f in d e r s "  of 
new a r t i s t i c  t a l e n t s  o f a l l  s o r t s .

1 6 I b i d . , p .  1 .

1 7 I b i d , , p .  3 .
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James Huneker was born  in  P h i la d e lp h ia  in  1857} son of a p ro sp e ro u s 

house p a i n t e r . 1® The fam ily  was prom inent in  th e  c i t y 's  m usica l c i r c l e s .  

Huneker met a c to r s ,  p a in t e r s ,  and w r i te r s ,  as w e ll as m u sic ia n s . His 

C e l t i c  tem peram ent was in h e r i te d  from an I r i s h  m o th er, who hoped he 

would f in d  a c a re e r  in  th e  Church. In s te a d ,  he s e t  o f f  i n  1878 f o r  

P a r is  w ith  h i s  f i r s t  w ife ,  to  e n r o l l  a t  th e  C o n se rv a to ire  and to  become 

a p i a n i s t .  T h is am b itio n  was n o t r e a l iz e d ,  b u t even d u r in g  th a t  f i r s t  

European p ilg r im a g e  h i s  ran g e  of i n t e r e s t s  widened r a p id ly ,  em bracing 

l i t e r a t u r e ,  p a in t in g ,  and p h ilo so p h y  along w ith  m usic . D uring  th e  n ex t 

th re e  d ecad es , he r e tu rn e d  to  Europe ag a in  and a g a in . He w ro te  about h i s  

c u l t u r a l  en c o u n te rs  v o lu m in o u sly , b r i l l i a n t l y . 1  ̂ "Huneker i s  th e  American 

Columbus who d isc o v e red  Europe f o r  u s ,"  s a id  Benjamin de C asse res  in  1920. 

"He i s  th e  ro b u s t  S an ta  M aria t h a t  has made many voyages and b ro u g h t back 

c u rio u s  lo o t  and r a d ia n t  gods c lan k in g  in  th e  golden  c h a in s  o f  h i s  p ro se  

. . . D uring th e s e  t h i r t y  y e a rs ,  H uneker's  books b u i l t  a r e p u ta t io n

1®Amold T. Schwab, James Gibbons Huneker (S ta n fo rd :  S ta n fo rd  
U n iv e rs i ty  P r e s s ,  1963). The b io g ra p h ic a l  d e ta i l s  a re  based  w herever 
p o s s ib le  upon t h i s  r e c e n t  s tu d y . Schwab h im se lf  was l o a th  to  r e ly  too 
h e a v ily  upon H u n ek e r 's  own au to b io g rap h y , S te e p le ja c k , 2 v o ls .  (New 
York: C h arles  S c r ib n e r  & S ons, 1920), f in d in g  i t  u n r e l i a b l e  even in  
such m a tte rs  as H u n ek e r's  b i r t h d a te .  A ll m ajor so u rc e s  p e r s i s t  in  
g iv in g  t h i s  as 1860, even though H uneker's  b a p tism a l c e r t i f i c a t e  has 
been a v a i la b le  f o r  a lm ost 20 y e a rs .  Huneker, h im s e lf ,  p ro v id ed  th e  
c a v ea t in  h i s  p r e fa c e  to  S te e p le ja c k , when he s a id ,  "A utobiography i s  
but f i c t i o n  d is g u is e d  " (v o l.  1 , p . 1 0 ) .

■^His books in c lu d e :  M e zz o tin ts  in  modern m usic (1899); Chopin, 
(1 9 0 0 ); M elomaniacs (1902); Ic o n o c la s ts  (1904); E g o is ts  (19 0 9 ); Prome­
nades o f an im p re s s io n is t  (1 9 1 0 ); O vertones (1904); V is io n a r ie s  (1905); 
F ranz L is z t  (1 9 1 1 ); Old fogy (1913); The p a thos o f  d i s ta n c e  (1913); Iv o ry , 
a p e s , and peacocks (1915); New cosm opolis (1915); U n icorns (1917);
Bedouins (1 9 2 0 ); P a in te d  v e i l s  ( f i c t i o n ,  1920); S te e p le ja c k  (1920).

2^M usical A m erica, 5 Ju n e  1920, p . 3. Huneker was s t i l l  a l i v e  
when th is  was w r i t t e n .
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f o r  th e  c r i t i c  t h a t  f a r  t ra n sc en d e d ’ an y th in g ’ he d o u id ’have a c h iev ed  a s  ' 

a  j o u r n a l i s t  a lo n e .

Y e t, o f  t h i s  "charm ing , g a rru lo u s  sa v an t of t r a n s i t i o n a l  A m erica " ^ 1  

H .L. Mencken rem arked l a t e r ,  " I  have nev e r known a man whose f a l l i n g  

y e a rs  w ere more m e l a n c h o l y . H o w  d id  Huneker p e rc e iv e  h im se lf?  The 

p re fa c e  to  h i s  a u to b io g rap h y  summed i t  up:

I  t r i e d  to  climb — alw ays in  th e  azu re  — b u t 
my m usc les were undeveloped  and wings I  had none 
to  speak o f ;  th e  consequences may w e ll be imag­
in e d . Many a  tum ble , broken  bones, and what sen­
t im e n ta l i s t s  would d e s c r ib e  as s h a t te r e d  i l l u s i o n s .
R e a lly , no i l l u s i o n s  were d i s s ip a te d .  F i f t y  y e a rs  
have p assed  and I  am s t i l l  th e  i n c o r r ig i b le  dream­
e r  (w ith  one eye on e a r t h ly  b an q u e ts)  and a 
s te e p le ja c k .  . . .

The n a r r a t i o n ,  on whose road  I  am s t a r t i n g  o u t 
so g a i ly ,  may p u zz le  b u t  i t  need n o t a la rm  you.
I t  i s  th e  s to r y  o f  an u n q u ie t  so u l who voyaged 
from  c i t y  to  c i t y ,  c o u n try  to  co u n try , in  s e a rc h  
of som eth ing , he knew n o t  w hat. The go ld en  g rapes 
of d e s i r e  w ere n ev e r p lu ck e d , th e  m arv e llo u s  
m irage  o f th e  Seven A rts  never o v e r ta k e n , th e  an­
t iq u e  and b e a u t i f u l  p o rch es  o f  p h ilo so p h y , th e  
solemn tem ples of r e l i g io n  never p e n e tr a te d .
L ife  has been th e  B arm ec id e 's  f e a s t  to  me — you 
remember th e  A rab ian  N ig h ts  —  no sooner d id  I  
co v e t a  r a r e  d is h  th an  f a t e  whisked i t  o u t o f  my 
re a c h . I  lo v e  p a in t in g  and s c u lp tu re .  I  may 
o n ly  look  b u t n ev er own e i t h e r  p i c tu r e s  o r  
m arb le s . I  would f a i n  be a  p i a n i s t ,  a composer 
o f  m u sic . I  am n e i t h e r .  Nor a p o e t.  Nor a  
n o v e l i s t ,  a c to r ,  p la y w rig h t .  I  have w r i t t e n  o f 
many th in g s  from a r c h i te c tu r e  to  zoo logy , w ith ­
o u t g ra sp in g  t h e i r  in n e r  su b s ta n c e . I  am Jack  
o f th e  Seven A r ts ,  m a s te r  o f  none. A s te e p le ja c k

^ D a n ie l  B. Dodson, P re fa c e  to  Iv o ry , apes and p e a co c k s , by James 
H uneker, new e d . (New York: Sagamore P r e s s ,  1957), p . v i i i .

2 2 H.L. Mencken, " I n t r o d u c t io n ,"  i n  Essays by James H uneker, ed . 
H.L. Mencken (New York: C harles S c r ib n e r  & Sons, 1929).
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of th e  a r t s .  An e g o t i s t  who i s  n o t ashamed 
to  avow i t .  Everyone f o r  h im se lf  i n  t h i s  
d e s e r t  o f  eg o tism  c a lle d  l i f e ,  c r ie d  S te n d h a l .

He d ied  on F eb ru ary  9 , 1921, o f  pneum onia, th e  cu lm in a tin g  e v en t of

s e v e ra l  y e a rs  o f  f a i l i n g  h e a l th .

Huneker had in  f a c t  r e t i r e d  from r e g u la r  m usic jo u rn a l is m  i n  1902

when, a f t e r  two y e a rs  i n  th e  m usic  departm en t of th e  New York Sun, he

moved o ver to  th e  drama desk  o f  th e  same p a p e r .  T h is  e v e n t p r e c ip i t a te d

one of th e  p e re n n ia l  s h i f t s  i n  th e  m u sic a l c h a ir s  of New York jo u rn a lis m .

W illiam  Henderson l e f t  th e  New York Times f o r  th e  Sun (where th e  reward

was money r a th e r  th an  fam e); R ich ard  A ld r ic h  re p la c e d  H enderson a t  th e

Tim es, moving on from  th e  New York T rib u n e , where he had been  Henry

K re h b ie l ’s a s s i s t a n t .

Huneker r e s ig n e d  from th e  Sun in  1912, r e tu r n in g  o n ly  b r i e f l y  in

1916. Having branched  o u t  i n to  o th e r  a re a s  o f  c r i t i c i s m ,  i t  was w ith  

re lu c ta n c e  and f o r  f i n a n c i a l  re a so n s  t h a t  he resumed a c t i v i t y  i n  the  

m usic f i e l d .  " A fte r  15 y e a r s ' a b s e n c e ,"  he w ro te  to  Royal C o r t is s o z  i n

1917, " th e  wheel has come f u l l  c i r c l e ,  and I 'm  once more a c o n v ic t ,  a

.,24g a l le y - s la v e  to  to n e ."  A m erica 's  e n tr y  in to  World War I ,  and conse­

quent an ti-G erm an f e e l in g ,  r e s u l te d  in  H u n ek e r 's  d is m is s a l  by th e  

fo llo w in g  A p r i l .  S ty lin g  h im s e lf  a s  C elto-M agyar, and adding  th e  

E n g lish -so u n d in g  "G ibbons" to  h i s  name a c ro s s  th e  column head proved i n ­

s u f f i c i e n t l y  p l a c a t in g .  The fo llo w in g  se aso n  found him commuting to 

P h i la d e lp h ia ,  where th e  " g a l le y - s la v e "  produced o n ly  th re e  m usic  columns

23Huneker, S te e p le ja c k , v o l .  1 , pp . 4 -5 . 

2 4 Schwab, J .G . H uneker, p .  230.
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a  week f o r  th e  P h i la d e lp h ia  P r e s s . He co n s id e red  moving back to  h i s  

n a t iv e  c i t y  on a f u l l - t i m e  b a s i s ,  b u t th e  jo b  f e l l  th ro u g h ; the  P re ss  

i t s e l f  was s o ld  by 1920. In  P h i la d e lp h ia ,  Huneker tu rn ed  to  r e p r in t i n g  

o ld  columns v e rb a tim , a p r a c t ic e  which he co n tin u ed  u n t i l  h is  d e a th .

Though he had p re v io u s ly  tu rn e d  down th e  o f f e r ,  he f i n a l l y  a ccep ted  

th e  New York T im es* b id  to  f i l l  i n  f o r  R ichard  A ld r ic h  d u rin g  the  

fo llo w in g  seaso n  (1 918-1919). A ld r ic h  was on ex tended le a v e  fo r  war d u ty  

i n  W ashington , w r i t in g  e d i t o r i a l  summaries f o r  G eneral P e rsh in g . Huneker 

s t i l l  had s tau n ch  a d m ire rs .  The M usical C o u r ie r , f o r  exam ple, e d i t o r i ­

a l i z e d  i n  fa v o r  o f  h i s  perm anent appoin tm ent a t  th e  Times, d e r id in g  th e  

" a n a ly t i c a l ,  h i s t o r i c a l ,  s t a t i s t i c a l ,  s u p e r-e ro g a te d , s o p o r i f ic  m usic 

re v ie w in g "  t h a t  would resum e on A ld r ic h ’ s r e t u r n .^ -' M rs. A ld r ic h  r e ­

p o r te d  l a t e r  t h a t  h e r  husband fe a re d  Huneker was n o t  alw ays q u i te  sober 

when he w ro te  th o se  c a s u a l ,  o f te n - p la y f u l  c r i t i c i s m s . 2^ There i s  no 

dou b t t h a t  Huneker to o k  th e  adven t o f P r o h ib i t io n  a s  a p e rso n a l a f f r o n t ,  

and t h a t  h e  u sed  th e  Times upon o ccasio n  a s  a forum in  t h i s  m a t te r .  In  

a  Sunday a r t i c l e  (one o f  h i s  l a s t  f o r  t h a t  p a p e r) , he w ro te , under th e  

t i t l e ,  " A rt and A lco h o l" :

The t r u t h  i s  t h a t  our e x is te n c e  w ith o u t some 
b u f fe r  betw een o u r naked s o u ls  and th e  c h i l l  
wind o f empty s p i r i t u a l  space would be incon­
c e iv a b le .  Man d e v ise d  Time and S pace, — sym­
b o ls  o f  h i s  t e r r i f y in g  ig n o ran ce  in  th e  p resen ce  
o f  e t e r n i t y  — and r e l i g io n  and th e  a r t s  w here­
w ith  he m ig h t c lo a k  h i s  n ak ed n ess . A ll  th e  r e s t  
i s  v a n i ty .  P ro h ib i t io n  i s  on ly  a  symptom o f th e  
e v e r l a s t i n g  p ro p e n s ity  of i n to l e r a n t  minds to

25M u sica l C o u r ie r , 27 F ebruary  1919; quoted in  Schwab, J .G . 
H uneker.. p .  253.

2 6 I b id .
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f a s h io n  o th e r s  a f t e r  t h e i r  own mean image . . .
B ut come w hat may, a r t  and a lc o h o l a re  in se p a ­
r a b ly  wedded, as i n  th e  Greek m yths A pollo and 
D ionysos image to  b e a u ty  and e c s t a s y . 27

In  th e  f a l l  o f  1919, r e o r g a n iz a t io n  o f th e  New York Evening World 

en ab led  H e rb e rt  Bayard Swope to  engage Huneker a s  m usic c r i t i c  — and 

w r i te r  a b o u t o th e r  s u b je c t s  as th e  s p i r i t  moved him. He h e ld  t h is  p o s t  

u n t i l  h i s  d e a th  i n  1921.

Huneker had v e ry  l i t t l e  t h a t  was new to  say in  th e s e  l a s t  y e a rs ,  

though h e  had n o t g iv en  up h i s  p la y  w ith  w ords. H earing  a  c o n c e r t by 

P ro k o fie v , he ch o se  th e  p h ra s e  "New e a rs  fo r  new m usic" to  le a d  o f f  th e  

r e v i e w .22 A c tu a lly ,  he  was in  sympathy n e i th e r  w ith  P ro k o f ie v 's  p la y in g  

c f  th e  p ian o  (w hich  he found d e f i c ie n t  i n  e x p re s s io n ) ,  n o r h i s  m usic.

The composer was a  " c e re b r a l"  and a  " p s y c h o lo g is t  o f  th e  u g l ie r  em o tio n s ."  

C le a r ly ,  he co n s id e red  th a t  th e  su c ce ss  en joyed by P ro k o fie v  would V.e no 

more th a n  m om entary .2^

Not many of Huneker^ rev iew s  from h is  f i n a l  seaso n s d e a l t  w ith  new 

m u sic . H is column on C y r i l  S c o t t 's  two P a s s a c a g l ia s , perform ed by th e  

B oston Symphony, was an  e x c e p tio n :

The f i r s t  i s  l i k e  a  cy c lo p s  p r a c t ic in g  f iv e  
f in g e r  e x e rc is e s  on h i s  a n v i l s ;  th e  second , a
gay o ld  tu n e ,  h id e s  i t s  h o n e s t fa c e  beh in d  rouge
and powder from  th e  'm o d e r n is t ic ' b e a u ty  d o c to rs

2 7 "A rt and A lc o h o l,"  New York Tim es, 11 May 1919.

2® It was ta k e n  from  a  passag e  by N ie tz s c h e , one o f H uneker's
f a v o r i t e s .  "C o n v ic tio n s  a re  p r is o n s .  . . . New e a r s  f o r  new m usic .
New eyes f o r  th e  m ost rem ote th in g s .  . . . The p a th o s  of d i s ta n c e .
• • • ” In  1913, Huneker had p u b lish e d  a- c o l l e c t i o n  o f  h i s  e ssay s  
under th e  t i t l e  The p a th o s  o f  d i s t a n c e - '(New York: S c rib n ’e r ' s ,  1913).

29T im es, 21 November 1918.
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o f P a r is  and P e tro g ra d . There a re  some n o v e l 
to n a l  t im b re s ; n e v e r th e le s s ,  th e  h e a re r  rem ains 
hungry f o r  an id e a ,  even th e  g h o s tly  adum bration 
o f  an id e a ,  C y ril  S c o tt  knows a  l o t ,  y e t  h i s  i s  
m usic f o r  th e  M artian s  o f th e  f a n t a s t i c  H.G.
W e lls .30

T h is  was th e  c r i t i c ' s  l a s t  p ie c e  fo r  th e  W orld. He d ied  th re e  days 

l a t e r .

H u n ek er 's  f i n a l  column on c r i t i c i s m  (o r r a t h e r ,  h i s  fe llo w  c r i t i c s )  

appeared  in  th e  World on December 26 , 1920. I t  had p re v io u s ly  been pub­

l is h e d  i n  1913 in  a c o l l e c t i o n  o f l i g h t  m u sic a l sk e tc h e s  c a l le d  Old fo g y . 3^ 

But long  b e fo re  i t  had s ta r te d  l i f e  a s  "A sem inary fo r  m usic c r i t i c s "  i n  

th e  M u sica l C o u rier o f  1897. The p ie c e  e f f e c t iv e ly  s a t i r i z e d  h i s  c o l ­

le a g u e s , th in ly  d isg u is e d  a s  B lin k , S le h b e l l ,  and Sanderson , g iv in g  

sam ples o f v a r io u s  rev iew in g  s t y l e s .  The humor i s  c o a rs e . K re h b ie l 's  

r e c e n t  book, How to  l i s t e n  to  m usic (1 8 9 6 ), became " L i t t l e  Dr. S l e h b e l l 's  

How to  se e  m usic though a dea f m u te";~^ as fo r  " B lin k ,"  he v i r t u a l l y  

gasped and choked a t  th e  v e ry  m ention  o f Brahms. Other c h a ra c te r s  in  th e  

o r ig i n a l  a r t i c l e  a re  i d e n t i f i e d  in  H u n ek er's  own copy o f Old fo g y , now in  

th e  New York P u b lic  L ib ra ry . The column needed o n ly  s l i g h t  u p d a tin g  fo r  

1920, f o r  exam ple, by th e  rem oval o f  "Mr. Van Oven." R eginald  De Koven 

had d ied  t h a t  J a n u a ry . The main personae  were s t i l l  rec o g n iz ab le  to

30w orld , 6 F ebruary  1918.

3^ James H uneker, Old fo g y ; h i s  m u sica l o p in io n s  and g ro ste sq u es  
( P h ila d e lp h ia :  P r e s s e r ,  1913), pp . 167-82 . I  am in d eb ted  to  Schwab,
J .G . H uneker. f o r  t r a c in g  th e  p ie c e  to  i t s  o r ig in s ,  though he ev idenced  
no i n t e r e s t  in  i t s  l a t e r  o ccu rren ce  a f t e r  p u b l ic a t io n  o f  Old fogy .

33K re h b ie l was a c tu a l ly  an enormous man. The "D r."  r e f l e c t s  h i s  
h av in g  re c e iv e d  an h o n o rary  d eg ree  from Y ale . N e ith e r Huneker nor 
K re h b ie l were c o lle g e  men.

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



54

r e a d e r s  tw e n ty -fo u r  y e a rs  a f t e r  th e  p ie c e  was f i r s t  w r i t t e n .  I t  i s  

h a rd ly  s u rp r i s in g  t h a t ,  f o r  t h e i r  p a r t ,  th e s e  s e c u re , o ld e r  re v ie w e rs ,  

who w ere p u b l ic  monuments in  t h e i r  t im e , had so l i t t l e  en thusiasm  f o r  

change.

By th e  tim e P i e r r o t  l u n a i r e  reach ed  New York in  1923, Huneker had 

been dead f o r  two y e a rs .  He had h eard  P i e r r o t , however, a t  i t s  fo u r th  

German perform ance in  B e r l in ,  in  1912. The r e s u l ta n t  e ssay  on Arnold 

Schonberg r e p r e s e n ts  Huneker i n  h i s  m ost adventuresom e s p i r i t  — b o th  

a s  a l i s t e n e r  and a s  a  c r i t i c .  The a r t i c l e  f i r s t  appeared  i n  th e  New 

York Times on Ja n u ary  19 , 1913. I t  r e tu r n e d  in  a n o th e r v e rs io n  in  a 

1915 c o l l e c t i o n  e n t i t l e d  Iv o ry , apes and peaco ck s, from which th e  

fo llo w in g  e x t r a c t  i s  ta k e n .

What k in d  o f  m usic i s  t h i s ,  w ith o u t m elody, in  
th e  o rd in a ry  se n se ; w ith o u t them es, y e t  every  
ac o rn  o f a p h ra se  c o n tr a p u n ta l ly  developed by an 
a d e p t; w ith o u t a  harmony t h a t  does no t sm ite  th e  
e a r s ,  l a c e r a t e ,  f ig u r a t i v e ly  speak in g , th e  e a r  
drums; keys fo rc e d  in to  h a te f u l  m arriag e  th a t  a re  
m ile s  a s u n d e r , o r  e ls e  too  c lo s e ly  r e l a te d  f o r  
a u ra l  m atrim ony; no form , t h a t  i s ,  in  th e  s c h o la s ­
t i c  fo rm a l s e n se , and rhythm s th a t  a re  so p e r s i s ­
t e n t l y  v a r ie d  a s  to  become monotonous —  what k ind  
o f m u sic , I  r e p e a t ,  i s  t h i s  th a t  can p a in t  a " c ry ­
s t a l  s ig h , "  th e  b lac k n e ss  o f  p r e h i s to r i c  n ig h t ,  
th e  abysm o f a  m orbid s o u l ,  th e  man in  th e  moon, 
th e  f a i n t  sw eet odours o f  an im p o ssib le  f a i r y  la n d , 
and th e  s t r u t  o f th e  dandy from  Bergamo? . . .
There i s  no m elod ic  o r  harm onic l i n e ,  o n ly  a  s e r i e s  
o f p o in ts ,  d o t s ,  d a sh es , o r p h rase s  t h a t  sob and 
scream , d e s p a i r ,  ex p lo d e , e x a l t ,  b lasphem e.

I  g iv e  th e  conundrum to  go-by; I  only know t h a t  
when I  f i n a l l y  s u rre n d e re d  m yself to  th e  composer 
he worked h i s  w i l l  on my fan cy  and on my raw 
n e rv e s , and I  fo llow ed  th e  poems, lo a th in g  th e  
m usic a l l  th e  w h ile ,  w ith  in te n s e  i n t e r e s t .  In ­
d eed , I  cou ld  n o t l e t  go th e  sk e in  o f th e  s to ry  
f o r  f e a r  t h a t  I  m ig h t f a l l  o f f  somewhere in to  a 
gloomy chasm and be devoured by chrom atic  w olves. . . .
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I  to ld  m yse lf t h a t  i t  s e rv e d  me r i g h t ,  t h a t  I  
was too o ld  to  go g a l l i v a n t in g  around w ith  t h i s  
younger g e n e ra t io n ,  t h a t  i f  I  would e a t  p r ic k ly  
m u sica l p e a rs  I  must n o t be  s u rp r i s e d  i f  I  s u f ­
fe re d  from  a u ra l  c o l i c .  N e v e r th e le s s ,  when, c e r ­
t a i n  o f  th e  Schoenberg co m p o sitio n s  reach ed  me 
from  V ienna I  e a g e r ly  f e l l  to  s tu d y in g  them . I  
saw th en  t h a t  he had ad o p ted  as  h i s  m otto : E v i l ,
be thou my good! And t h a t  a man who cou ld  p o r tr a y  
in  tone sh e e r  u g l in e s s  w ith  such  c r y s t a l  c le a rn e s s  
i s  to  be reckoned  w ith  in  th e s e  to p sy tu rv y  tim e s . . . .

His m is s io n  i s  to  f r e e  harmony from  a l l  r u l e s .  A 
man d o esn ’ t  h i t  upon such c o m b in a tio n s , e s p e c ia l ly  
i n  h is  a c r id  in s t ru m e n ta t io n ,  w ith o u t h e ro ic  l a ­
bo u r. His knowledge must be enorm ous, f o r  h i s  
sc o re s  a re  a s  l o g ic a l  as a  h ig h ly  wrought m osaic; 
t h a t  i s ,  l o g i c a l ,  i f  you g r a n t  him h is  p rem ise s .
He i s  p e rv e rs e  and he w i l l s  h i s  m u sic , b u t he i s  
a  m as te r  i n  d e l in e a tin g  c e r t a in  moods, though th e  
means he employs r e v o l t  o u r  e a r s .  To c a l l  him 
" c ra z y ,"  i s  m ere ly  am using . No man i s  l e s s  c ra z y , 
few  men a re  so c o n scio u s  o f  what th e y  a re  d o in g , 
and few modern composers b o a s t  such a f a c u l ty  of 
a t t e n t i o n .  C o n c e n tra tio n  i s  th e  k e y -n o te  o f  h is  
w ork; c o n c e n tr a t io n  — o r co n d e n sa tio n  fo rm a l,  con­
c e n tr a t io n  o f  th em a tic  m a te r i a l  — to  th e  v a n ish in g  
p o in t;  and c o n c ise n e ss  in  t r e a tm e n t ,  a lth o u g h  every  
l ic e n s e  i s  a llow ed in  m o d u la tio n .

Every composer has h i s  a u ra ;  th e  au ra  o f A rnold 
Schoenberg i s ,  f o r  me, th e  a u ra  of s u b t le  u g l in e s s ,  
o f  h a tr e d  and con tem pt, o f c r u e l ty ,  and o f  th e  mys­
t i c  g ra n d io s e . He i s  n ev e r p e t ty .  He s in s  i n  th e  
grand  m anner o f N ie tz s c h e ’ s  Superman, and he has 
th e  courage o f h i s  c h ro m a tic s . I f  such m usic-m aking 
i s  ev er to  become ac ce p te d , th en  I  long f o r  Death 
th e  R e le a s e r .  More sho ck in g  s t i l l  would be th e  
s u s p ic io n  t h a t  in  tim e I  m ig h t be p ersuaded  to  l i k e  
t h i s  m usic , to  em brace, a f t e r  a b h o rr in g  i t .  33

^ H u n e k e r , Iv o ry , apes and peaco ck s, pp . 6 1 -6 2 , 65. The source 
o f  th e  t i t l e  i s  B ib l i c a l :  "Every th re e  y e a rs  once came th e  sh ip s  of
T a rsh ish  b r in g in g  g o ld , and s i l v e r ,  iv o ry  and a p e s , and p e a co c k s ."  I I  
C h ro n ic le s  9 :2 1 . O r ig in a l ly ,  th e  e s sa y s  were p u b lish e d  by S c r ib n e r ’ s .

P a r t  of t h i s  echo o f  e a r ly  Huneker tu rn e d  up y e t  a g a in  in  a 
posthum ous c o l l e c t i o n  o f p o s t-w a r  a r t i c l e s  c a l le d  V a r ia t io n s  (New York: 
C h arle s  S c r ib n e r  & Sons, 1921), pp. 203-09 . Here th e  p ie c e  i s  c a lle d  
"The m usic o f  y e s te r d a y ."  S ince on ly  colum ns p r in t e d  a f t e r  1919 appear 
i n  th e  c o l l e c t i o n ,  i t  i s  c le a r  t h a t  Huneker had been  up to  h i s  o ld  
t r i c k  a g a in .
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H u n ek er's  i n t e r e s t  i n  Schonberg’ s m usic was th e  most open-minded 

o f  a l l  th e  c r i t i c s  o f  th e  Old Guard, j u s t  as h i s  s ty l e  was th e  most 

c o lo r f u l .  Where K re h b ie l f e l l  to  q u o tin g  th e  B ib le  and Henderson damned 

a l l  o f S c h o n b e rg 's  works a f t e r  V e rk la r te  Nacht o u t o f hand as  " in s in ­

c e r e , "  Huneker " e a g e r ly "  s tu d ie d  th e  s c o re s  which he had tak en  p a in s  to  

se cu re  from  V ienna. H is e ssay  a lso  co n ta in e d  a resum e o f S chonberg 's  

a c t i v i t i e s  and o u tp u t  up to  t h a t  y e a r .  T h is was an u n u su a l d eg ree  o f 

a t t e n t i o n  even  f o r  H uneker. Perhaps th e  p ie c e  on "R ichard  S tra u s s  a t  

S t u t t g a r t , "  from  th e  same t r i p ,  r e v e a l s  him more t r u l y  i n  h i s  combined 

r o l e s  of re v ie w e r , c r i t i c ,  j o u r n a l i s t ,  and g o s s i p . ^

Lawrence Gilman much adm ired H u n ek er 's  c r i t i c i s m ,  b u t he found i t  

d e f i c ie n t  i n  one r e g a r d .  The s ty l e ,  Gilman s a id ,  was c e r t a in ly  "a  new 

th in g  under th e  American su n ."  But Huneker

. . . had n ev er cared  to  a tte m p t any o r ie n t a t i o n  
o f  a r t i s t i c  phenomena in  th e  s o c ia l  scene — h is  
c r i t i c i s m  was alw ays . . . "untouched by any o f  
th e  moods o f  profound g e n e ra l  c o n s c io u s n e ss ."  One 
m isse s  i n  him alw ays a  r e a l i z a t i o n  o f th e  need fo r  
r e l a t i n g  in d iv id u a l  a r t i s t i c  ap p earan ces  to  t h e i r  
con tem porary  human en v iro n m en t, to  th e  g re a t  stream  
of g e n e ra l  id ea s  and te n d e n c ie s .  His c r i t i c i s m  i s  
m ere ly  a e s t h e t i c  d ia g n o s is  b r i l l i a n t l y  and sympa­
t h e t i c a l l y  perform ed i n  a  vacuum, w ith o u t any a ttem p t 
to  d e te rm in e  i t s  human o r  s p i r i t u a l  v a lu e s .35

What Gilman s a id  was c e r t a in ly  t r u e .  I t  i s  d o u b tfu l  th a t  Huneker would

have c a re d , f o r ,  he s a id ,  " to  s p i l l  h i s  own s o u l;  t h a t  should  be th e

c r i t i c ' s  a im ." -^

^ H u n e k e r , Iv o ry , ap es  and p eaco ck s, pp . 98-109.

•35Gilman, "Playboy o f  c r i t i c i s m ,"  p . 560.

-^H uneker, Iv o ry , apes and p eaco ck s , p r e f a c e ,  p . ix .
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In  th e  p o s t-w a r  p e r io d ,  th e  e n th u sia sm  of "Jim  t h e .penman"-^ f o r  

new a e s t h e t i c  e x p e rie n ce s  had f la g g e d .  He was w r i tin g  h i s  au to b io g rap h y  

and f r a n k ly  lo o k in g  backward. He had fo rg o t te n  h i s  d is tu r b in g  a t t r a c ­

t i o n  to  m usic such  a s  th e  Schonberg work when he s a i d :

There h a s  been no g r e a t  o r ig in a l  m usic composed 
s in c e  th e  d e a th  o f B eethoven, f o r ,  s t r i c t l y  speak­
in g ,  th e  m usic-dram a o f Wagner i s  a s y n th e s is  of 
th e  a r t s ,  and , d e s p i te  h i s  in d iv id u a l  g e n iu s , in  
u n io n  th e r e  i s  d e a th  — i n  th e  case  o f th e  seven  
a r t s .  U n ited  we f a l l ,  d iv id e d  we s ta n d !  The mul­
t i p l i c a t i o n  o f o r c h e s t r a s ,  o p e ra -h o u se s , s in g in g  
s o c i e t i e s ,  and c o n c e r ts  a r e  n o t  in d ic a t iv e  t h a t  
g e n e ra l  c u ltu r e  i s  a c h ie v e d . Q u a l ity ,  n o t  q u a n ti ty ,  
sh o u ld  be th e  s h ib b o le th .  The t r a d i t i o n  o f th e  
c l a s s i c s  i s  fa d in g ,  soon i t  s h a l l  v a n is h . We c a re  
l i t t l e  f o r  th e  m a s te rs .  Modern m usic w orship  i s  a 
f a s h io n a b le  f a d .  P eo p le  go to  l i s t e n  because  they  
th in k  i t  i s  th e  mode . . . .  38

Huneker’s p a ro d ie d  c o lle a g u e s ,  B l in k , S le h b e l l? and S anderson , w ith  

R ich a rd  A ld r ic h , ^  se rv ed  a s  h o n o rary  p a l lb e a re r s  a t  th e  c r i t i c ' s  

f u n e r a l .  Aiilong th e  e u lo g is ts  from  th e  v a r io u s  ' a r t s , K reh b ie l r e p re ­

s e n te d ,  th e  f i e l d  o f  m usic .

-3?The d e s ig n a t io n  i s  H u n ek er's  own. See Huneker, S te e p le ja c k , v o l .
1 , p . 1 94 , and th e  fo llo w in g  c h a p te r  e n t i t l e d  "Jim  th e  penman."

^^H uneker, V a r ia t io n s ,  pp . 246-47 .

-39Aldrich was only  a  tw e n ty -y e a r  man a t  th e  Times. He had n o t 
f ig u r e d  i n  th e  o r ig i n a l  a r t i c l e ,  n o r  in  any o f th e  subsequen t r e p r i n t s .
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HENRY EDWARD KREHBIEL 
(1854-1923)

When James Huneker a r r iv e d  in  New York in  1886, Henry K reh b ie l had 

been  s e rv in g  th e  New York T ribune fo r  s e v e r a l  y e a r s , a p p a re n tly  f iv e  o r 

m ore. L ike H uneker, K re h b ie l d id  n o t ho ld  a  c o lle g e  d e g re e , though he 

s tu d ie d  law and m usic i n  h i s  n a t iv e  C in c in n a t i.  K re h b ie l1s c a re e r  in  

jo u rn a l is m  began on th e  C in c in n a ti  G a z e tte , where he was f i r s t  g e n e ra l  re ­

p o r t e r ,  th en  m usic e d i t o r .  W hitelaw  Reid d isc o v e red  him th e r e ,  and in ­

v i te d  him  to  New York in  1880, to  succeed  John R.G. H assard  a t  th e  

T r ib u n e . We know th a t  H assard  d id  n o t r e t i r e  im m e d ia te ly .^ 0 However, 

s in c e  th e  p a p e r 's  m usic c r i t i c i s m  was unsigned  d u r in g  t h i s  p e r io d , i t  i s  

d i f f i c u l t  to  e s ta b l i s h  th e  e x a c t p o in t  a t  which K re h b ie l  took  over th e  

p a p e r 's  m usic d ep a rtm en t. From th e  s p rin g  o f  1881 th e re  a re  columns th a t  

have th e  f a m i l ia r  r in g  o f K re h b ie l 's  ponderous s t y l e ,  a lo n g  w ith  o th e rs  

which e x h ib i t  n o t only  a n o th e r l i t e r a r y  hand, b u t even an o th e r  p o in t  o f 

v iew . By th e  sp r in g  o f  1884, however, K re h b ie l w at c le a r ly  m aster of the  

T r ib u n e 's  m usic desk.

A lthough th e  p o s i t io n  of m usic c r i t i c  fo r  th e  T rib u n e  had long been 

an im p o rta n t and p r e s t ig io u s  one, i t  d id  n o t occupy K r e h b ie l 's  tim e

^°The o b itu a ry  n o t ic e s  f o r  K reh b ie l a l l  ta k e  n o te  of a " s h o r t  p e rio d  
o f  g e n e ra l  r e p o r t in g "  f o r  th e  T ribune in  th e  i n t e r v a l  b e fo re  H a s s a rd 's  
f i n a l  r e t i re m e n t .  K re h b ie l a ls o  w rote  f o r  th e  New York M usical Review 
d u r in g  t h i s  tim e . F in c k 's  au tob iography  rec o rd s  K r e h b ie l 's  d i f f e re n c e  of 
o p in io n  w ith  H assard  over Theodore Thomas, whom H assard  (and F inck) ad­
m ired  enorm ously . A ccording to  t h i s  so u rc e , F inck  was in v i te d  to  w r i te  
f o r  th e  T rib u n e  in  H a s s a rd 's  absence in  th e  w in te r  o f  1882, b u t d e c lin e d . 
He had jo in e d  th e  Evening P o st in  1881. E inck s ta t e d  t h a t  "Had I  s a id  
y e s ,  [ to  H assard] Henry Edward K re h b ie l would n o t have become c h ie f  c r i t i c  
o f  th e  T r ib u n e ."  H.T. F inck , My a d v e n tu re s , p . 171- F in ck  and K reh b ie l 
w ere a t  odds i n  th e  New York c r i t i c a l  a ren a  fo r  o v e r f o r ty  y e a rs .
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e n t i r e l y .  D uring f o u r  decades as a m usic j o u r n a l i s t  he p ro d u ced , i n .a d d i ­

t io n  to  h i s  r e g u la r  .colum ns, a  v a r i e ty  Qf b o o k s  o n  o p e ra , 'fo lk s o n g , th e

41New York m u sic a l seaso n s  (18 8 5 -1 8 9 0 ), and p iano  m usic . He w ro te  

program  n o te s  fo r  th e  New York P h ilh a rm o n ic  S o c ie ty  fo r  tw enty y e a r s .

Along w ith  A ld r ic h , who was h i s  a s s i s t a n t  a t  th e  T ribune u n t i l  1902, 

he was American E d i to r  o f  th e  second  e d i t io n  o f  G ro v e l  D ic tio n a ry  o f  

m usic and m u s ic ia n s . He a ls o  e d i t e d ,  and-..completed A. W. T hayer’ s . '

L ife  o f  Beethoven f o r  E n g lish -la n g u a g e  r e aders.^2

When K re h b ie l d ie d ,  on March 20 , 1923, R ichard  A ld ric h  commented 

in  h i s  eu lo g y  th a t  h e ,  p e r s o n a l ly ,  had l o s t  a  c o lle a g u e , m entor and 

f r i e n d .  He o f fe re d  th e  fo llo w in g  t r i b u t e :

The soundness and d i s c r im in a t io n  o f h i s  judg­
ment w ere based  on  a p rofound knowledge o f th e  
h i s to r y  o f m usic , an a c q u a in tan c e  w ith  a l l  the  
developm ents o f  th e  a r t  s in c e  i t s  b eg in n in g , a 
f a m i l i a r i t y  w ith  i t s  t e c h n ic a l  r a m if ic a t io n s ,  and

^ K r e h b ie l ’ s books on m usic in c lu d e :  N otes on th e  c u l t i v a t io n  o f
c h o ra l  m usic  (1884); Review o f th e  New York m u sica l seaso n s: 1885-1890,
5 v o l s .  (18 9 0 ); S tu d ie s  in  the  W agnerian drama (1891); The P h ilh arm o n ic  
S o c ie ty  o f New York (1 8 9 2 ); How to  l i s t e n  to m usic (1896); Music and 
m anners i n  th e  c la s s i c a l  p e rio d  (1898); C hap ters of op era  (1908); A 
book of o p e ra s  (1 9 0 9 ); The p ia n o f o r te  and i t s  m usic (1911); A fro-A m erican 
fo lk so n g s  (1914); e t c .

^ A l e x a n d e r  w heelock T hayer, The l i f e  o f  Ludwig van B eethoven, 3 
v o l s . ,  e d i t e d ,  r e v i s e d  and amended from th e  o r ig i n a l  E n g lish  m an u sc rip t 
and th e  German e d i t i o n s  o f  Hermann D e i te r s  and Hugo Riemann, concluded 
and a l l  documents new ly t r a n s la t e d  by Henry Edward K reh b ie l (New York: 
Beethoven A s s o c ia t io n ,  1 921). K re h b ie l’s e d i t i o n  was com pleted in  1914, 
a lth o u g h  i t  was n o t p u b lish e d  u n c i l  1921. In  h i s  in t r o d u c t io n ,  K reh b ie l 
s t a t e d ,  " I t  was l e f t  f o r  a n o th e r  hand to  p rep a re  th e  E n g lish  e d i t i o n  o f 
an Am erican w r i t e r 's  h i s to r y  o f  Germany's g r e a t e s t  to n e -p o e t,  and to  
w r i te  i t s  c o n c lu d in g  c h a p te r s ,  as he b e l i e v e s ,  in  th e  s p i r i t  o f  th e  
o r ig in a l  a u th o r . "  ( I b i d . ,  p . v i i . )  K re h b ie l’ s good, in te n t io n s  exceeded  
h i s  s c h o la r s h ip .  A. more r e c e n t  E n g lish  e d i t i o n  has l a r g e ly  r e j e c te d  
K r e h b ie l 's  e d i t o r i a l  i n t e r p o la t i o n s .  See E l l i o t  F o rb es, r e v .  and e d . ,  
T h a y e r 's  L i fe  of Beethoven (P r in c e to n :  P r in c e to n  U n iv e rs i ty , 1 9 6 4 ), 
p r e f a c e ,  p p . x -x v i .
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a  knowledge o f s c h o o ls .a n d  t h e i r  s p i r i t .  But a l l  
t h i s  g r e a t  le a r n in g  was alw ays p u t a t  th e  s e rv ic e  o f  
th e  p r e s e n t .  . . . What he knew e n te re d  in to  th e  
f i b r e  o f  h i s  c r i t i c a l  f a c u l ty  and h e lp ed  him in  th e  
u n d e rs ta n d in g  and a p p re c ia t io n  o f th e  new, in  th e  
p ie r c in g  o f  f r a u d ,  and f u t i l i t y  and f e e b le n e s s .43

Deems T a y lo r,  who had succeeded Huneker on th e  W orld, s tru c k  a  d i f ­

f e r e n t  n o te .  Commenting th a t  K re h b ie l’ s  " fo u r  p a s s io n s "  had been Wagner, 

Bach, B ee thoven , and s t r i n g  q u a r t e t s ,  T ay lo r n o n e th e le s s  o b serv ed  th a t  

"he was handicapped in  th e  f i r s t  p la c e  by h i s  l i t e r a r y  s t y l e ,  which was 

r a t h e r  ponderous and d e l i b e r a t e ,  and d id  n o t  in  th e  l e a s t  r e f l e c t  h i s  own 

p e r s o n a l i t y ."  He was a l s o ,  T ay lo r added , too  f o r t h r i g h t  and too  o f te n  

d i r e c t l y  d i s a p p r o v in g .^

In  1928, A ld r ic h  re tu rn e d  to  th e  s u b je c t  o f K re h b ie l ’ s c r i t i c i s m  

w ith  a  more o b je c t iv e  a t t i t u d e .  He r e v i s e d  h i s  e a r l i e r  a p p re c ia t io n  to  

r e s t o r e  th e  b a la n c e  a s  he  th en  saw i t .  N oting K re h b ie l ’ s e n th u sia sm  

f o r  W agner, he  added:

S u b seq u en tly  he d id  n o t fo llo w  th e  advances of 
th e  l a t e r  s c h o o ls ,  as i s  n a tu r a l  and i n e v i t a b l e  
w ith  in c r e a s in g  y e a rs ;  and he was never an  a rd e n t  
ad m irer  o f D ebussy, o f  th e  l a t e r  S t r a u s s ,  and s t i l l  
l e s s  o f  th o se  who have tro u b le d  th e  s u rfa c e  o f  th e  
m u sic a l w a te rs  s in c e .45

In  summary, A ld r ic h  s a id :

I f  th e r e  was narrow ness in  some o f K re h b ie l ’s 
v iew s a s  a c r i t i c ,  i t  was th e  outcome of h i s  com­
p le t e  co n fid en ce  in  h i s  own judgm ent and th e  
v a l i d i t y  of h i s  own knowledge and o p in io n s .  He

43Tim es, 21 March 1923.

44w orld , 21 March 1923.

45R ichard A ld r ic h ,  M usica l d is c o u r s e  (London: O xford , 1928),
p . 288.
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b rooked, in d ee d , l i t t l e  o p p o s it io n .  He was a p t  
to  la y  down th e  law ; a s  h i s  o p ponen ts, and oppo­
n e n ts  o f  c r i t i c i s m  in  g e n e ra l ,  l ik e  to  say  to  
" p o n t i f i c r t e . , 11 P o n t i f i c a t io n  i s  n o t a good th in g  
in  any a r t ,  and p e rh a p s  i t  in v o lv e s  a m isco n cep tio n  
of th e  fu n c t io n  and th e  l im i t a t i o n  o f  c r i t i c i s m .
The c r i t i c  i s  n o t a  la w -g iv e r;  n o r does h i s  j u d i c i a l  
f u n c t io n  e x te n d , l i k e  t h a t  of th e  Supreme C ourt, to 
th e  f i n a l  and d e f i n i t i v e  i n te r p r e t a t i o n  o f f ix e d  and 
unchangeab le  law . But K reh b ie l had som ething l ik e  a 
c e r t a in t y  t h a t  th e r e  were unchangeable  law s, n o t 
man-made b u t in h e re n t  i n  th e  n a tu re  o f  th in g s ,  in  
th e  a r t  o f m usic ; t h a t  he knew what th ey  w ere , and 
t h a t  i t  was h i s  f u n c t io n  to  la y  them down and expound 
them, as a f i n a l  j u r i s d i c t i o n ,  from which he reco g ­
n ize d  no a p p e a l .46

No one c o n te s te d  A ld r ic h 's  d e s c r ip t io n  o f  K re h b ie l 's  a t t i t u d e  tow ard

jo u rn a l is m .

K reh b ie l was f i r s t  and fo rem o st a  new spaper man.
He esteemed jo u rn a lis m  a s  a  l i b e r a l  p r o fe s s io n  and 
was in c e s s a n t ly  j e a lo u s  o f  i t s  honor and h igh  
s ta n d in g . . . .  He was proud o f h i s  c a l l in g  as a 
newspaper man and proud to  be known as one, proud 
o f h i s  e x p e rie n ce  and com petence as s u c h .47

In  1920, K re h b ie l s ta t e d  h i s  own case  fo r  th e  c o n s e rv a tiv e  c r i t i c ,  

a s  A ld r ic h  was to  do th e  fo llo w in g  y e a r .  I t  was n o t a new c a se , n o r  was 

i t  even an  e n t i r e l y  new column. He concluded  w ith  a r e p r i n t  from 1918.

To th e  o b je c t io n  c o n s ta n t ly  urged a g a in s t  m usi­
c a l  c r i t i c i s m  th a t  p ro g re s s  i n  th e  a r t  has u n i­
fo rm ly  d isc lo s e d  i t s  f a l l a c y ,  s in c e  one g e n e ra t io n  
o f  men f r e q u e n tly  a c c e p ts  what a p reced in g  g en e ra ­
t io n  had r e j e c te d ,  I  r e p ly  t h a t  no man has a r ig h t  
to  an o p in io n  in  a q u e s tio n  o f a r t  who i s  a f r a id  to  
e x p re ss  i t ;  and th e  f o o l i s h e s t  [ s ic ]  co u rse  t h a t  a 
c r i t i c ,  la y  o r  p r o f e s s io n a l ,  can fo llo w  i s  to  w ith ­
h o ld  h i s  judgm ent f o r  f e a r  t h a t  a t  some f u tu r e  tim e 
i t  w i l l  be proved e r ro n e o u s . A fte r  t h a t  th e  n ex t

4 6 A ld r ic h , M usical d i s c o u r s e , p . 291.

4 7 £ b id .,  p . 286. T his p assag e  a p p e a rs  in  b o th  th e  o b i tu a ry  and 
th e  l a t e r  v e r s io n .
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m ost f o o l i s h  th in g  i s  fo r  th e  c r i t i c  to  sn e e r  a t 
th e  h o n e s t w r i te r  o f  th e  p a s t  from whose v iew s th e  
m a jo r ity  o f  h i s  su c c e sso rs  have tu rn e d .  The men 
who cou ld  n o t approve o f a l l  t h a t  B eethoven w ro te  
w ere n o t d ish o n e s t  f o o ls ;  no r were th ey  a l l  im b e c ile s  
who o b je c te d  to  Schumann o r  Wagner o r  Brahms. I t  i s  
n o t  id io c y  today  to  q u e s tio n  th e  a r t i s t i c  v a l i d i t y  
o f a p h ra se  penned by R. S t r a u s s ,  o r  Roger [R eg er], 
o r  D ebussy, o r Schdnberg. Honest an tagon ism  to  in n o ­
v a t io n  i s  b e n e f i c ia l  and n e c essa ry  to  sound p ro g re s s .
I t  p ro v id e s  th e  r e g u la t iv e  f ly w h ee l w ith o u t which th e  
e n g in e  would go r a c in g  to  d e s t r u c t io n .  I t  cannot 
s to p  p r o g re s s ,  and th e re  n e v e r  was a c r i t i c  h o n e s tly  
concerned  about h i s  a r t  who w ished t h a t  i t  sh o u ld .
T here i s  more c a n t about e v e ry th in g  new b e in g  good 
th an  th e r e  i s  . . . t h a t  o ld  th in g s  a re  good be­
cau se  th ey  a re  o ld . . . . The s p i r i t  which acc la im s 
e v e ry th in g  new i s  th e  s p i r i t  o f  ig n o ra n c e  o r cowar­
d ic e .  The th in g s  which s h a l l  be g r e a t  i n  th e  fu tu r e  
b e c au se  th ey  d i f f e r  from th e  th in g s  t h a t  a re  g re a t  
now can  w a it  f o r  th e  f u tu r e .  B e t te r  to  f a i l  now to  
h e a r  th e  f u t u r e 's  evangel o f  b eau ty  th an  to  p ro c la im  
t h a t  t o  be b e a u t i f u l  which s h a l l  nor be  rec o g n iz ed  
as  such  h e r e a f te r .  We cannot wrong th e  f u tu r e ;  we 
can wrong th e  p r e s e n t .

K re h b ie l was a c tu a l ly  d is c u s s in g  " p ro g re s s"  in  term s o f  m usic 

a lm ost two decades o ld .  The f u tu r e  had a lre a d y  a r r iv e d  f o r  much o f th e  

m usic t h a t  he condemned. In  r e a l i t y ,  he p a id  l i p  s e rv ic e  to  p ro g re ss  w h ile  

a d h e rin g  to  a b e l i e f  in  "unchangeab le  law s . . . in h e r e n t  in  th e  a r t  o f  

m u sic ."  His c r i t e r i a  of e v a lu a t io n  rem ained f ix e d .  In  f a i l i n g  to  q u e s tio n  

h i s  own assum ptions a s  to  th e  n a tu r e  o f c r i t i c i s m  o r of m u sic , he l im ite d  

h i s  u s e fu ln e ss  to  th e  cause  he p ro fe s s e d  to  s e rv e .

The y a rd s t ic k s  by w hich K reh b ie l m easured m u sic a l w o rth  a re  c le a r .  

C om positions w ith o u t m elody, by which he meant m elo d ic  th em a tic  m a te r i a l ,  

w ere sim ply  beyond th e  b o u n d a rie s  o f  th e  a r t .  He co u ld  t o l e r a t e  n e i th e r  

u n u su a l d isso n a n c e  n o r  u n f a m i l ia r . harm onic p ro c e d u re s . H is a t t a c k s  on

^ T r ib u n e , 21 November 1920.
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o f fe n d in g  works were by tu rn s  em o tio n al o r  q u i te  r a t i o n a l l y  a n a ly t i c a l .

A f te r  h e a r in g  A lfred o  C a se lla * s  o r c h e s t r a l  rhapsody I t a l i a  he  w ro te :

His name i s  C a s e lla ,  and c r i t i c s  who have ru sh ed  
fo rw ard  so im p etu o u sly  t h a t  th ey  have o v e rle a p ed  
th e  p e r ip h e ry  o f  th e  w orld o f  a r t ,  i n  which a re  
c l a r i t y ,  b e a u ty , euphony, symmetry and th e  suprem e 
a e s t h e t i c  law  o f  r e p o s e , have h a ile d  him a g e n iu s .

We have no d e s ir e  to  a tte m p t to an a ly ze  i t  h e re .
. . . L e t i t  s u f f i c e  t h a t  i t  i s  made up o u t o f  
I t a l i a n  f o lk  tu n e s ,  o n ly  one o f which was f a m i l i a r ,  
b u t was so p e rv e r te d  in  tim e and rhythm , so b e a te n ,  
b e la b o re d , b r u is e d ,  c lo u te d  and cudgeled th a t  i t  was 
as p i te o u s  to  behold  as Don Quixote a f t e r  h i s  en ­
co u n te r  w ith  the  w in d m ills . . . . This b r is k  l i t t l e  
tu n e  was so b e s e t  by o th e r  them es, so  m ired in  d i f ­
f e r e n t  keys and muddy, d is s o n a n t  harm onies, so rack ed  
and p u lle d  o u t  o f  shape and blown abou t by th e  b l a ­
ta n t  b ra s s  t h a t  i t s  own f a th e r  would n o t have reco g ­
n iz e d  i t .

P erhaps Signor C a s e lla  i s  a tte m p tin g  to d e l in e a te  
th e  g ib b e r in g s  o f a  p eo p le  d r iv e n  made by s u f f e r in g  
o r  drunken w ith  th e  b lood o f  a m urdered c i v i l i z a t i o n . 49

Ten days l a t e r  h e  summarized th e  s i t u a t i o n  in  an o th e r  tc n e .

The d i f f e re n c e  betw een th e  music o f  th e  re v o lu ­
t io n a r ie s  of today and t h a t  o f  a decade ago i s  
t h a t  i t  p roceeds from  two o p p o s ite  c o n cep tio n s  o f  
m u sica l c r e a t io n .  In  th e  S ib e liu s  and Enesco sym­
p h o n ies  i t  was obvious th a t  e x p re s s iv e  and p l a s t i c  
m u sic a l th o u g h ts  were deemed p r im a ri ly  e s s e n t i a l ,  
and th a t  modes o f  e x p re s s io n ,  novel i f  p o s s ib le ,  
th e  p ro d u c t o f  s k i l l  warmed by im a g in a tio n , were 
f i t t e d  to  them . In  th e  com positions which we have 
th o u g h t i t  o u r du ty  to  condemn i t  i s  o b v io u sly  n o v el 
u t te r a n c e  which i s  th e  f i r s t  aim o f th e  com posers, 
and m elodic  su b s ta n c e , id e a ,  m otive , o n ly  a n e c e s ­
s a ry  s ta lk in g  h o r s e .  They seem to be s t r i v i n g ,  as 
a few w r i te r s  o f c u b is t  p ro se  . . .  to  a rouse im­
a g e s , as they  sa y , o r  qu ick en  th e  fan cy  and emo­
t io n s ,  by s tr a n g e  com binations o f  in s tru m e n ta l  
t im b re s . . . .  50

4 9T rib u n e , 27 O ctober 1920. The tune was "F u n ic u li  f u n i c u l a . "

5QT rib u n e , 7 November 1920.
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I n  th e  in te r im  th e r e  had been  two o th e r  modern works to  draw h is  d i s ­

a p p ro v a l .  Of F rancesco  M a l i p i e r o 's . Im press ione  d a l  v e ro  he w ro te  " I s  

t h i s  m usic?"  He s in g le d  o u t th e  s e c t io n  "D ialogue o f  th e  b e l l s . "

Mode th e r e  was none; key th e r e  was none, fo r  
no one can speak  of t o n a l i t y  when d i f f e r e n t  g roups 
o f  in s tru m e n ts  c la s h  i n  two keys (two? a do zen !) 
t o g e th e r  i n  long  sequences  o f  e x c ru c ia t in g  d i s ­
so n an ces . As f o r  th em a tic  m a te r i a l ,  such d i s jo in t e d  
f rag m en ts  o f p h rase s  canno t be d ig n i f ie d  w ith  th e  
term , 51

The modern I t a l i a n s  w ere n o t  th e  o n ly  o f fe n d e r s .  E rn e s t  B lo c h 's  S u ite  

f o r  v i o l a ,  which had won th e  C oolidge P r iz e  in  1919, r e tu rn e d  newly 

o r c h e s t r a te d  t h a t  November.

M r. B lo c h 's  s u i t e  has occup ied  more tim e in  
o u r m usic  rooms and sp ace  in  the  j o u r n a ls  th an  we 
th in k  i t  i s  e n t i t l e d  t o .  . . . I t  i s  a  r i o t  o f  
cacophonous c o lo r s  — l u r i d ,  p i t i l e s s ,  p e n e tr a t ­
in g , n erv e  r a s p in g  — sc rap ed  o f f  th e  p a la t e  [ s i c ]  of 
S tra v in s k y . There i s  no b eau ty  o f  them e, as  
re g a rd s  e i t h e r  form or c o n te n ts ,  i n  i t  . . .  .
We w ish  t h a t  th e  p r iz e  money had been  g iv en  to  Mr.
R ichard  A ld r ic h  f o r  v o tin g  a g a in s t  Mr. B lo c h 's  
s u i t e . 52

K re h b ie l was u n ab le  to  admire any works o f S tra v in s k y  a f t e r  

L 'O iseau  de f e u . His n e g a tiv e  re sp o n se  to  S c h o n b erg 's  m usic can s u rp r i s e  

no one. The two columns r e f l e c t i n g  perform ances of t h a t  com poser's  a to n a l  

co m p o sitio n s  a re  among h i s  m ost i n t e r e s t i n g ,  how ever. They r e v e a l ,  be­

tw een them , th e  ran g e  o f K re h b ie l ’ s c r i t i c a l  s ta n c e .

The f i r s t ,  a f t e r  th e  a r r i v a l  of th e  Fiinf O rc h e s te rs tu c k e  (12 y e a rs

l a t e ) ,  shows K reh b ie l i n  th e  g r ip  of r ig h te o u s  i n d ig n a t io n .  He t i t l e d  i t

"A t r a v e s ty  on harm ony,"

51 T rib u n e , 1 November 1920.

52 T rib u n e , 6 November 1920.
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. . . m usic i s  an  a r t  which must make p ro g re s s  
— th a t  i s ,  go onw ard, - -  i f  i t  i s  no t to  s in k  in to  
decay . G ran ted . L e t us be p ro g re s s iv e  even i f  
p ro g re s s  le a d s  us i n to  th e  deep , d a rk , dank and 
noisome ab y sses  o f  h e l l .

But l e t  us be su re  t h a t  th e  le a d e r  i s  p ro g re s s  
and n o t r e v e r s io n  to  sav ag e ry . Savagery , n o t 
b a rb a r ism . The b a rb a r ia n  seek s  cheer and b eau tv  
i n  h i s  c rude  e f f o r t s  a t  a r t ;  th e  savage seeks to  
appease h o r ro r  by h o r r ib le  s a c r i f i c e s .

K re h b ie l g ra n te d  a t  t h i s  p o in t  t h a t  Schonberg m ight be s in c e r e ly  con­

v in ced  he was w iden ing  th e  g a te s  o f  m usic .

I f  he i s  s in c e r e ,  w hether s u f f e r in g  from a form 
o f d im e n tia  [ s ic ]  c re a te d  by th e  n erv e  d e s tro y in g  
and sen se  p e rv e r t in g  l i f e  o f  to d ay , or n o t ,  he is  
to  be r e s p e c te d  and , p e rh a p s , p i t i e d .  . . .  He 
may be an aco u sm a tic , who a c c e p ts  what he th in k s  
a re  a e s th e t i c  e v a n g e ls  w ith o u t th e  power, w i l l i n g ­
n e ss  o r  d e s i r e  to  in q u ir e  in to  t h e i r  r a t i o n a l i t y ,  
h i s  h a l lu c in a t io n  b e in g  th a t  w hatever e n te r s  h i s  
m en ta l e a r  i s  s i g n i f i c a n t ,  o r t ru e  (crim es may be 
comm itted i n  th e  name of t r u t h ) , and because  s ig ­
n i f i c a n t ,  o r  t r u e ,  th e r e fo r e  b e a u t i f u l ,  o r  good a r t .

Of S c h o n b e rg 's  th e o ry  t h a t  any n o te  can be combined w ith  any o th e r  n o te ,

he s a id  y e s  — "But i s  th e  r e s u l t  harmony? I t  w i l l  n o t be t i l l  chaos be

come a g a in  and th e  m u sic a l heavens r o l l e d  up l i k e  a s c r o l l  and throw n

in to  th e  p i t . "  He ag reed  w ith  Schonberg th a t  one must w r i te  as one

f e e l s ,  b u t  " i f  h i s  f e e l in g  i s  a  p r e d i l e c t io n  fo r  th e  u g ly , he has no

b u s in e ss  w ith  a r t  so  long  a s  a r t  i s  h e ld  by mankind to  be an e x p re s s io n

o f  b e a u ty ."

In  c o n c lu s io n , K reh b ie l d e f in e d  th e  problem  as  he saw i t :

We a re  hav ing  in  m usic  a  r e v e r s io n  to  t h a t  
p e rio d  in  r e l i g i o n ,  o ld  a s  th e  h i l l s  and y e t  
p re s e n t  w ith  us to -d a y ,  c a l le d  g l o s a l a l i a  [ s i c ] ,  
t h a t  u t te r a n c e  o f unmeaning g ib b e r ish  w hich e x e r­
c is e d  th e  m inds o f even  th e  a p o s t le s  of C h r i s t .

5 3 T rib u n e , 30 November 1921. The second column, f i f t e e n  months 
l a t e r ,  concerned  P i e r r o t  l u n a i r e . See below , p .
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K re h b ie l en d o rsed  S t .  P a u l’s recom m endations on th e  problem :

I f  th e re  be no i n t e r p r e t e r  i n  the  assem bly , l e t  
him keep s i l e n t  and l e t  him speak to  h im se lf  and 
to  God . . . e x c ep t ye u t t e r  by the  tongue words 
easy  to  be u n d e rs to o d , how s h a l l  i t  be known what 
i s  spoken? Ye s h a l l  speak  in  th e  a i r .

In  a d d i t i o n ,  added K re h b ie l,  " l i k e  SchBnberg and C a s e lla  and B ern e rs ,

ye s h a l l  o f fe n d  th e  e a r  and i n s u l t  th e  i n te l l i g e n c e  o f  your h e a r e r s ." 5^

K r e h b ie l 's  m o r a l i s t i c  to n e  i s  n o t  c le a r ly  a t t r i b u t a b l e .  The echo

of T o ls to y  may l i e  b eh in d  t h i s  s o r t  o f  a r t i c l e ,  e m b e llish ed  w ith  th e

tec h n iq u e s  o f  a fu n d a m e n ta l is t  p r e a c h e r .^  The a e s th e t i c  o f th e  R ussian

w r i t e r  c e n te re d  on th e  concep t o f  " s i n c e r i t y T o l s t o y  a lso  b e lie v e d

in  th e  e v o lu t io n  o f  a r t ,  and he d ep lo re d  a r t  which se rv ed  to  d iv id e  o r

f a c t io n a l i z e  m ankind, r a th e r  th an  u n i te  i t .  The f la v o r  o f K re h b ie l’s

a d a p ta t io n  o f  T o ls to y 's  view s i s  q u i te  h i s  own, how ever, i f  i t  i s  such

an a d a p ta t io n .  (The f a c t  t h a t  W illiam  Henderson f e l t ,  accord ing  to  O scar

Thompson, t h a t  K re h b ie l had done more to  encourage a  sound m usica l

c u l tu r e  i n  New York th an  any o th e r  c r i t i c  may be r e le v a n t  h e re ;  fo r  i t

seems c le a r  t h a t  Henderson was s tr o n g ly  and d i r e c t l y  in flu e n ce d  by

T o ls to y 's  v iew s .

K r e h b ie l 's  re sp o n se  to  P i e r r o t  l u n a i r e , f i f t e e n  months l a t e r ,  was 

n e i t h e r  B i b l i c a l  n o r  s te n t o r i a n .  I t  was, r a t h e r ,  a  p o in te d  summary o f

5^ T rib u n e , 30 November 1921

■ ^ K re h b ie l 's  f a th e r  was an i t i n e r a n t  German P r o te s ta n t  m in is te r .

•^D efin ed  by T o ls to y  as  dependen t on " th e  g r e a te r  or l e s s e r  fo rc e  
w ith  w hich th e  a r t i s t  h im s e lf  f e e l s  th e  em otion he t r a n s m i t s ."  Leo 
T o ls to y ,  "What i s  a r t ? "  t r a n s .  Aylmer Maude. Quoted in  E lise o  Vivas and 
M urray K r ie g e r ,  The problem s o f  a e s th e t i c s  (New York: H o lt, R in e h a rt and 
W inston , 1 9 5 3 ) , p . 484.

"^O scar Thompson, e d . , The a r t  o f  s in g in g  (New York: D ia l,  19 3 8 ),p . v .  
See my d is c u s s io n  o f  Henderson below , p .
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h i s  p re c e p ts .  T h is tim e th e  t i t l e  was "The Curse o f A f f e c ta t io n  and 

Modernism in  M u s i c . T h e  d is c u s s io n  o f " a f f e c ta t io n "  i s  of p a r t i c u l a r  

i n t e r e s t .  N oting th a t  th e r e  were no c a t c a l l s  or h i s s e s  a t  th e  p e r f o r ­

m ance, K re h b ie l d e sc r ib ed  th e  a p p la u se  a s  th e  f i r s t  o f  s e v e ra l  a f f e c t a t i o n s .  

In  o r d e r  to  judge a work, he a s s e r te d ,  th e r e  must be an  ad eq u ate  p erfo rm ance, 

w hich th e r e  was n o t .  Most o f  th e  au d ien ce  could n o t  u n d e rs tan d  

German, and th e  words w ere u n i n t e l l i g i b l e  anyway, as was th e  p la n  o f  th e  

work. T h a t th e re  should  be ap p la u se  d e s p ite  th ese  d e fe c t s  was 

b i z a r r e .  Among o th e r  exam ples of a f f e c t a t i o n  were com posers p o in tin g  

o u t "new p a th s " ;  c r i t i c s  f e a r in g  to  be c la s s e d  as c o n s e rv a tiv e s ,  o r  

w ish in g  to  appear in  th e  v an  o f p ro g re s s  * " a f f e c ta t io n  i s  say in g  th e re  

i s  e s s e n t i a l  p r o p r ie ty  and b e a u ty  i n  th e  th in g  c a l le d  ' s e l f  e x p re s s io n '

. . .  i n  th e  n o t io n  t h a t  b eau ty  may be ex p re sse d  in  term s o f u g l in e s s ,  

and t h a t  u g l in e s s  o f  s u b je c t  i s  a f i t  o b je c t  of e x p re s s io n . A f f e c ta t io n  

a ls o  i n  th e  n o tio n  th a t  by p i l i n g  up words c r i t i c s  can  j u s t i f y  th e  com­

p o se r  when he le a v e s  th e  p ro v in c e s  o f  h is  a r t . " ' ^  T h is was K re h b ie l’s

l a s t  such  summary.

W ith in  a month he was f a t a l l y  i l l ,  and on March 20 , 1923, h e  d ie d .  

A ld r ic h ,  F in ck , and Henderson were among th e  honor g u a rd , and m ost of 

th e  o th e r  New York rev ie w e rs  were on hand f o r  the  e x te n s iv e  e u lo g ie s .

Lawrence Gilman re p la c e d  K re h b ie l on th e  T r ib u n e . A ld r ic h  re s ig n e d  

from th e  Times t h a t  sp rin g  to  become " c r i t i c  e m e r i tu s ."  By chance, an­

o th e r  s o c ie ty  dev o ted  to  th e  cau se  o f  new m u sic , The League of Com posers,

58 T r ib u n e , 11 F eb ru ary  1923.

59 I b id .
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p u b lish e d  i t s  p ro sp e c tu s  w i th in  two weeks of K re h b ie l 's  d e a th . The 

w inds of change were q u ick en in g . For New York m usic jo u rn a lism  in  th e  

1920s, th e  d e a th  o f  K reh b ie l and h i s  rep lacem ent by Lawrence Gilman was 

p ro b ab ly  th e  most s ig n i f ic a n t  s in g le  e v e n t.
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RICHARD ALDRICH 
(1863-1937)

R ichard  A ld r ic h , a n a tiv e  of Rhode I s la n d ,  began  h i s  newspaper 

c a re e r  w r i t in g  a r t ,  dram a, and m u sic  c r i t i c i s m  f o r  th e  P ro v id en ce  

J o u r n a l , a f t e r  g rad u a tin g  magna cum laude from H arvard  in  1885. By 

1891 he moyed to  th e  New York T rib u n e  as a s s i s t a n t  m usic  c r i t i c ,  

a s s i s t a n t  a r t  c r i t i c ,  and a s s i s t a n t  l i t e r a r y  e d i t o r .  There he met 

K re h b ie l ,  w ith  whom he c o lla b o ra te d  on v a rio u s  p r o j e c t s ,  such a s  the 

e d i t i n g  o f th e  American a r t i c l e s  f o r  the  2nd e d i t i o n  o f  G rove1s 

D ic t io n a ry . He moved o ver to  th e  New York Times in  1902 on th e  recom­

m endation  o f W illiam  H enderson, who had l e f t  fo r  th e  Sun. W ith th e  

e x c e p tio n  of a  y e a r ’ s le a v e  fo r  war s e rv ic e  (Huneker r e p la c e d  him 

d u r in g  th e  1918-1919 s e a s o n ) ,  he r e ta in e d  th e  Times p o s i t io n  fo r  two 

d e c ad e s , u n t i l  in  th e  s p r in g  o f 1923 he became " c r i t i c  e m e r i tu s ."  In  

th a t  c a p a c i ty ,  he c o n tr ib u te d  a r t i c l e s  under h i s  own name f o r  s e v e r a l  

s e a s o n s . On o th e r  o c c a s io n s , when he chose to  rem ain  anonymous, h is  

a r t i c l e s  ap p eared  under th e  pseudonym Sylvanus U rban.

Sometimes he took  ex c ep tio n  to  th e  view s of h is  s u c c e s s o r ,  O lin 

Downes, i n  th e s e  colum ns. However, none o f them concerned  h i s  a t t i t u d e  

tow ard newer s ty l e s  in  m u sic . A lthough he soon w ithdrew  alm ost e n t i r e ­

ly  from  American jo u rn a lis m , A ld r ic h  was v i s i t i n g  c r i t i c  f o r  th e  London 

Times in  th e  f a l l  o f  1923 and su b seq u e n tly  w rote  f o r  th e  E n g lish  jo u rn a l  

Music and l e t t e r s .

A ld r ic h  found th e  newer m u sic a l s ty l e s  j u s t  a s  d i s t a s t e f u l  as  

K re h b ie l d id .  H is approach  to  w r i t in g  abou t them, however, was g e n e ra l­

l y  l e s s  a c e r b ic .  Though p e rs o n a l ly  d i s a f f e c te d  ( p a r t i c u l a r l y  w ith
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h a rm o n ica lly  e x p e rim e n ta l w o rk s), he d id  n o t mount a c ru sad e  a g a in s t  

in n o v a tio n . E v e n tu a lly  h i s  i n t e r e s t  tu rn e d  from the new m usic i t s e l f  to  

concern  f o r  th e  p o s i t io n  of th e  c o n s e rv a tiv e  c r i t i c  in  a  co n fu sin g  a r ­

t i s t i c  m i l ie u .  In  t h i s  v e in ,  he posed th e  fo llo w in g  q u e s tio n s  d u r in g  

h i s  l a s t  s p r in g  a t  th e  T im es:

Old f o g ie s  g ro p in g  in  th e  fog  of th e  p a s t  would 
l i k e  to  know i f  th e re  a re  any o th e r  ta n g ib le  o r 
com prehensib le  p r in c ip le s  fo r  e s t im a tin g  th e  m usic 
of th e  new fa s h io n .  Are th e re  any d i f f e re n c e s  of 
mood in  i t ?  I s  i t  o n ly  n e c e ssa ry  to  sound bad to
be r e a l l y  good? I s  some o f  i t  good, o th e r  o f  i t
b e t t e r ,  and o th e r  v e ry  f in e ?  I s  any of i t  poor 
o r bad? Among Schonberg’s "F iv e  p ie c e s "  . . .  i s  
one of them b e t t e r  o r  w orse th an  th e  o th e rs?  And 
i f  so why? . . . Are a l l  o f  Leo O r n s te in 's  p ro ­
d u c tio n s  e q u a lly  g re a t?  . . .

Of c o u rse  th e  young a re  v e ry  su re  th ey  a r e  
r i g h t ;  th ey  ought to  b e . But i t  would be g r e a t ly  
to  be d e s ir e d  to  have and p re s e n t  to  th e  g ro p in g  
e ld e r s  some method o f ju d g in g  and comparing among 
th e  h e i r s  of th e  a g e s . 60

A ld r ic h  nev e r doubted  th a t  i t  was h i s  d u ty  to  ju d g e , nor q u e s tio n e d  th a t

o b je c t iv e  c r i t e r i a  m ust e x i s t  fo r  th e  new m usic . To th e  en d , he so u g h t

th o se  c r i t e r i a  by which he cou ld  c o n tin u e  to  e v a lu a te  as b e fo r e .  Such 

s ta n d a rd s  w ere n o t fo rth co m in g  from any o f h i s  c o lle a g u e s . The s t y l i s t i c  

v a r i e ty  i n  th e  new m usic  made r e o r i e n t a t i o n  more and more d i f f i c u l t  f o r  

an o b je c t iv e  c r i t i c .  In  th e  absence o f  g u id e l in e s ,  A ld r ic h  assumed th a t  

h i s  judgm ents w ere a s  v a l id  as anybody e l s e 's  a t  th e  tim e . T h is a t t i ­

tu d e  had some j u s t i f i c a t i o n .

By th e  end o f  1921, th e  q u e s tio n  of "good and bad new works" 

moved in to  A ld r ic h ’s Sunday column f o r  th e  f i r s t  tim e . He d en ied  t h a t

60Times, 11 F eb ru ary  1923.
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th e re  was v i r t u e  i n  n o v e lty  i t s e l f , as  some c r i t i c s  seemed to  be c la im in g .

Because a th in g  i s  new, s tr a n g e ,  u g ly , h o r r i fy in g  
o r w ea ry in g , i t  i s  n e c e s s a r i ly  good, a new th in g , 
an o r ig i n a l  u t t e r a n c e ,  and bound to  w in in  th e  end , 
to  th e  c o n fu s io n  o f  th e  d u l le r  c o n s e rv a tiv e s  who l ik e  
o n ly  th e  s o r t  o f  th in g  they  have h eard  b e fo re  and know 
w e l l .61

T h is  s ta te m e n t was a re sp o n se  to  Lawrence G ilm an’ s d is c u s s io n  of 

A lfre d o  C a se lla * s  A n o t te  a l t a . A ld r ic h  took  h e a te d  e x c e p tio n  to  

G ilm an’ s d e s c r ip t i o n  o f C a s e lla  as a

. . . g r a d u a l ly - l ib e r a t e d  m usic maker [who 
sp o r te d ]  o ver an ev e r  w idening expanse o f to n a l  
meadow, r e v e l in g  in  l a r g e r  p r o s p e c ts ,  p lu ck in g  
s t r a n g e ,  unknown f lo w e rs  and g a th e r in g  pungent 
h e rb s ,  w hich to  s lo w e r paced o b se rv e rs  in  th e  r e a r  
seemed to  be m ere ly  t a r e s  and t h i s t l e s . 62

A ld r ic h  w ro te  back th a t  h e  found th e  a p o lo g is t  f o r  th e  " l i b e r a t e d  m usic

m aker" s tr a n g e ly  u n c r i t i c a l :

W hatever i s  p re s e n te d  to  him a s  s tr a n g e  unknown 
f lo w e rs  or pungent h e rb s  he e a g e r ly  a c c e p ts  a s  
such  w ith o u t q u e s t io n .  I t  n ev e r o c c u rs  to  him th a t  
th e r e  may r e a l l y  be t a r e s  and t h i s t l e s  in  th e s e  
f i e l d s  t h a t  h o ld  so  much enchantm ent f o r  him . Any 
who th in k  th e y  se e  t a r e s  and t h i s t l e s  a re  im m ediate­
l y  s e t  down m ere ly  a s  "slow er paced o b s e rv e r s ."
There i s  n e v e r ,  a p p a re n t ly ,  any p o s s i b i l i t y  o f t h e i r  
b e in g  c lo s e r  o r more a c c u ra te  o b s e rv e r s ,  sometimes 
a b le  to  sp o t  a t a r e  when th ey  se e  i t  o r  a  t h i s t l e  
when th ey  g ra sp  i t .

Of c o u rse  in  th e  p r e s e n t  s t a t e  o f th in g s ,  th e  
r e c o g n iz e r s  o f  t a r e s  and t h i s t l e s  a re  c o n tin u a lly  
on th e  d e fe n s iv e .  They a re  b lo c k in g  th e  p ro g re s s  
o f  th e  a r t ;  o r  c ru sh in g  th e  o r i g i n a l i t y  o f th e  
young and d a r in g ;  o r  s t i f l i n g  th e  v o ic e s  t h a t

6]Times, 6 November 1921.

^%he o r ig i n a l  s ta te m e n t by Gilman appeared  in  a  program  n o te  fo r  
th e  P h ilh a rm o n ic . I t  was expanded in  Lawrence G ilm an, "Music o f  th e  
month: a  to n e -p o e t  from I t a l y , "  N orth  American Review 215 (F ebruary
1922): 267-72 .
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would p ro cla im  a  new e ra  and f in d  a  new e x p re s ­
s io n  f o r  a new a g e . T h e irs  i s  th e  v o ice  o f th e  
p a s t  and i t  had b e t t e r . b e  s t i l l e d .

A ld r ic h  d e s c r ib e d  t h i s  a s  an " a g e -o ld  c o n f l i c t  i n  contem porary fo rm ."

He i n s i s t e d  t h a t  n o t  a l l  m usic " th a t  g o t hard  words was a f te rw a rd s  to

tu rn  o u t v a l i d  and a c c e p ta b le .  Most o f i t  p ro b ab ly  d eserv ed  a l l  i t

g o t . " 64 B u t, he c o n tin u e d , "a  f a v o r i t e  amusement has long  been to  h o ld

up to  sc o rn  and d e r i s io n  th e  a u th o rs  of hard  w ords who were a f te rw a rd s

shown to  be m is ta k e n ."

The s a fe  p lay  i s  to  wax e n th u s i a s t i c  about 
w h a tev er seems so new a s  to  be d o u b tfu l  o r  im­
p o s s ib le  and su re  to  s c a n d a l iz e  th e  o rth o d o x .
Then i f  i t  tu rn s  o u t w e ll you were a  r e a l  p ro p h e t,  
f a r - s e e in g  where o th e r s  w ere b l in d ,  c le v e r  where 
o th e r s  were o b tu se . I f  i t  does n o t tu rn  out w e ll,  
and d ro p s  in to  o b l iv io n ,  th en  your v a in  e n th u sia sm  
i s  f o rg o t te n  w ith  th e  r e s t  and your w ith e rs  a re  
unwrung 3

No f r u i t f u l  d ia lo g u e  developed from  t h i s  in te rc h a n g e  w ith  G ilman. 

A ld r ic h 's  im p lie d  d iv is io n  of c r i t i c s  i n to  two opposing  camps, one f o r  

and one a g a in s t  in n o v a tiv e  m u sic , was an o v e r s im p l i f i c a t io n .  The ques­

t io n  o f  t r a d i t i o n  v e rs u s  in n o v a tio n  was o n ly  one p aram eter i n  th e  d i s a ­

g reem ent. More fundam ental was th e  p rem ise  o f each  (unspoken a t  th e  

tim e) abou t th e  n a tu re  o f c r i t i c i s m .  A ld r ic h  b e lie v e d  th a t  th e re  were 

q u a l i t i e s  w i th in  th e  works them selves which cou ld  be i d e n t i f i e d  and em­

ployed  as re a so n s  f o r  e v a lu a t io n .  Gilman d id  n o t .  A ld r ic h 's  approach  

to  c r i t i c i s m  p roceeded  in  t h i s  f a s h io n :  "The work i s  bad: i t  has no

63Tim es, 6 November 1921.

64I b id ,

65I b id .

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



73

mood* no m elody, and i s  n o t  b e a u t i f u l ."  For Gilman, on the o th e r  

han d ,

N e ith e r  b eau ty  n o r u g l in e s s ,  d u l ln e s s  n o r ex­
p re s s iv e n e s s  i s  a v a lu e  in h e re n t  in  th e  o b je c t .
. . .  I s  i t  n o t  somewhat u n r e a l i s t i c  to  go on 
t a lk in g  o f a b s o lu te  s ta n d a rd s  in  the  a p p ra is a l  o f  
m u sic a l v a lu e s  as i f  th e re  r e a l l y  were such 
t h in g s — e x c ep t w ith in  the n a rro w es t l im i ta t io n s ?
I s  i t  n o t  f o o li s h  to  p re te n d  th a t  th e re  i s  any 
such  th in g  as an im p erso n a l judgment i n  a e s th e t i c  
m a tte rs? 6 °

N e ith e r  c r i t i c  accep ted  th e  p rem ises  o f the  o th e r .  No d isc u s s io n  was 

p o s s ib le  beyond s ta te m e n ts  o f  th e  c o g n it iv e  or n o n -c o g n it iv e  p o s i t io n .

There was a weakness i n  A ld r ic h ’ s view  o f c r i t i c i s m .  Take, fo r  

exam ple, a  p rim ary  reaso n  fo r  h i s  r e j e c t i n g  a work: " i t  had no m elody." 

I f  two c r i t i c s  could  ag ree  on th e  d e f i n i t i o n  o f  m elody, bo th  m ight 

conclude  th a t  a  p a r t i c u l a r  p ie c e ,  i n  f a c t ,  had none . However, one 

c r i t i c ,  b e in g  e x c ee d in g ly  t i r e d  o f  s a c c h a r in e  tu n es  a t  th e  moment, 

m igh t co n clu d e : " th e  work h as  no-m elody, so i t  i s  g o o d ..A n o th e r c r i t i c ,  

b e in g  an a rd e n t  ad m irer o f  b e l  c a n t o ,  m ight say : " th e  work h a s 'n o  

m e lo d y ,'s o  i t . i s  b a d .”

Both c r i t i c s  would have e q u a lly  lo g ic a l  j u s t i f i c a t i o n  f o r  th e se  

v iew s . This example em p h as izes -th e  im portance of d i s t in g u is h in g  betw een 

d e s c r ip t i o n  and e v a lu a t io n .  Such d is c r im in a t io n  was r a r e ,  i f  

n o t t o t a l l y  a b s e n t ,  i n  the  w r i tin g s  o f  th e  Old Guard c r i t i c s .  A ld rich  

had some aw areness o f  th e  problem , as  h is  comments on S tra v in s k y 's

^ T r ib u n e , 24 February  1929.
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Chansons p l a i s a n te s  o r  S ch tfnberg 's  P i e r r o t  l u n a i r e  i n d i c a t e . ^  He d id  

n o t ,  how ever, a r r i v e  a t  a  s o lu t io n .

By 1923, A ld r ic h  had reach ed  an im passe i n  d e a lin g  w ith  b o th  the  

new m usic and i t s  c r i t i c i s m .  He r e s o lv e d  i t  th ro u g h  h is  v o lu n ta ry  w ith ­

d raw al from  th e  T im es. Being b o th  s o c ia l ly  p rom inen t and in d ep e n d e n tly  

w e a lth y , he had no p r e s s in g  need  to  c o n tin u e  i n  a  p r o fe s s io n  t h a t  had 

become d i s t a s t e f u l  to  him.

A ld r ic h  was aware t h a t  many o f  th e  t r a d i t i o n a l l y - o r i e n t e d  new 

works p re s e n te d  w ere n o t  v e ry  i n t e r e s t i n g .  Between m ediocre  n o v e l t i e s  

i n  c o n s e rv a tiv e  s ty l e s  and th e  c r e a t io n s  o f  th e  " f a r  l e f t "  (as  he came 

to  c a l l  e v e ry th in g  he found u l tr a -m o d e rn ) ,  A ld r ic h  found l i t t l e  new 

m usic  he co u ld  en jo y  d u r in g  h i s  f i n a l  s e aso n s . He f re q u e n tly  e x p re sse d  

r e l i e f  i n  h i s  rev iew s when a  work av o ided  the  m ost modem id iom , even  

though i t  was a d m itte d ly  n o t  p a r t i c u l a r l y  m em orable. Such was h i s  r e ­

sponse  to  Emanuel M oor's Double s t r i n g  q u a r t e t , ^  to  F e r ru c c io  B u so n i 's  

C o n ce rtin o  f o r  c l a r i n e t  and sm a ll o r c h e s t r a , ^  and to  Emerson W h ith o rn e 's  

sym phonic poem, In  th e  c o u r t  o f  th e  po m eg ran ates :

To Mr. W h ith o m e 's  c r e d i t ,  in  a  day and g en e ra ­
t io n  ©f m u sic a l u g l in e s s ,  h i s  m usic  i s  n o t  u g ly  
b u t  b e g u il in g  to  th e  l i s t e n e r ' s  e a r ,  even  though 
i t  makes l i t t l e  p o s i t iv e  s ta te m e n t and p roduces

^ S e e  b e low , p .  76. 

88Tim es, 3 March 1920 

6 9 Tim es, 17 Jan u ary  1920
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n o t much more th an  an a g re e a b le  e f f e c t  o f  mood 
and c o lo r  .70

R e s p ig h i,  in  h is  F oritan i d i  Roma, "has  been much more c o n s id e ra te  of 

h i s  l i s t e n e r s ’ e a r s  th an  some o th e r s  of th e  modern I t a l i a n s . "  71 

M a lip ie ro ’ s Im p re ss ic n i  d a l  v ero  was "n o t one of th e  m ost f e a r f u l  w ild ­

fow l o f  m o d e rn  m u s i c . There was f a i n t  p r a i s e  fo r  Leo W e in e r 's  P r in c e  

Csongor and th e  gnom es;

W einer, i n  t h i s  as in  th e  q u a r te t  r e c e n t ly  
h ea rd  ta k e s  no g r e a t  p a r t  i n  th e  a g g re s s iv e  
d o ings of th e  m oderns. . . .  He has an in d iv id u a l  
u t te r a n c e ,  as in  th e  q u a r t e t ,  and h i s  th em a tic  ma­
t e r i a l ,  i f  n o t s t r i k in g l y  o r ig i n a l ,  i s  n o t w ith o u t 
p reg n a n t f o rc e .  / ~>

S im i la r ly ,  he w ro te  f o r  R o sa rio  S c a le ro , on th e  o ccas io n  o f th e  p e r f o r ­

mance o f  h i s  s u i t e  f o r  s t r i n g  o r c h e s t r a  and s t r i n g  q u a r t e t :

Mr. S c a le ro  has no sympathy w ith  h i s  ico n o ­
c l a s t i c  countrym en of th e  l a t e s t  sc h o o ls . . . .
His i n s p i r a t i o n  and m ethods a r e  n o t re v o lu t io n a ry ,  
and he w r i te s  in  a  v e in  t h a t  causes no w rin k lin g  
o f  th e  brow.

A ld r ic h 's  d i s a p p ro v a l  o f  harm onic ex p erim en t r e p e a te d ly  took  p reced en ce  

in  h i s  r e p o r t s .

The Times c r i t i c  l o s t  touch  w ith  S tr a v in s k y 's  m usic a f t e r  L 'O iseau  

de f e u . He en jo y ed  s e le c t i o n s  from  t h i s  w ork, b rough t to  New York by 

th e  Boston Symphony i n  1919, and th o u g h t them e f f e c t iv e  even w ith o u t

70T im es, 13 Ja n u ary  1920.

71T im es, 12 F eb ru ary  1920.

72T im es, 27 F e b ru ary  1922.

73Tim es, 9 November 1922.

7^T im es, 13 November 1922.
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In  a l l  th e s e  S tra v in s k y ' s im a g in a tiv e  
q u a l i t y ,  h i s  s k i l l  i n  f i t t i n g  th e  m usic to  th e  
sc en e , and h is  e x t r a o rd in a ry  r e s o u rc e fu ln e s s  in  
w r i t in g  f o r  th e  o r c h e s t r a ,  i n  th e  d e v is in g  o f 
s t r a n g e ,  e x o t i c ,  gleam ing c o lo r ,  i s  b e g u i l i n g .

Three seaso n s l a t e r ,  he found th e  P e tro u ch k a  s u i t e  j u s t  th e  o p p o s ite :  

" b e w ild e r in g ly  d ev o id  o f  s ig n i f ic a n c e  when i t  i s  s e p a ra te d  from th e  

s ta g e ."  A lone i t  o f f e r e d  "an in co m p reh e n s ib le  phan tasm agoria  o f tone 

w ith  o n ly  an  o c c a s io n a l  meaning in  and o f  i t s e l f . I n  th e  m eantim e, 

A ld r ic h  had h e a rd  th e  same com poser’ s C o n c e r tin o , and found i t  wanting 

in  th e  p i c t o r i a l  su g g e s tiv e n e s s  o f  th e  e a r l i e r  p ie c e s .  M ore, he m issed 

th e  o r c h e s t r a l  medium, w h ere in  th e  " s o u re s t  d is c o rd "  could f in d  

" a m e l io r a t io n ,"  co n c lu d in g  " th e  s t r i n g  q u a r t e t  i s  uncomprom ising; and 

th e  consumm ate u g l in e s s  and th in  e m p tin ess  o f  t h i s  p iec e  was l e f t  ex­

trem ely  b a re . In  i t  S tra v in sk y  seems to  have l i t t l e  or n o th in g  to  say; 

and t h i s ,  a f t e r  a l l ,  i s  th e  m ost d e p re s s in g  f e a t u r e  of i t . "  ^  There 

were a l s o  th re e  p ie c e s  f o r  s t r i n g  q u a r t e t ,  and f o u r  Chansons p la i s a n te s  

( " th e y  were found p le a s a n t  o r u n p le a s a n t  in  a cco rd  w ith  th e  l i s t e n e r ' s  

a t t i t u d e  to  t h a t  s o r t  o f  th in g " )  7 ^

A ld r ic h  d id  n o t  o f te n  go to  g r e a t  le n g th s  to  defend h is  s p e c i f ic  

judgm ents. A f te r  th e  f i r s t  perform ance o f P i e r r o t  l u n a i r e , f o r  exam ple, 

he found v e ry  l i t t l e  to  d i s c u s s .  "You e i t h e r  l ik e d  i t  and a c ce p te d  i t ,

75Tim es, 9 November 1919.

76Tim es, 5 F eb ru a ry  1923.

77x im es, 24 November 1920.

7^Times, 11 F eb ru ary  1920.
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o r  you d id  n o t ."  For A ld r ic h  th e  r e s u l t  was "a v a r ie d ly  rh y th m ic a l and 

dynamic s u c c e ss io n  of d i s a g re e a b le  and unm usical n o i s e s . " 79 That Sunday 

h i s  p ie c e  i n  th e  Times was a  m o d ifie d  re p e a t  o f h is  " ta r e s  and t h i s t l e s "  

colum n, in  which th e  t a r e s  and t h i s t l e s  were rep la c ed  by geese  and swans. 

He concluded t h a t  " i t  would be u s e fu l  today  to  have some means o f 

ju d g in g  w hether p o s s ib ly  th e re  may be some geese  among th e  proud f l o t i l l a  

o f  swans t h a t  s a i l  under th e  b an n ers  of the  new m usic.

A ld r ic h 's  l a s t  m u sica l seaso n  cu lm inated  w ith  a  perform ance o f 

Schonberg's Kam m ersinfonie o f  1906. The d isc o rd  was sim ply  in e x p l ic a b le .

I t  i s  im p o ss ib le  f o r  even th e  m ost w i l l in g  
l i s t e n e r  to  d is c e rn  in  t h i s  w e lte r  an y th in g  l i k e  
t o n a l i t y .  T hat i s  d e f i n i t e l y  abandoned. The 
harm onic su b s ta n c e  i s  a p p a re n tly  d ev ised  i n  such 
a way t h a t  one p a r t  s h a l l  p e r s i s te n t ly  n e u t r a l i z e  
any h in t  of t o n a l i ty  t h a t  th e  o th e r s  may s u g g e s t .
There a re  o c c a s io n a l  p assag es  in  which th e  e a r  i s  
r e l ie v e d  o f t h i s  s o r t  o f  s t r a i n .  They a re  few and 
f l e e t i n g :  y e t  th ey  su g g e st f o r  th e  moment b eau ty  
and som ething demanding an u t te r a n c e .

The r e s u l t  i s  t h a t  th e  l i s t e n e r  i s  h aun ted  w ith  
th e  id e a  t h a t  a l l  t h i s  in e x p l ic a b le  d isc o rd  i s  n o t 
in e v i t a b l e ;  t h a t  i t  i s  d e l ib e r a t e ly  ad o p ted ; t h a t  
th e  composer m ight have expressed  h im se lf  i n  a  
manner l e s s  c ry p t ic ;  t h a t  th e  problem s, i f  th e r e  
a re  p roblem s, t h a t  he has p rese n ted  in  t h i s  m usic 
he has n o t r e a l l y  so lv e d , and th a t  th e re  i s  no 
s o lu t io n ,  o r ,  i f  th e r e  i s ,  t h a t  i t  i s  n o t w orth  
b o th e r in g  a b o u t. . . .

. . . W ill o u r g ra n d c h ild re n  see th e se  th in g s  
and sm ile  a t  th e  b ew ild ered  l i s t e n e r s  o f 1923?
The q u e s tio n  i s  n o t r e a l l y  im p o rta n t;  b e w ild e red  
l i s t e n e r s  o f 1923 can o n ly  l i s t e n  fo r  th em se lv es , 
and l e t  t h e i r  g r a n d c h ild re n  s h i f t  f o r  them selves .'8^

79Tim es, 4 F eb ru ary  1923.

80Times, 11 F ebruary  1923.

81Tim es, 3 A p r i l  1923.
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Among th e  Old Guard, A ld r ic h  a c cep ted  d e fe a t  th e  most g r a c io u s ly .

I f  th e  m usic  o f any schoo l can be s a id  to  have a t t r a c t e d  A ld r ic h , 

i t  was t h a t  o f th e  c o n se rv a tiv e  E n g lish  composers of th e  day . A sym­

phon ic  poem by A rnold Bax, fo r  exam ple, was "m usic of a  p o w erfu lly  

im a g in a tiv e  q u a l i t y ,  m usic t h a t  i s  based on r e a l  and v a lu a b le  m u sica l 

id e a s  and th e  f e r t i l e  developm ent o f them in  a  r i c h ,  s k i l l f u l l y  wrought 

o r c h e s t r a l  t i s s u e . " ^  The p la n e t s  by Gustav H o ls t was pronounced 

m odern, "w e ll f re e d  from e n ta n g lin g  a l l i a n c e s  w ith  th e  p a s t ,  b u t n o t 

c u t  lo o s e  from  th e  sense o f  b e a u ty , from th e  c la im s o f melody in  music 

o r  from a due c o n s id e ra t io n  o f  a human e a r ,  o r  sweet rea so n a b le n e ss  in  

g e n e ra l .  H is u t te r a n c e  i s  n o t o n ly  'a d v a n c e d ';  i t  i s  i n d iv i d u a l , " ^  

A ld r ic h  a l s o  warmed to  th e  works o f  Ralph Vaughan W illiam s, e s p e c ia l ly  

th e  "London" symphony, which he found;

. . .  in. j in a t iv e  and s u g g e s t iv e ,  by tu rn s  
p o e tic  and r e a l i s t i c ,  b u t alw ays e x p re s s in g  
id e a s  of m u sica l im port in  m u sica l term s. In  
t h i s  r e s p e c t  i t  d i f f e r s  from much o f th e  new 
m usic  i n  "modern" s ty l e  th a t  h as  been h eard  h e re  
and w i l l  be .

Yet Dr. W illiam s w r i te s  in  a "modern" v e in  him­
s e l f ;  t h i s  m u sica l u t te r a n c e  i s  h i s  own and he 
le a n s  h e a v ily  upon no p red e c e sso r  o r contem porary .

P r e d ic t a b ly ,  A ld r ic h  admired th e  f i f t h  symphony o f S ib e liu s  j u s t  as

Vaughan W illiam s d id .

A ld r ic h  l e f t  th e  Times a t  the  end of the  1922-1923 se aso n . In  a 

r e t r o s p e c t iv e  colum n, he rem arked th a t  " d is in te r e s t e d  c r i t i c s  o f  New

"November w oods," Tim es, 4 Jan u ary  1923. 

83 Tim es, 30 December 1921.

8 ^ Tim es, 28 Jan u ary  1923.
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York from abroad  say th a t  New York i s  v e ry  c o n s e rv a tiv e  in  m usica l 

m a t t e r s . 11 He ad m itte d :

P erhaps th e re  has been in  some q u a r te r s  too  
much eag ern ess  to  fee d  p o p u la r  th in g s  to  d o c ile  
l i s t e n e r s :  to in c re a s e  a u d ien ces  by making ev ery  
c o n c e r t sa fe  and sa n e : by ta k in g  no r i s k  w ith  what 
i s  new. I t  i s  a t a s k  to  l i s t e n  to  new th in g s  a t  
b e s t ;  and when th e  r e s u l t  seems to  be t h a t  th e  new 
th in g s  a re  poor s t u f f ,  d iscouragem en t comes too
e a s i l y . 85

For th re e  months i n  the f a l l  o f  1923, th e  New York m u sic a l scene 

was rev iew ed  f o r  th e  Times by th e  E n g lish  s c h o la r  and c r i t i c  Hy Cope 

C o l ie s .  Upon h is  r e tu r n  to England, th e  m usic departm en t was tak en

o v e r,  in  Jan u ary  1923, by th e  Boston c r i t i c ,  O lin  Downes.

Of th e  Old Guard, on ly  F inck  and Henderson were l e f t .  A f te r  h is  

own r e t i r e m e n t  th e  fo llo w in g  se a so n , F inck  c o n tr ib u te d  an a r t i c l e  to  

The E tude c a l le d  "Why make m usic h id eo u s?"  I t  opened a s  fo llo w s :

R ichard  A ld rich  gave up th e  h o n o rab le  and r e ­
sp o n s ib le  p o s i t io n  o f  m u sica l c r i t i c  on the  New
York Times c h ie f ly  b e c au se , a s  he h im se lf  to ld  me, 
he could no lo n g e r  endure th e  t o r t u r e  o f  l i s t e n i n g  
to  th e  p re p o s te ro u s  cacap h o n ies  o f  th e  s o -c a l le d  
f u t u r i s t s  o r m o d ern is ts  in  m usic and because o f 
th e  boredom o f  w r i t in g  about them .88

F in ck  d i s s o c ia te d  h im se lf  from A ld r ic h , whom he c o n s id e red  to o  conserva­

t i v e .  Y et, w h ile  F inck  had alw ays viewed h im se lf  a t  th e  f o r e f r o n t  o f  

th e  p r o g re s s iv e s ,  he c o n fe sse d : " I  may a s  w e ll  say i t  now as l a t e r  —

one o f  th e  c h ie f  rea so n s  why I  gave up w r i t in g  c r i t i c i s m s  f o r  a  d a i ly  

p ap er was th e  same a s  A l d r ic h 's ." 87

85Times, 8 A p ril  1923.

8% enry  F in ck , "Why make m usic h id eo u s? "  Etude (Jan u a ry  1925): 11.

87I b id .
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HENRY T. FINCK 
(1854-1926)

Henry G o ttlo b  (T h eo p h ilu s)  F in ck  was b om  in  M is s o u r i,  o f  German 

im m igrant p a re n ts .  He was s t i l l  a young c h ild  when h is  fam ily  moved, 

v i a  New York and th e  Panama c a n a l ,  to  a new s e tt le m e n t  i n  Oregon. Even 

i n  th o se  i s o l a te d  c irc u m s ta n c e s , Henry s tu d ie d  m usic and lan g u ag es  w ith  

a  t u to r  l i v i n g  i n  th e  community, and a t  18 became th e  f i r s t  s tu d e n t  from 

Oregon to  a t t e n d  H arvard . By th e  tim e  he a r r iv e d  he had exchanged the  

German " G o ttlo b "  in  h i s  name f o r  th e  Greek "T h e o p h ilu s ."  At c o lle g e ,  

F in c k ’ s p rec o c io u s  command of th e  c l a s s i c s  g a in ed  him advanced s ta n d in g  

i n  L a t in  and Greek c o u rs e s .  John Knowles P a in e  guided h i s  m usic s tu d ie s  

t h e r e .  Throughout h i s  l i f e ,  F in ck  to o k  s p e c ia l  p r id e  i n  having  g rad u a te d , 

i n  1876, w ith  h ig h e s t  hon o rs  i n  p h ilo so p h y .

That y ea r he was a ls o  awarded a  g ra n t  f o r  f u r th e r  s tu d y  i n  Europe, 

a t te n d e d  th e  f i r s t  B ayreu th  f e s t i v a l ,  and met Wagner. The en co u n te r  was 

o n ly  one o f  h i s  many " a d v e n tu re s  in  th e  go lden  age o f m u s ic ,"  a s  he t i t l e d  

h i s  m em oirs. From 1878-1881 he r e tu rn e d  to  Europe, c h ie f ly  to  s tu d y  p sy ­

ch o lo g y  i n  B e r l in ,  H e id e lb e rg , and V ienna. From th e s e  c e n te r s ,  he se n t  

b ack  a r t i c l e s  f o r  p u b l ic a t io n  in  v a r io u s  American j o u r n a l s .  In  1881, he 

f i n a l l y  s e t t l e d  in  New York, a s  m usic c r i t i c  o f  the  New York Evening 

P o s t , "a lm o st a t  th e  b eg in n in g  o f  th e  c u l t  o f  h igh -b row  m u s ic ." 88 As 

F in ck  h im s e lf  rem arked , t h i s  jo b  l e f t  him ample o p p o r tu n ity  f o r  o th e r  

p r o j e c t s .  By th e  tim e he l e f t  the  P o s t f o r ty - th r e e  y e a rs  l a t e r  (sp r in g

88F in c k , A dventures i n  th e  go lden  a g e , p . xv .
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1 9 2 4 ), he had produced numerous a r t i c l e s  and s h o r t  s t o r i e s ,  a s  w e ll as 

e ig h te e n  books (many w ith  th e  a s s i s ta n c e  o f  h is  w ife )  on t r a v e l ,  psy­

c h o lo g y , fo o d , g a rd e n in g , and m usic —  in c lu d in g  monographs on Chopin, 

G rieg , M a s s e n e t , and R ich ard  S tra u s s .  H is book on Wagner (1893) was 

t r a n s la t e d  in to  G e rm a n .^

Of a l l  th e  Old Guard j o u r n a l i s t s ,  F in ck  w ro te  i n  th e  m ost "p o p u la r"  

v e in .  S ince h i s  books do n o t convey th e  same to n e  a s  h i s  newspaper c r i t ­

ic is m , i t  i s  e v id e n t  t h a t  F in ck  chose th e  s ty l e  o f th e  P o s t  columns 

d e l i b e r a t e ly .  He p ro v id ed  a j u s t i f i c a t i o n  fo r  t h i s  i n  h i s  a u to b io g rap h y :

I  was w r i t in g  d a i l y  f o r  a m an 's newspaper on a  
s u b je c t  i n  which m ost men a re  n o t i n te r e s t e d !  Ob­
v io u s ly  I  had to  do my d u rn d e s t  to  make my a r t i c l e s  
i n t e r e s t i n g  and g r a d u a l ly  I  le a rn e d  t h a t  th e  b e s t  
i f  n o t th e  o n ly  way to  do so was to  l ig h t e n  and 
lea v e n  my comments w ith  th e  y e a s t  of humor and 
j e s t i n g .  91

89F inck»s book, M assenet and h is  o p eras  (New York: L ane, 1910), was 
a  d i r e c t  o u tg ro w th  o f th e  s ta g in g  a t  Ham m erstein*s M anhattan  Opera o f  
f iv e  o f  M a sse n e t's  works p r e v io u s ly  unknown in  New York. Four o th e r s  
had been  produced a t  th e  M e tro p o li ta n .  N e ith e r  o r g a n iz a t io n  p re se n te d  a 
M assenet o p era  o f  more r e c e n t  v in ta g e  th an  1902.

9 °F in c k ’ s books on m usic in c lu d e :  Chopin and o th e r  m u sic a l 
e s sa y s  (1889); Wagner and h i s  w orks , 2 v o l s .  (1 8 9 3 ); P aderew sk i and h is  
a r t  (1 8 9 5 ); Songs and song w r i t e r s  (1900); G rieg  and h i s  m usic  (1909); 
S uccess in  m usic (1909); M assene t and h i s  o p e ra s  (19 1 0 ); R ich a rd  S tra u ss  
(1917); P i c t o r i a l  Wagner (1 8 9 9 ); My ad v e n tu re s  i n  th e  g o ld en  age of 

m usic (1926); Anton S e id l : a m em orial by h i s  f r i e n d s , e d i te d  by F inck  
(1 8 9 9 ); Edvard G rieg  (1 9 0 6 ); M u sica l p ro g re s s  (1 9 2 3 ); M u sica l lau g h s 
(1924) .

93-A dventures i n  th e  g o ld en  a g e , p p . 418-19 . C o n tra s t  t h i s  w ith  
the  v iew  o f R ich a rd  A ld r ic h  a t  th e  Times, 22 May 1921: " I t  i s  tru e
t h a t  m u sica l c r i t i c i s m  in  th e  d a i l y  p re s s  i s  n o t w r i t t e n  i n  words o f 
one s y l l a b l e ,  n o r  w ith  th e  e lem en ta ry  b a s is  of th o u g h t s u i t a b le  fo r  
com plete  ig n o ra n c e  o r  w ho lly  undeveloped in t e l l i g e n c e .  N e i th e r  i s  any 
o th e r  p a r t  of th e  p a p e r. . . . P eop le  who wish to  read  in  th e  newspa­
p e r s ,  o r  anywhere e l s e ,  ab o u t m usic  and m u sic a l p erfo rm an ces  a re  under 
some o b l ig a t io n  to  inform  th em se lv es  ab o u t th e  common and co n v en ien t 
term s r e l a t i n g  to  m u s ic ."
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He to o k  p r id e  i n  th e  c o l l e c t i o n  o f h i s  c r i t i c a l  w r i t in g s ,  c h ie f ly  fo rm er 

colum ns, t h a t  appeared  in  1923,^^  under th e  t i t l e  M usical p ro g re s s .

F inck  d id  n o t  d is c u s s  c r i t i c a l  c r i t e r i a  i n . th e  p r e s s .  For him, th e  o n ly  

im p o rta n t fu n c t io n  o f  c r i t ic i s m  was " to  d isc o v e r  and boom gen ius or 

s u p e r io r  m e r i t .  I t  was a lso  h i s  b e l i e f  t h a t  c o n c e r ts  should  be

t a i l o r e d  to  a p p e a l  to  th e  a u d ien ce , r a th e r  th an  to  shock o r bore them . 

A f te r  one c o n c e r t  o f  th e  League o f  Composers he w rote

There a re  d o u b tle s s  men and women o f b ra in s  
among th e s e  " m o d e rn is ts ."  Why, th e n , don’ t  th ey  
u se  t h e i r  b ra in s ?  The p la n  o f  d e v o tin g  a whole 
e v en ing  to  unknown works d e fy in g  a l l  t h a t  m usic 
lo v e r s  l i k e  i s  a b su rd .

The c r i t i c  a l s o  com plained f re q u e n tly  t h a t  works were too lo n g . In  t h i s

he s a id  h i s  t a s t e  d i f f e r e d  p a r t i c u l a r l y  from t h a t  o f R ichard  A ld r ic h .

Max G ra f ’ s d e s c r ip t io n  o f  F inck  as a " k in d ly  w r i t e r i s  not ap ­

p r o p r ia te  to  much o f t h a t  c r i t i c ’s  p o s t-w a r  c r i t i c i s m  o f new m usic.

Novel harm onic u sag e  (F inck  c a l le d  i t  " d is s o n a n ta l  d i n " ) 9 ^ was the c h ie f  

of h i s  r e c u r r in g  c o m p la in ts . In  a f i n a l  a r t i c l e  f o r  The E tude, c a l le d  

"Why make m usic hideous?"^®  he p ro te s te d  th e  new s t a t e  o f  m u sica l a f f a i r s .

^^Henry F in c k , M usical p ro g re s s  (P h ila d e lp h ia :  P r e s s e r ,  1923).

93qUo ted  in  Max G ra f, Composer and c r i t i c :  200 y e a rs  o f  music 
c r i t i c i s m  (New York: N orton , 1 946), p . 313.

94P o s t , 17 November 1923.

9^ F in ck , A dventures i n  th e  golden  a g e , p . 412.

9^G raf, 200 y e a r s , p . 313.

9^F inck , A dventures in  th e  go lden  a g e , p . 410.

98 F in ck , "why make m usic h id eo u s?"  p . 11.
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A sm all group o f  " u g l i f i e r s "  h a d , he s a id ,  h asten ed  the d e p a r tu re  o f  th e  

New York c r i t i c s ,  and n e x t  th ey  would be o u s tin g  th e  au d ien ces  from the

What th e  f u t u r i s t s  do d e l ib e r a t e ly  and even 
b o a s t f u l l y , i s  to  a b o lis h  m elody, euphony ( i . e .  
b e a u ty ) ,  harmony and m odula tion  from m usic . And 
i n  so do in g  th e  f o o ls  ( I  can  use no m ild e r term ) 
a re  a c tu a l ly  n u l l i f y in g  the e f f e c t  o f th e  one 
th in g  le f t  to  them , namely d i s so n a n c e !! [ I t a l i c s  
F in c k ’ s ] ^

For F in c k , th e  u g l i f i e r s  made d isso n an ce  an end in  i t s e l f ,  in s te a d  o f  a 

means to  an end , as  i n  th e  works o f  th e  g r e a t  m a s te rs .

I t  d is tu rb e d  F in ck  th a t  Lawrence G ilm an, who had re p la c e d  Henry 

K re h b ie l on th e  T ribune  in  th e  f a l l  o f  1923, should be k in d ly  d isp o sed  

toward th e  f u t u r i s t s  ( " t h e i r  f r i e n d " ) , and he rem arked upon t h i s  in  h i s  

a r t i c l e  o f  November 17 o f  t h a t  y e a r .100 Gilman had a lre a d y  fo rm u la ted  

h is  own concern  o ver F in c k ’s r e a c t io n a r y  a t t i t u d e s .  In a  rev iew  o f 

F in c k ’ s book th a t  ap p eared  in  th e  Tribune th e  v e ry  n ex t day , he com­

mented th a t  he had a q u a r r e l  w ith  F inck :

We w ish  he were a s  g enerous and in q u ir in g  and 
open h e a r te d  (n o t n e c e s s a r i ly  e n th u s ia s t i c )  toward 
th e  p a th b re a k e rs  of our own tim e as he was tow ard 
th o se  o f 40 y e a rs  ago . He w r i te s  in  h i s  new book 
M usical P ro g re s s  t h a t  th e  m usic o f th e  ty p ic a l  
u l t r a -m o d e rn is ts  o f  our day i s  "an en d le ss  c h a in  
o f  p re m e d ita te d  d isc o rd s  — s h r i l l ,  h a rsh , e a r -  
p i e r c in g , "  and he p r o te s t s  because  th e s e  in n o ­
v a to r s  " le a v e  th e  b e a te n  p a th s  of melody and 
harm ony, and ta k e  m u sic ian s  and c r i t i c s  in to  th e  
d a rk  j u n g le s  o f  d i s s o n a n c e ."101

39F inck , "Why make m usic h id eo u s?"  p . 11.

100 P o s t , 17 November 1923.

IP lT r ib u n e , 18 November 1923.
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He rem inded F in ck  th a t  in  h i s  e a r l i e r  Wagner book he had sa id  th e  

o p p o s ite ,  t h a t  d isc o rd  was b u t  "harmony i l l - u n d e r s to o d ."

We s h a l l  n o t a s s e r t  t h a t  th o se  whom H r. F inck 
c a l l s  " th e  d is s o n a n ta l  crew" a re  epoch-m aking 
com posers. We do n o t know w hether th ey  a re  or 
n o t .  But n e i th e r ,  begging h is  p a rd o n , does Mr.
F in ck . So f o r  our p a r t  we a re  g o ing  to  w a it and
s e e .102

F in ck  in c lu d e d  Debussy among th e  o f fe n d e r s  a g a in s t  t r a d i t i o n .

There was " n o t a  drop  of red  blood o r a  moment o f  r e a l  p a s s io n  in  even 

th e  y o u th fu l  works of D ebussy ,"103 ye t ,  in e x p l ic a b ly ,  F in ck  w rote  en ­

t h u s i a s t i c a l l y  o f S t ra v in s k y ’ s b a l l e t s ,  in c lu d in g  Le s a c r e . There i s  no 

d oub t t h a t  he was one o f  th e  f i r s t  to  "boom" S tra v in s k y ’ s works i n  New 

York, a  cam paign o f which he was ex trem ely  proud . By th e  sp rin g  of 1924, 

when i t  was f i n a l l y  c le a r  to  everybody th a t  S tra v in sk y  was th e  composer 

of th e  h o u r ,  F in ck  co u ld  rem ind h i s  r e a d e rs  of h i s  e a r l i e r  rev iew  o f 

P e tro u c h k a , from 1919. He had c a lle d  th e  work "bo ld  b u t n o t  b a d ."  Now, 

he s a id ,  th e  o th e r  m o d ern is ts  were b o ld  and b a d , and he d e s ig n a te d  him­

s e l f  a "h ig h  p r i e s t  o f  S tra v in s k y ."104

They s p e c ia l i z e  in  d isso n an ce  because th ey  have 
n o th in g  new to  sa y , u s in g  s tra n g e  and u g ly  sounds 
a s  a smoke sc re e n  to h id e  t h e i r  s t e r i l i t y ;  w hereas 
S tra v in sk y  u se s  new to n a l  c la sh e s  because he has 
b ig  t r a g i c  o r comic id e a s  which c a l l  f o r  them .

Alm ost a l l  f u t u r i s t s  a re  l ik e  b a rn a c le s  on the 
S tra v in sk y  s h ip .  What I  have been t ry in g  to  do i s  
to  sc ra p e  them o f f . 105

lO ^ x rib u n e , 18 November 1923.

l ° 3Henry F in c k , rev iew  o f  Jeux , by Claude D ebussy, i n  P o s t ,
12 Jan u ary  1920.

104 ? o s t , 9 F eb ru ary  1924.

l ° 5I b id .
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F in ck  was one o f th e  e a r l i e s t  in  New York to  ju x ta p o s e  th e  c re a ­

t io n s  o f S tra v in sk y  (which he p ra is e d )  w ith  th o se  o f  Schdnberg (which 

he condem ned).

The Song o f th e  n ig h tin g a le  gave me keen p le a s ­
u r e ,  and i t  was re c e iv e d  by th e  a u d ien ce  w ith  
d em o n s tra tio n s  o f  a p p ro v a l which c o n tr a s te d  a g re e ­
a b ly  w ith  th e  h i s s e s  bestow ed on a  p ie c e  by th e  
cacap h o n ic  German p o seu r Schonberg . . . p lay ed  
by th e  P h i la d e lp h ia  o r c h e s t r a  th e  p rev io u s  se aso n . 
S tra v in sk y  a ls o  r e v e l s  in  d isso n a n c e s  u nusua l o r  
new in  m u sic , b u t  th ey  do n o t ,  l i k e  S ch o n b erg 's  
f e e l  l i k e  s a l t  rubbed in to  a  wound. They a re  
l e g i t im a te  e x te n s io n s  o f th e  harm onic scheme. . . , 10£)

Having c i t e d  Bach, S ch u b ert, Chopin, L i s z t ,  Wagner, and G rieg  as th e

harm onic " b ig  s i x , "  he co n clu d ed , " S tra v in sk y  i s  number seven ."-*-^

The p rem iere  o f Le sa c re  du p rin tem p s in  New York (Ja n u a ry  31, 1924)

was an o c c a s io n  f o r  g e n e ra l  r e j o i c i n g .  For F inck  i t  was a  trium ph .

C le a r ly  t h e r e  were m o d ern is ts  and m o d ern is ts :

I  am m ost e m p h a tic a l ly  opposed to  th o se  o f  them 
who d e l i b e r a t e ly  make t h e i r  o m e le tte s  w ith  r o t t e n  
eg g s , t h a t  b e in g  th e  o n ly  way they  know o f b e in g  
" d i f f e r e n t "  from  th e  g r e a t  m a s te rs  who used  euphony 
—  t h a t  i s ,  f r e s h  eggs — in  t h e i r  c o m p o s itio n s .10°

In  h i s  o p in io n ,  S tra v in sk y  used  o r c h e s t r a l  c o lo r s  to  throw  such  a

"g lam our" over th e  d isso n a n c e s  t h a t  in s te a d  o f t o r tu r in g  th e  e a rs  ( " a s

S ch S n b erg 's  and M ilh au d 's  p ie c e s  do") th ey  g r a t i f i e d  them in  new w a y s . 109

By c o n t r a s t ,  th e  f i r s t  New York perform ance o f P i e r r o t  lu n a i r e

e l i c i t e d  o n ly  contem pt from F in c k , who had l e f t  b e fo re  th e  p ie c e  was

106p o s t , 2 November 1923.

107I b id .

IQ& Post, F eb ru ary  1924.

109ibid.
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Arnold Schonberg i s .o n e  of th e  m ost le a rn e d  of 
A u s tr ia n  p r o f e s s o r s ,  a m u sic ian  of profound a t ­
ta in m e n ts .  U n fo r tu n a te ly  f o r  h i s  h a p p in e s s , he 
a lso  t r i e d  to  be a  c r e a t iv e  a r t i s t .  He w ro te ,  
among o th e r  t h in g s ,  a  s e x te t ,  V e rk la r te  N a c h t, 
which c o n ta in e d  some r a th e r  p r e t t y  th in g s ,  b u r ie d  
in  bom bast and gasb ag s. As th a t  d id  n o t make him 
famous w ith  th e  m asses h e  t r i e d  to  a c h iev e  n o to r i ­
e ty  by b e in g  " r e a l  n a u g h ty ,"  d e fy in g  m u s ic a l  gram­
m ar, p la c in g  a  thumb a g a in s t  h i s  nose w ith  f in g e r s  
sp read  o u t ,  and p u t t in g  o u t h i s  to n g u e. A specim en 
of t h i s  s o r t  o f  to m fo o le ry  was S choenberg’ s melodrama 
P ie r r o t  l u n a i r e , an u n u t te r a b ly  s i l l y  th in g  . . . 
e m ittin g  s tr a n g e  n o is e s  which seldom  have a n y th in g  
to  do w ith  m u s i c .m

How F in c k  would have view ed th e  works of S tra v in s k y  th a t  a r r iv e d  

l a t e r  i n  th e  decade i s  unknown, f o r  he r e t i r e d  i n  the  s p r in g  of 1924. 

By th a t  t im e , th e  t h r i l l i n g  en c o u n te r  w ith  Le sa c re  had g iv en  way to  

b ew ilderm en t and c o n s te r n a t io n  a t  h e a r in g  th e  Symphonies d * in stru m e n ts  

a  v e n t . Not even F inck  co u ld  f in d  i t  a  m asterw ork . "T here  i s  no e v i ­

d ence o f  c r e a t iv e  im a g in a tio n , no b ig  c e n tr a l  th o u g h t,"  h e  s a id .  By 

way o f e x p la n a t io n ,  he proposed  th e  th eo ry  t h a t  S tra v in s k y  m ight need 

th e  s tim u lu s  of o p e ra  o r  b a l l e t  to  f e r t i l i z e  h i s  c r e a t iv e  power.

" A la s !"112

F inck  was n o t s o r ry  to  l e a v e  New York c r i t i c i s m .  L ik e  Huneker, 

h e  s p e n t  h i s  l a s t  two y e a rs  i n  th e  p re p a ra t io n  o f h is  m em oirs. These 

d e a l t  f o r  th e  most p a r t  w ith  m u sic a l p e r s o n a l i t i e s  he had known s in c e  

th e  e a r ly  d ay s  o f  Theodore Thomas, Leopold Damrosch, and Anton S e id l .

H O L ouise V arese , V arese  (New York: N o rto n , 1972), p .  187. 

11;LP o s t ,  5 F eb ru ary  1923.

112P o s t .  6 F eb ru ary  1923.
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He view ed th e  f u tu r e  w ith o u t en th u sia sm :

The r a d io  i s  m aking t e r r i b l e  havoc i n  th e  
a c t i v i t i e s  and e a rn in g s  of p r o fe s s io n a l  m u sic ian s  
. . . w h ile  th e  c a c a p h o n is ts ,  s a r c a s t i c a l l y  dubbed 
" f u t u r i s t s , "  a re  doing  t h e i r  l e v e l  b e s t ,  w ith  t h e i r  
in sa n e  c u l t  o f  d iss o n a n c e s , to  a s s a s s in a te  w hatever 
i n t e r e s t  i s  l e f t  in  th e  d iv in e  a r t .  They a re  g re a te r  
enem ies o f  m usic  th an  th e  ja z z  bands. " P a rad ise  
L o s t"  m ig h t be an a p p ro p r ia te  s u b - t i t l e  f o r  my 
rem in isc e n ce s  of The Golden Age of M usic.

• ^ F i n c k ,  A dven tu res i n  th e  g o lden  ag e , p .  x v i .

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



WILLIAM J .  HENDERSON 
(1855-1937)

By 1925, W illiam  J .  Henderson was th e  o n ly  member o f the  Old Guard 

s t i l l  w r i t in g  d a i l y  m usic c r i t i c i s m .  N o tw ith stan d in g  F in c k 's  p r e d ic t io n  

t h a t  h e ,  to o , would r e t i r e ,  he was s t i l l  rev iew in g  m u sica l e v e n ts  fo r  

th e  Sun u n t i l  h i s  d e a th  i n  th e  s p r in g  o f 1937.

W illiam  J .  H enderson was born in  New J e rs e y .  His f a th e r  produced 

p la y s  and o p e r e t t a s ,  h i s  m other had been an a c t r e s s .  H en d erso n 's  e a r ly  

i n t e r e s t  in  th e  p e rfo rm in g  a r t s  le d  to  th e  s e r io u s  s tu d y  o f p iano  and 

v o ic e  a t  P r in c e to n  ( c la s s  o f  1876). For some y e a rs ,  how ever, h is  p ro ­

f e s s i o n a l  jo u rn a l is m  assig n m en ts  in v o lv e d  o n ly  g en e ra l r e p o r t in g .  L ike 

F in c k , Henderson co n tin u ed  to  w r i te  on to p ic s  o u ts id e  m usic th ro u g h o u t 

h i s  c a r e e r .  Y ach tin g  was a  p a r t i c u l a r  s p e c i a l t y .  In  t h i s  a re a ,  he 

c o n tr ib u te d  s e r io u s  works on n a v ig a t io n  a s  w e ll as se a  t a l e s .

D uring  two se aso n s  on the  New York T rib u n e , H en d erso n 's  f i r s t  New 

York ass ig n m en t, he  d id  n o t  w r i te  m usic re v ie w s , a lth o u g h  he had met 

K re h b ie l .  L a te r ,  he acknowledged t h a t  he had rec e iv ed  h i s  f i r s t  ground­

in g  i n  " th e  n a tu r e  and fu n c t io n "  o f m usic c r i t i c i s m  from  th e  " d e a n ." ^ ^  

There fo llo w e d  fo u r  y e a rs  as a  g e n e ra l  r e p o r t e r  f o r  th e  New York Tim es, 

a f t e r  which he became the  m usic c r i t i c  f o r  t h a t  paper (1887-1902) . In  

1902, h e  moved on  to  th e  m usic dep artm en t a t  th e  Sun, to  tak e  Huneker’s 

p la c e .  His l i f e - l o n g  i n t e r e s t  in  th e  f i e l d  o f music was s in g in g  and 

s in g e r s .  B eside r e p o r t in g  on th e  m ajo r v o c a l  p erfo rm ances in  New York 

f o r  f i y e  d e c ad e s , he  t ra v e le d  abroad  to  do r e s e a rc h  in  European

114H e ra ld , 25 March 1923.
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l i b r a r i e s  on t h i s  s u b je c t .  A new e d i t io n  of h i s  book, The a r t  o f th e  

s in g e r  (1 9 0 6 ), r e v is e d  by Henderson j u s t  b e fo re  h i s  d e a th ,  was in c o r ­

p o ra te d  in  a posthumous m em orial volum e, along  w ith  a  s e le c t i o n  o f th e  

c r i t i c ’ s rev ie w s . None of H enderson’ s im p ress io n s  of new m usic d u rin g  

th e  p o s t-w a r  p e r io d  i s  in c lu d e d .

In  th e  1920s, H enderson’ s jo u rn a lism  c a re e r  was a f f e c te d  by th e  

v i c i s s i t u d e s  o f  New York newspaper c o n s o lid a tio n .  Most so u rces  r e p o r t  

t h a t  he was employed by th e  Sun co n tin u o u s ly  from  1902 u n t i l  h i s  d e a th ,  

b u t t h i s  was n o t th e  c a se . For fo u r  seaso n s , from  1920-1924, H enderson 

a c tu a l ly  w ro te  f o r  th e  New York H e ra ld . In  1920, the  Sun absorbed  th e  

H e ra ld , as a s te p  in  Frank Munsey’ s b id  to expand h is  news em pire.

A f te r  e ig h t  m onths, th e  H e ra ld , s t i l l  owned by Munsey, resumed in d ep en ­

d e n t  m orning p u b l ic a t i o n ,  and co n tin u ed  fo r  s e v e r a l  seaso n s in  d i r e c t  

c o m p e titio n  w ith  th e  p ow erfu l New York T rib u n e , owned by Ogden R eid . 

G i lb e r t  G a b r ie l  and o th e r s  s ta f f e d  th e  m usic d ep a rtm en t o f  the  Sun, 

w h ile  H enderson went to  th e  He r a l d . O n l y  i n  March 1924 d id  Munsey 

d e c id e  to  s e l l  h i s  m orning paper to  R eid .

The game o f  m u sica l c h a ir s  began a g a in . Henderson re tu rn e d  to  th e  

Sun, and Lawrence G ilm an, who had a lre a d y  re p la c e d  K reh b ie l a t  the

H ^ O sca r Thompson, e d . , The a r t  o f  s in g in g  (New York: D ia l,
1 938). H en d erso n 's  books on music in c lu d e :  The s to r y  of m usic (1889;
1 2 th  e n l .  e d . , 1912); P re lu d e s  and s tu d ie s  (1891); How m usic developed
(18 9 8 ); What i s  good m usic? (1898); The o r c h e s t r a  and o r c h e s t r a l  m usic
(1 8 9 9 ); R ichard  Wagner, h i s  l i f e  and dramas (1 9 0 1 ); Modern m u sica l 
d r i f t  (1904); The a r t  of th e  s in g e r  (1906); Some fo re ru n n e rs  o f I t a l i a n  
o p e ra  (1911); E a r ly  h i s to r y  o f  s in g in g  (1921).

H ^A iexander W o o llc o tt  jo in e d  Henderson a t  th e  H e ra ld . Perhaps 
Munsey needed h i s  f i r s t - s t r i n g  men to  compete w ith  such T ribune s t a l ­
w a r ts  as  K reh b ie l and Royal C o r t is s o z .
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T rib u n e , took  over a s  c r i t i c  f o r  w hat soon became th e  New York H erald  

T r ib u n e . I t  was a t  t h i s  same tim e th a t  Henry Finclc r e t i r e d  from  th e  

Evening  P o s t , to  be re p la c e d  f o r  one y ea r by E rn e st Newman. R ichard  

A ld r ic h ’ s  s e a t  a t  th e  Times had m eanw hile been f i l l e d  t h a t  Ja n u a ry  by 

O lin  Downes.

H enderson d evo ted  f a r  more sp ace  in  h is  newspaper columns to  cov­

e ra g e  o f new m usic a f t e r  h is  r e tu r n  to  th e  Sun th an  he had w h ile  working 

f o r  th e  H e ra ld . W hether t h i s  r e s u l te d  from a  s h i f t  in  th e  c lim a te  of 

New York c r i t i c i s m ,  a  change in  e d i t o r i a l  p o lic y  a t  th e  Sun, or sim ply 

from  th e  s w e llin g  volume of n o v e l t i e s  to  be rev iew ed , i s  u n c e r ta in .

The number o f  p e r io d ic a l  a r t i c l e s  w r i t t e n  by Henderson on new m u sic a l 

te n d e n c ie s  a ls o  reached  a  peak d u r in g  th e  m iddle t w e n t i e s . M o s t  o f  

h i s  e v a lu a t io n s  of in n o v a tiv e  m usic  were n e g a tiv e .

Though he was th e  only  rem a in in g  member o f  th e  Old Guard, he was 

n o t  th e  o n ly  c r i t i c  to  f in d  much o f th e  contem porary m usic perform ed 

a t  t h i s  t im e  d i s t a s t e f u l .  However, i t  i s  p o s s ib le  to  c h a ra c te r iz e  and 

d i s t i n g u i s h  h i s  c r i t e r i a  o f judgm ent from o th e rs  of th e  day . Henderson 

a p p e a rs  on th e  m usic scen e  as a ’’c r i t i c a l  Canute" who low ered h i s  v o ice  

i n  th e  f a c e  of th e  i n e v i t a b l e  i n f lu x  o f in n o v a tio n , b u t  who n ev e r budged 

an  in c h .

Henderson's w r i t in g s  on new m usic f a l l  in to  two c a te g o r ie s  d u r in g  

th e  1 920s. The f i r s t  c o n ta in s  a  s tream  of a r t i c l e s  w hich e x p re s s  h i s  

con tem pt f o r  th e  re v o lu t io n a ry  m usic he  heard .- . In  th e  second group o f

117T here  were a r t i c l e s  f o r  S c r ib n e r ’ s , American M ercury, The New 
Y o rk e r , Modern M usic , and o th e r s .  In  1923, Henderson w rote  a  r e g u la r  
m usic column fo r  the  In d ep en d en t. T h is  ceased a f t e r  h i s  r e tu r n  to  th e  
Sun.
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a r t i c l e s ,  d a tin g  e s p e c i a l l y  from  e a r ly  1924 onw ard, th e  c r i t i c  com m itted 

h im s e lf  to  f u l l e r  d is c u s s io n  o f  t h e . th e n r c u r r e n t  m usica l t r e n d s .

H en d erso n 's  f a v o r i t e  t a r g e t s  a re  easy  to  d i s c o v e r .  Among them were 

th e  modern m usic s o c i e t i e s ,  V arese  "and th e  r e s t  o f th e  d e i f i e d  G reen­

wich V i l l a g e r s , "118 sch o n b erg , and l a t e r ,  th e  m usic o f  Alban B e rg .^ ®

I n  1923i th e  " r e v o lu tio n a ry  a r t - i n  P a r is "  a ls o  re c e iv e d  b la n k e t  

In d ic tm e n t:

You s lo w ly  re a c h  th e  c o n v ic t io n  th a t  th ey  have 
n o th in g  to  say . They make trem endous fu ss  about 
say in g  n o th in g ,  b u t  i t  rem ains j u s t  n o th in g . But 
i f  you s ta n d  on your h e a d , b ra n d is h  your le g s  i n  
th e  a i r ; c o n to r t  your f a c e ,  and s h r ie k  i n  a  d i s ­
c o rd a n t b ra y , " th e  c a t  i s  b l a c k ,"  i t  sounds d i f ­
f e r e n t ,  b u t th e  s ta te m e n t rem ains th e  same —  a  
r a th e r  s tu p id  p u b l ic a t io n  o f  a  s e l f - e v id e n t  f a c t .
. . . However, th e  w r i te r  o f  th e s e  l in e s  i s  a 
p a t i e n t  s e ek e r  a f t e r  g en iu s  and w i l l  c o n tin u e  to  
go ab o u t w ith  h i s  l a n t e r n  lo o k in g  f o r  id e a s  in  t h i s
new m u s i c . 120

A f te r  an e a r ly  c o n c e r t  o f  th e  I n te r n a t io n a l  Composers' G u ild  (March 

4 , 1 923), he p r in te d  a  le n g th y  p e rso n a l  a t t a c k  on  V arese and th e  fo llo w in g

118Her a l d , 11 March 1923.

H ^ A f te r  th e  p rem iere  o f  Wozzeck in  1931, he  r e p o r te d  t h a t  
th e re  was " n o t  a  f in e  moment in  i t .  Not a f l a s h  of wholesome b e a u ty ."  
Henderson was p a r t i c u l a r l y  o ffen d ed  by Sprechstim m e, f o r  he rem arked  
th a t  n e i th e r  Berg "n o r any o f  th e  o th e r s  o f h i s  sch o o l have b een  a b le  to  
prove th a t  th e  o ld -fa sh io n e d  a r t  o f  s in g in g  sh ou ld  be se n te n c e d  to  o b l i ­
v io n  and i t s  p la c e  i n  th e  l y r i c  drama tak e n  by th e  speak ing  v o i c e . "  Sun, 
21 March 1931.

120xndependen t, 3 F eb ru ary  1923, p p . 102-04 . Only a t  th e  end o f  
th e  a r t i c l e  d id  Henderson r e v e a l  t h a t  by " id e a s "  he meant m elo d ic  id e a s :  
"N o v e ltie s  i n  harmony a re  n o t  th e  u l t im a te  achievem ent o f m u s ic a l in v en ­
t io n .  A ll  th e  im m ortals  haye proyed t h a t  th e  employment o f  new s c a le s  
and th e  harm onic co m b in a tio n s  d e riv e d  from  them accom plished n o th in g  of 
v a lu e  u n t i l  th ey  y ie ld e d  new m elod ic  i d e a s . "  Two re c e n t ly  perform ed 
w orks, Rubin G oldm ark 's Negro rhapsody  and V i te s la v  Nowak's G m ajor 
s t r i n g  q u a r t e t  (1902) se rv ed  Henderson as exam ples of "what c a n  be 
done w ith  o ld  m elo d ic  i d e a s . "  I b i d . ,  p .  103 .
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Some f o o l i s h  p e o p le  say t h i s  i s  a k ind  of m u sica l 
B olshevism . O th e rs , who have s t i l l  l e s s  u n d e rs ta n d ­
ing  o f th e  Gospel [say ] t h a t . i t  i s  d i s h o n e s t ,  th a t  
i t  i s  made by men who cou ld  n o t in v e n t  a m u sica l id e a  
to  save  t h e i r  m ic ro sc o p ic  s o u ls  and a re  th e r e fo r e  
d r iv e n  to  t h i s  s o r t  o f  th in g  in  o rd e r  to  a t t r a c t  a t ­
te n t io n  to  th e m s e lv e s .121

An a r t i c l e  f o r  The New Y orker e n t i t l e d  "The modern m usic j a g , "  was 

s im ila r  i n  to n e :

Not everyone h as  a q u i te  c le a r  id e a  o f what t h i s  
modern m usic i s .  Over in  Europe th e re  were a  l o t  
of u n im a g in a tiv e  chaps who yearned  to  be famous 
composers b u t cou ld  n o t make th e  g rade because  th ey  
had n o t enough g as  i n  t h e i r  vacuum ta n k s . They 
th e r e fo r e  de te rm ined  to  in v e n t  a new k ind  o f m usic 
which would be u n to  th e  o ld  k ind  as e x p lo s io n s  of 
a i r c r a f t  bombs to  d re s s  p a ra d e s . Of co u rse  i t  was 
e a sy . The p ro ce ss  was j u s t  l i k e  th e  C u b is t p a in t in g  
t r i c k .  Break good tu n es  up in to  l i t t l e  p ie c e s  and 
shake th e  p ie c e s ,  th row  them a t  a sh e e t o f  m usic 
pap e r and th e re  you a re .  The o n ly  o th e r  th in g  you 
have to  remember i s  t h a t  you m ust have th in g s  going 
in  two o r  th re e  keys a t  o n ce . The u g l ie r  i t  a l l  i s  
th e  more c e r t a in  you may be t h a t  you a re  r i g h t  up
to  d a t e . 122

The p rev io u s  s e a so n , Henderson had warned h i s  r e a d e r s  i n  advance 

th a t  h e  would n o t  be a t te n d in g  th e  c o n c e r t  o f th e  League o f Composers 

th e  n e x t  day , when P i e r r o t  l u n a l r e  was to  be perform ed in  New York fo r  

th e  second tim e . "Wine o f th e  s p i r i t , "  he s a id ,  " w i l l  n ev e r come from 

an y th in g  by S ch o n b erg ."  He concluded t h a t  he was " so re  a f r a id  t h a t  t h i s  

c r e a to r  o f  eq u a l r i g h t s  among th e  12 to n es  o f th e  ch rom atic  s c a le  p ro ­

ceeds th ro u g h  l i f e  w ith  h is  tongue in  h i s  ch eek , and th a t  h i s  m ighty

121H e ra ld , 11 March 1923.

122ijhe New Y orker , 21 F eb ru ary  1926.
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p ra y e r  o f  th an k sg iv in g  i s  a lau g h  i n  h i s  s l e e v e . "■*•2^

H earing  V a re s e 's  Hyperprism  f o r  th e  second t im e , Henderson avowed 

th a t  " th e  r e a l  and fundam ental o b je c t io n  to  i t  must be t h a t  i t  r e s t s

upon no d isc o v e ra b le  a r t i s t i c  p r in c i p l e . "  I t  w as, he s a id ,

. . . n e i th e r  good r e p r e s e n ta t i o n  [ c f . P a c i f ic  
231 o r  Le sa c re  du p rin tem p s] nor good m usic .
S tra v in s k y  can f l i n g  j u s t  a s  many u g ly  sounds a t  us
as  Mr. V a re se , b u t Mr. S tra v in sk y  d isp o s e s  them in  
an  o rd e r  which e x h ib i t s  a c le a r  and co nv inc ing  de­
s ig n . . . . When we l i s t e n  to  a Hyperprism s [ s ic ]  
we p e rc e iv e  t h a t  th e r e  i s  o n ly  th e  f l i m s i e s t  p re ­
te n s e  o f  a  p la n  and t h a t  th e  composer i s  n o t a c tu ­
a l l y  t r y in g  to  do an y th in g  beyond a s to n is h in g  and
c o n fu s in g  u s . 1^4

Even S tra v in sk y  d id  n o t escap e  t h i s  s o r t  of t re a tm e n t.  The day a f t e r  

th e  p rem ie re  o f h i s  Symphonies d 1in s tru m e n ts  a v e n t  was perfo rm ed , 

Henderson announced:

I t  i s  a s in g u le r  e x p e rim e n t, an a lm o st 
sw aggering  p ie c e  o f  e f f r o n te r y .  You a re  in v ite d  
to  w atch a m o d ern is t in  h i s  l a b o r a to r y  p u t t in g  to ­
g e th e r  m inor seconds and m inor n in th s  in  two d i f ­
f e r e n t  keys and making th e  r e s u l t  sound l i k e  m usic .
Or p e rh ap s you may view  S tra v in s k y  as a ph a rm ac is t 
compounding a p r e s c r ip t io n  to  be tak e n  fo u r  b a rs  
i n  a ta b le sp o o n  o f  Debussy and w a te r  a f t e r  meals 
to  make you a more y o u th fu l m usic l o v e r . 125

H e n d e rso n 's  seem ing ly  c a su a l  r e f u s a l  to  ta k e  new c re a t iv e  o f f e r in g s  

s e r i o u s ly ,  o r  i n  t h e i r  own te rm s, ’g iv es  th e  .im p ress io n  t h a t  th e  c r i t i c  

was u n w il lin g  as  w e ll  as u n ab le  to  fo llo w  .th e  com posers Of contemporary,.-, 

-works .in .  t h e i r  e x p lo r a t io n  of. n e w - a r t i s t i c  d i r e c t i o n s .  . . -

3-23 S u n ,  21 F eb ru ary  1925.

124Sun, 17 December 1924. 

3-23 H era ld , 6 F eb ru ary  1924.
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H enderson , l ik e  th e  o th e r s  o f  th e  O ld .Guard, b e lie v e d  th a t  q u a l i ­

t i e s  he so u g h t in  m usic as  th e  c r i t e r i a  fo r  i t s  judgment l a y  w ith in  th e  

works th em se lv e s . Like h is  t r a d i t i o n a l i s t  c o lle a g u e s , he d id  n o t d i s ­

t in g u is h  d e s c r ip t io n  from  e v a lu a t io n .  And, l ik e  a l l  bu t Huneker, he 

b e lie v e d  h i s  judgm ents to  be o b je c t iv e .

In  th e  b r i e f  q u o ta t io n s  above, two l e v e l s  o f c r i t e r i a  f o r  th e  

c r i t i c ’ s n e g a tiv e  e v a lu a tio n s  a re  a p p a re n t.  The f i r s t  r e l a te s  s p e c i f i ­

c a l l y  to  t e c h n ic a l  p ro ced u res  w i th in  th e  m usic . Music th a t  d isp e n se s  

w ith  ’’m elod ic  i d e a s ,"  from  which th e  work d eve lops w ith in  a  f a i r l y  t r a -  

d i t i t i o n a l  harm onic f a b r i c ,  i s  u n accep tab le ., Examples of m usic a d h e rin g  

to  approved p ro ced u res  a re  p ro v id ed  by th e  c r i t i c . 12*’

At a second le v e l  o f  e v a lu a t io n ,  th e  c r i t i c  f in d s  th a t  some m usic 

" r e s t s  on no d isc o v e ra b le  a r t i s t i c  p r in c i p le ,"  lea d in g  to  th e  c o n c lu s io n  

t h a t  th e  composer i s  t ry in g  to  " a s to n is h  and confuse u s ."  T his o th e r  

m usic i s  " d is h o n e s t ."  Henderson d e c la r e s  t h a t  Schonberg’s com positions  

" re e k  w ith  i n s i n c e r i t y ."127 T h is  l a s t  term , " in s i n c e r i ty , "  i s  a  c r u c i a l  

one in  H en d erso n 's  c r i t ic i s m .

Use o f  su ch  a complex term  to  d e s c r ib e  a  q u a l i ty  in h e re n t  i n  a work 

of a r t  su g g e s ts  problem s f o r  th e  p re s e n t-d a y  re a d e r  th a t  d id  n o t e x i s t  

fo r  H enderson. He c le a r ly  c o n s id e red  h im se lf  to  be an o b je c tiv e  c r i t i c .  

In  th e  c o n te x t  o f h i s  w r i t in g s ,  " in s in c e r i ty "  i s  s tro n g ly  p e jo r a t i v e .

I t s  freq u en cy  of o ccu rren ce  and n e g a tiv e  c o n n o ta tio n  f a r  exceed th e

126See n .  120 , p . , above.

J ^ T f i l l ia m  H enderson, "The em ancipation  o f m u sic ,"  S c r ib n e r ’ s 76 
(December 192 4 ): 644.
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e v a lu a t iv e  usage by any o th e r  c r i t i c  o f  th e  p e r io d . E i th e r  Henderson 

Cone o f th e  m ost esteem ed c r i t i c s  in  New York) was a c ra n k , o r  he judged 

from a fram e o f r e f e r e n c e  t h a t  j u s t i f i e d  h i s  v e r d i c t s .  One ca" f in d  

such a model i n  th e  a e s t h e t i c s  of T o ls to y . The R u ssian  w r i te r  d e fin e d  

a  work a s  good o r  bad a r t  i n  term s of i t s  " in f e c t io u s n e s s ."  T his in  

tu rn  depended c h ie f ly  on th e  " s in c e r i t y  o f  the  a r t i s t ,  t h a t  i s ,  on th e  

g r e a t e r  o r  l e s s e r  f o rc e  w ith  which t h a t  a r t i s t  h im se lf  f e e l s  th e  em otion 

he t r a n s m i t s . " 12*5 B roadening  th e  analogy  betw een H enderson’ s c r i t i c a l  

s ta n c e  and th e  t h e o r ie s  o f  T o ls to y  s tr e n g th e n s  th e  h y p o th e s is  as to  t h e i r  

r e l a t i o n s h ip .

T o ls to y  saw in  " r e l ig io u s  p e rc e p t io n "  (which h e ld  b road  s o c ia l  r a th e r  

th an  dogm atic  im p l ic a t io n s  f o r  him) a g u id e  to  th e  fo rw ard  m otion  o f  

h u m a n ity .129

. . . a r t  t r a n s m i t t in g  f e e l in g s  flow ing  from  th e  
r e l i g io u s  p e rc e p t io n  o f our tim e sh ou ld  be chosen 
from amid a l l  our i n d i f f e r e n t  a r t ,  should be a c ­
know ledged, h ig h ly  v a lu ed  and encouraged , w h ile  a r t
ru n n in g  c o u n te r  to  t h a t  p e rc e p tio n  should  be con­
demned and d e s p is e d .  . . . 13^

H enderson ac ce p te d  e s s e n t i a l  " s p i r i t u a l "  q u a li ty  as a c r i t e r i o n  of ju d g ­

m ent. I f  h e  fo llo w ed  T o l s to y 's  p r o s c r ip t i o n ,  he would "condemn and de­

s p is e "  m usic  i n  w hich he found t h a t  q u a l i t y  lac k in g . In  t h i s  ca se , 

c r i t i c a l  in v e c t iv e  would become a m oral o b l ig a t io n .  To th e  e x te n t  th a t

t h i s  was H enderson’ s o r ie n t a t i o n ,  one would a ls o  e x p ec t him to  assume a

128Leo T o ls to y , "What i s  a r t ? "  t r a n s .  Aylmer Maude. Quoted in  
E l is e o  V ivas and M urray K r ie g e r ,  The problem s of a e s th e t i c s  (New York:
H o lt, R in e h a rt  and W inston , 1 9 5 3 ), p . 484.

129I b i d . ,  p . 488 .

130I b id . ,  pp . 4 8 6-98 .
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p r o te c t iv e  a t t i t u d e  toward th e  a u d ie n c e ,.a s  he in  f a c t . d i d .  A fte r  th e  

p rem ie re  o f  th e  Symphonies d * in s tru m e n t s ;a v e n t , he d e s c r ib e d  th e  work 

as  an e x e rc i s e  i n  o r c h e s t r a l  e f f e c t s :

Why perform  i t  in  p u b lic ?  Such a th in g  canno t 
be expected  to  f u rn i s h  a e s th e t i c  enjoym ent to  an 
a u d ie n c e . . . .  To m u s ic ia n s , Mr. S t ra v in s k y ’s 
wind in s tru m e n t d e m o n s tra tio n  was u n doub ted ly  m ost 
i n t e r e s t i n g .  I t  even  in te r e s t e d  th e  w r i te r  o f th ese  
l i n e s ,  whose t r a d e  i t  i s  to  go about and be i n te r e s t e d  
i n  such  m a t te r s .  But w hat d id  th e  s u b s c r ib e r s  to  the 
P h i la d e lp h ia  O rc h e s tra  c o n c e r ts  th in k  abou t i t ?  Why 
should  they  pay t h e i r  good money to  have Mr. Stokow­
s k i  show them how Mr. S tra v in sk y  tu rn s  h is  t r i c k s .  
F urth e rm o re , why sh ou ld  such a  p o th e r  be made o v e r 
th e  term s " s u b je c t i v i ty "  and " o b je c t iv i ty " ?  The 
e f f o r t  to  e n fo ld  th e  m a t te r  i n  a g arb  o f  psychology 
tended  to  b r in g  th e  whole th in g  in to  d i s c r e d i t . 131

The fo llo w in g  y e a r ,  he s ta t e d  i t  more c l e a r ly .  Like th e  Symphonies,

S t r a v in s k y 's  o c te t  and p iano  co n c e r to  had "no m essage fo r  m ankind, no

song o f b e a u ty , no s p i r i t u a l  a p p e a l ."  They were " e x e rc is e s  in  th e  new

m echan ics which have n o t y e t  been a p p lie d  to  th e  p u b l ic a t io n  o f  any

i d e a l .  . . . m132 In  Hend e rs o n , T o l s to y 's  m oralism  was m an ife s te d  i n  a

p a t e r n a l i s t i c  a t t i t u d e  which o f te n  o b v ia te d  the  need fo r  him to  e x p la in

e x a c t ly  why such  " e x e rc is e s "  sh ou ld  n o t  be perform ed in  p u b l ic ,  o r  even

why " in s i n c e r i t y "  was th e  w o rs t o f  s in s .

B eginning  in  th e  sp rin g  o f  1924, H e n d e rso n 's  d isc u s s io n s  of r e c e n t  

m u sic a l t re n d s  expanded. In  my o p in io n , th e  tim ing  o f t h i s  developm ent 

was n o t  a c c id e n ta l .  The v o ic e s  of K re h b ie l ,  A ld r ic h , and F inck  were 

s t i l l e d .  Lawrence Gilman had r e p la c e d  th e  "dean‘‘ a t  th e  T rib u n e . For

13lH e ra ld , 10 F ebruary  1924. 

132 su n , 7  February  1925.
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th e  f i r s t  tim e i n  d e c ad e s , th e r e  was a  po w erfu l c r i t i c . i n  th e  f i e l d  o f 

d a i l y  newspaper c r i t i c i s m  who was as  v ig o ro u s ly  encourag ing  to  composers 

o f  m usic in  th e  newer s ty l e s  a s  th e  e a r l i e r  men had been opposed. A fte r  

h i s  a p p o in tm en t, Gilman l o s t  no tim e in  e n te r in g  th e  l i s t s  a g a in s t  spe­

c i f i c  c r i t i c a l  s ta te m e n ts  by F in ck  and Newman. I f  p a r t i c u l a r  m u sica l 

works co u ld  be d ism isse d  by H enderson as  b e fo r e ,  G ilm an 's  a b le  pen could 

n o t .  G ilm an’s newspaper c r i t i c i s m  reach ed  a t  l e a s t  as la rg e  a  p u b lic  

a s  H e n d e rso n 's . In  a d d i t io n ,  s in c e  th e  m erger o f  th e  two m ajor New York 

o r c h e s t r a s  i n  1921, Gilman had been th e  au th o r  of " le a rn e d ,  e le g a n t ,  y e t 

p l a y f u l ly  im a g in a tiv e ” -*--̂  program  n o tes  fo r  th e  P h ilh a rm o n ic . O lin  

Downes was p ro b ab ly  c o r r e c t  when he w rote  l a t e r  t h a t  G ilm an 's  move from 

th e  p e r io d i c a l  to  th e  new spaper forum ush ered  in  a new e ra  in  New York 

m usic  jo u rn a lism .-* -^

H en d erso n 's  lo n g e r  a r t i c l e s  from  th e  m idd le  T w enties show a r a th e r  

b road  e c le c t i c is m .  He k e p t a b re a s t  of th e  s ta te m e n ts  of contem porary 

com posers whereby th ey  a tte m p te d  to  e x p la in  t h e i r  w orks. These s t a t e ­

m ents he sough t to  d i s c r e d i t  as p ropaganda . He was aware of th e  l a t e  

1 9 th  c e n tu ry  re a l is m  th a t  a d m itted  th e  d e fo rm it ie s  o f n a tu re  a s  w e ll  as 

i t s  " b e a u tie s "  a s  a p p ro p r ia te  s u b je c t s  f o r  works o f  a r t .  He disavow ed 

t h i s  a tte m p te d  e x te n s io n  o f th e  a e s th e t i c  id e a l  to  in c lu d e  th e  u g ly . He 

was a l s o  aware o f  th e  co m p o s itio n a l g e s tu re  toward th e  1 8 th  c e n tu ry , b u t 

yiew ed i t  as  a t e c h n ic a l  d e r iv a t io n  doomed to  f a i l u r e ,  s in c e  i t  d id  n o t

•*-3̂ H o w a rd  S h an e t, P h ilh a rm o n ic : a  h i s to r y  o f New Y ork 's  O rc h e s tra  
CNew York: Doubleday, 1 975), p . 246.

134D0wnes’ o b i tu a ry  f o r  G ilm an, Times, 10 Septem ber 1939.
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r e f l e c t  th e  " i d e a l i s t i c .s t a t e  of to d a y ."135 H enderson b e lie v e d  in  

e v o lu t io n  in  a r t ,  i n  p ro g re s s ,  and in  th e  p e r f e c t i b i l i t y  of man. For 

him , th e  c u r r e n t  ex p erim en ts  i n  m usic were p re p a r in g  th e  way f o r  the  

g e n iu s  who was s u re  to  come to  g iv e  meaning to  th e  confused a g e . In

an a r t i c l e  f o r  S c r ib n e r1s in  1924, e n t i t l e d  "The em ancipation  o f  m usic,

H enderson r e l a t e d  th e  p o s i t io n  o f th e  m u sic ia n s  o f  th e  1920s to  the  

s tr u g g le s  o f  Ockeghem and h i s  co n tem p o ra rie s  " p a n tin g  w ith  t h e i r  e x e r ­

t io n s  in  t r y in g  to  compose m usic i n  th e  th en  new c o n tra p u n ta l  m an n er,"  

t h e i r  c h ie f  co n cern  b e ing  th e  s o lu t io n  o f  te c h n ic a l  problem s.

I t  was n o t t i l l  t h e i r  e x p lo ra to ry  work was 
done th a t  i t  was p o s s ib le  fo r  a  g en iu s  g i f t e d
w ith  an  u n e rr in g  i n s t i n c t  fo r  b eau ty  to  c re a te
im m ortal works based  on th e  new p r in c ip le s .
Jo sq u in  des P res  a r r iv e d  when th e  new form was
fa s h io n e d .137

A f te r  co m p le tin g  th e  a rc  o f  polyphony w ith  m en tion  o f  th e  work o f  

P a l e s t r i n a ,  H enderson c o n s tru c te d  th e  same t r a j e c t o r y  fo r  th e  symphony. 

T h is tim e th e  cu lm in a tio n  la y  i n  th e  works of B eethoven. The c r i t i c  

d id  n o t  doubt t h a t  th e  c y c le s  would c o n tin u e . He n ev e r r e l in q u is h e d  

t h i s  b e l i e f ,  f o r  th e  same d is c u s s io n  was re p e a te d  in  h is  v e ry  l a s t  

a r t i c l e ,  tw e lv e  y e a rs  l a t e r . 138

One o f H enderson’ s f e u i l l e t o n s  i s  in c lu d e d  h e re , w ith  o n ly  m inor 

d e le t io n s ,  to  i n d ic a te  H enderson 's  m ethod. The t i t l e  i s  The a r t  o f

135gu n , 7 F eb ru ary  1925.

136nenderson , "E m ancipation  o f  m u sic ,"  pp . 639-44.

137I b i d . ,  p .  643.

1 3 8w iiiiam  H enderson, " I s  ro m an tic  m usic dead?" M usical Am erica 
CFebruary 10, 1936): 6 , 196.
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c re a t in g  m u sica l w orks. The s u b -h e a d lin e  d i r e c t s  th e  re a d e r  to  what 

th e  c r i t i c  in ten d ed  as th e  t h r u s t  of th e  p ie c e :  Lam entable p o v e rty  of

p u rp o se  found in  b u lk  o f  p re s e n t  day co m p o s itio n s .

The w orld  has no p a tie n c e  w ith  sy s tem s, form ulas 
and r e c ip e s  f o r  th e  com position  o f  any k ind  of m usic.
I t  demands th e  m usic , n o t th e  m achinery by which i t  was 
m anufactu red . T h e refo re  we need n o t h e s i t a t e  to  de­
c la r e  th a t  the  only  p eop le  who a re  l i k e l y  to  g iv e  much 
a t t e n t io n  to  th e  mass of propaganda p u t f o r th  by th e  
m usic ian s  of tod ay  a re  th e  c r i t i c s ,  whose duty i t  i s  
to  s tu d y  i t  t h a t  they  may p ic k  up some know ledge, and 
th e  o th e r  m u sic ia n s , to o , many o f whom because o f t h e i r  
youth and t h e i r  deluded b e l i e f  t h a t  t h i s  propaganda has 
a u th o r i ty ,  a re  l ik e ly  to  be le d  in to  dev io u s  p a th s  and 
p u r s u i t  of w i l l  o ' th e  w isp s .

V erdi s a id  to  Von Buelow, "We m ust g e t back to  th e  
p a s t ,  th en  we s h a l l  have p r o g re s s ."  The composers 
o f t h i s  hour a s s e r t  t h a t  they  a re  more c lo s e ly  r e ­
la te d  to  th e  f a th e r s  o f th e  a r t  than  w ere th e  w r i te r s  
o f th e  m iddle o f th e  19th  c e n tu ry . . . . W hile i t  
i s  p o s s ib le  to  p e rc e iv e  in  th e  contem porary  m usic a 
t e c h n ic a l  d e r iv a t io n  from Bach and , p e rh a p s , a ls o  th e  
French w r i t e r s ,  the  i d e a l i s t i c  s t a t e  o f  today  i s  
s e v e r a l  thousands of l i g h t  y e a rs  away from  th a t  of th e  
18th o r  th e  e a r ly  19th  c e n tu ry .

The b u lk  of th e  m usic c re a te d  in  th e  l a s t  few 
y e a rs  i s  d is t in g u is h e d  by e x tr a o rd in a ry  te c h n ic a l  
in g e n u i ty ,  in c lu d in g  an am azingly d i s t o r te d  view of 
th e  p u rp o se  of c o u n te rp o in t ,  amazing b o ld n e ss , n o t 
to  say r e c k le s s n e s s ,  in  experim en t and lam en tab le  
p o v e rty  o f pu rp o se . The aim o f th e  m u sic ian  o f today 
i s  n o t to  c re a te  p ure  b eau ty . W ith t h a t  he does n o t 
concern h im s e lf .  He a p p a re n tly  does n o t b e l ie v e  t h a t  
b eau ty  i s  an e s s e n t i a l  elem ent o f a r t .

There i s  no t so much n o v e lty  in  th e  th e o r ie s  of 
th e  in n o v a to rs  as  perhaps th e y , th em se lv es , im agine. 
[R e c a ll Benjamin C o n s ta n t] ,  who t h r u s t  in to  th e  
French A rt of th e  m iddle o f  th e  l a s t  c e n tu ry  a 
q u a s i- re v o lu tio n a ry  d o c tr in e .  A d o g m atis t and a su p e r­
c i l i o u s  f o rc e ,  he d e c la re d  f o r  th e  a b o l i t io n  of 
s en tim en t on th e  one hand and academ ic law  on

l ^ S u n ,  7 F ebruary  1925. V e rd i 's  l e t t e r  was n o t to  Von Buelow, 
b u t  to  F rancesco  F lo rim o , d i r e c to r  of th e  N aples C o n se rv ato ry . V erdi 
was d e c lin in g  th e  i n v i t a t i o n  to  tea c h  a t  th e  C o n se rv a to ry . The c o n tex t 
o f "g o in g  back  to  th e  p a s t"  r e l a t e s  to  th e  te a c h in g  o f c o u n te rp o in t in  
th e  academ ic s i t u a t i o n .  See l e t t e r  o f h Jan u ary  1871.
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on th e .o th e r .  One shou ld  p a in t  n a tu re  j u s t  as  i t  
w as, w ith  a l l  th e  d e fo rm it ie s  as  w ell as  th e  
b e a u t i e s .  T h is  i s  c a l le d  r e a l is m .

These new th o u g h t composers a re ,  of c o u rse , a s ­
su red  in  t h e i r  own m inds of th e  profound r e a l is m  
of t h e i r  a r t .  They f o r g e t ,  however, t h a t  when 
p a in t e r s  make p i c tu r e s  th ey  have to  make p ic tu r e s  
o f som ething th ey  s e e .  The m u sic ian  can o n ly  obey 
th e  sacred  command "Look in to  thy  h e a r t  and w r i t a . "  
He can n o t compose M a t i s s e 's  b lu e  tom ato . . . .  He 
can compose o n ly  m u sic , and i t  may be su g g ested  to  
him by a p i c tu r e  o r  a  book o r  a view from a moun­
t a i n  to p . What he w r i te s  i s  th e  song w hich one o f 
th e s e  themes makes i n  h i s  s o u l — pro v id ed  he has 
n o t s u b s t i tu t e d  f o r  i t  a  harm onic d i s s e c t in g  t a b l e .

I s  th e re  any rea so n  why th e  m usic ian  shou ld  s e t  
o u t to  f in d  a s u b je c t  w hich w i l l  su g g est som ething 
u g ly  to him? The r a d i c a l  d i f f e r e n c e  betw een m usic 
and a l l  th e  o th e r  a r t s  i s  t h a t  in  m usic th e  sub­
s ta n c e  and th e  form  a re  one and th e  same. . . .

But t r i v i a l  them es canno t be developed in to  g r e a t  
m u sic . The com poser may c a l l  h is  co m position  what 
he p le a s e s ,  w hether i t  be  "Le Sacre du P rin tem p s" 
o r  " P o r t r a i t  o f  a L ad y ," b u t when he s e t s  to  work 
th e  p r o p o s i t io n s  which he la y s  down a re  m u sica l 
s u b je c t s  and th e  d is c u s s io n  o f  them c o n s t i tu t e s  
th e  developm ent o f  h i s  w ork.

S in ce  th e n , th e  m u s ic a l  a r t i s t  c re a te s  h i s  own 
s u b je c t s ,  what re a s o n  can  he have fo r  making them 
u g ly?  H is answ er w i l l  i n e v i t a b ly  be t h a t  to  him 
no m u sic a l theme i s  u g ly . The view  th a t  i t  i s  u g ly  
o r ig in a te s  in  th e  in co m p e ten t mind o f th e  h e a re r .  
T h is ,  however, b r in g s  u s  to  th e  a n c ie n t in q u iry  
" to  whom i s  a r t  ad d re sse d ? "

[ I f  m u sic ia n s  w ish  to  w r i te  f o r  each o th e r ,  th ey  
sh o u ld  g iv e  c o n c e r ts  f o r  members o n ly .]  But th e  
w orld  w i l l  c o n tin u e  to b e l ie v e  t h a t  i f  th e  a r t i s t  
has any m is s io n  a t  a l l  i t  i s  to  widen and deepen 
th e  b e a u ty  o f  l i f e ,  to e n la rg e  th e  jo y  of l i v i n g .
He w i l l  f a i l  to  accom plish  h i s  m iss io n  and to  
j u s t i f y  h i s  e x is te n c e  i f  he d e te rm in es  to  l iv e  by, 
f o r  and i n  h im se lf  a lo n e .  Not t h a t  he shou ld  sa c ­
r i f i c e  h i s  s o u l  on th e  a l t a r s  of commerce, fo r  
w ith  commerce th e  t ru e  a r t i s t  has no co n cern . He 
may p e r i s h  f o r  la c k  of b read  and d ie  an a r t i s t ;  
he canno t s e l l  h i s  c o n sc ien ce  and l i v e  on.

B ut h i s  v a lu e  to  th e  w o r ld , h i s  accep tan ce  by 
h um anity , r e s t s  on th e  u n i v e r s a l i ty  o f h i s  m essage, 
n o t i t s  m y s te ry . The l a t e s t  com positions o f Mr. 
S tra v in s k y , h i s  o c tu o r  and h i s  piano  c o n c e r to , 
have no m essage f o r  m ankind, no song of b e a u ty ,
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no s p i r i t u a l  a p p e a l .  They a re  e x e rc i s e s  in  th e  
new m echan ics of co m p o s itio n , m echan ics which 
have n o t  y e t  been  a p p lie d  to  th e  p u b l ic a t io n  o f 
any i d e a l ,  . . . I 4*-*

Henderson o f te n  r e f e r r e d  to  th e  a e s th e t i c  p r e c e p ts  o f o th e r s .  As 

he s a id ,  i t  was h i s  d u ty  to  be i n te r e s t e d  in  such t h in g s .  The op en - 

m indedness o f  th e  c r i t i c  was f e ig n e d , however; such r e f e r e n c e s  u s u a l ly  

se rv ed  a s  m ere s ta lk in g  h o rse s  f o r  th e  r e c a p i tu l a t i o n  o f h i s  own p o s i ­

t i o n .  H enderson’s f a i t h  in  h i s  own v iew  of m usic was d a u n t l e s s ,  and no 

f e u i l l e t o n  concluded w ith o u t r e a f f i r m a t io n  o f h i s  b e l i e f s .  M usic m ust 

have a m essage f o r  m ankind , a  song of b e a u ty , a  s p i r i t u a l  a p p e a l .  Though 

he wandered f o r  more th a n  two decades i n  th e  w ild e rn e s s  of m odernism , 

h i s  h e a r t  rem ained alw ays in  th e  h ig h la n d s  of ro m an tic ism .

Toward th e  end o f  h i s  l i f e ,  a r t i c l e s  such as  th e  above became l e s s  

f re q u e n t  and th e  an g ry  to n e  m od u la ted . However, th e r e  i s  no ev id en ce  o f  

any s o r t  t h a t  Henderson changed h i s  m ind. By h i s  e ig h t i e t h  y ea r ( h is  

f o r ty - e ig h th  a s  a m usic  c r i t i c ) ,  th e  m essage had m ere ly  s im p l i f ie d .  The 

p o s t-w a r boom had tu rn e d  to  b u s t ,  and i n t e l l e c t u a l  and a r t i s t i c  p reo ccu ­

p a tio n s  were p o l i t i c i z e d  by 1935, when H enderson w ro te :

We have had now some tw e n ty - f iv e  y e a r s ' e x p e rie n ce  
w ith  th e  c r e a t io n s  o f th e  m o d ern is ts  and have reach ed  
th e  c o n c lu s io n  t h a t  th ey  e lim in a te d  from  m usic th e  
one q u a l i t y  which has en ab led  Debussy to  r e t a i n  h i s  
p o s i t io n  a s  p ro g e n i to r  and t h e i r  s u p e r io r .

Debussy was above a l l  th in g s  a  s p i r i t u a l  com poser.
H is d i s c i p l e s  have r e j e c te d  th e  s p i r i t u a l  e lem ent 
and have tru m p eted  t h e i r  fo rw ard  m arch u n d er th e  
banner o f  r e a l is m .  . . .  P o s s ib ly  some o f  us have 
f a i l e d  to  ta k e  n o te  o f  th e  in s id io u s  in f lu e n c e  of 
t h i s  p o s t-w a r  m a te r ia lis m  on the  th in k in g  o f m usic 
lo y e r s  and com m entators. T his one r e s u l t  seems to

140Sun, 7 F eb ru ary  1925.
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s ta n d  f o r t h  w ith  b a le f u l  prom inence — th e  
s p i r i t u a l  q u a li ty  of m usic is .n o w  to  be com plete­
l y  ig n o re d , w h ile  i t s  p a t te rn s  a p p a re n tly  a re  th e  
fo rem o st co n cern s  o f com posers, t h e o r i s t s ,  and 
c r i t i c s ,  , . .

I t  may be t h a t  f o r  th e  p a s s in g  moment s o lu t io n  
o f  new te c h n ic a l  problem s i s  a l l  t h a t  we can e x p e c t; 
and we may hope th a t  when experim en t i s  ended and 
new m ethods c le a r ly  d e f in e d , m usic w i l l  once more 
f r e e  h e r s e l f  from h e r  bondage, w hether to  a fa s h io n  
o r  to  a  fo rm u la , and s in g  h e r song o f th e  human 
so u l  and become th e  l y r i c  v o ice  of m ankind. 141

In  1936, Henderson was s t i l l  i n  touch  w ith  R ichard  A ld r ic h , to  

whom he w ro te  th e  fo llo w in g  l e t t e r :

D ear R ich a rd ;
Thank you m ost s in c e r e ly  f o r  your l e t t e r .  I  

have w r i t t e n  an a r t i c l e  fo r  M usical America on 
m u sic , th e  e s s e n t i a l l y  ro m an tic  a r t ,  and th e  f o l l y  
o f  t ry in g  to  compose by c re e d . I t  i s  on th e  l i n e s  
you w ish . I ’ l l  c o n fid e  to  you th a t  I  f e e l  i t  my 
s a c re d  d u ty  i n  th e s e ,  my c lo s in g  y e a r s ,  to  s tan d  
up f o r  th e  s p i r i t u a l  q u a l i t y  o f  m usic , i t s  s o u l ,  
i t s  im a g in a tio n , i t s  p o ig n an t em otion . That means 
I  am bound to  oppose a l l  t h i s  fo rm a tio n  o f  methods 
f i r s t  and w r i t in g  a cco rd in g  to  them a f te rw a rd s .
Even Wagner d isc o v e re d  h i s  new p a th s  b e fo re  he 
t r i e d  to  s e l l  maps of them to  th e  w o rld . Chopin 
and M ozart j u s t  w rote  a s  t h e i r  s p i r i t s  com pelled 
them to .  I 'm  f ig h t in g  m a te r ia lis m , and i t s  c lo s e  
a s s o c i a te ,  s e n sa t io n a l is m .

T h a t’s enough. I  hope to  be o u t n e x t week, and 
to  see  you b e fo re  l o n g . 142

The p rom ised  M usica l America a r t i c l e  ap p eared , th e  fo llo w in g  month (Feb­

ru a ry  1936) un d er th e  t i t l e  " I s  ro m a n tic  m usic d e a d ? " 1 4 3  The n ex t  June , 

A ld r ic h  d ie d  su dden ly  w hile  on a v i s i t  to  Rome. Three days l a t e r ,  Wil­

liam  J .  H enderson, l a s t  of th e  Old Guard, sh o t h im se lf  in  h is  New York 

s tu d y .

141Sun, 26 O ctober 1935.

142Le t t e r  from  W illiam  Henderson to  R ichard  A ld r ic h , o f 
J an u ary  3 ,  1936, quoted  in  M usical America (June 1937): 6 .

l ^ H e n d e r s o n ,  "Romantic m u s ic ,"  pp . 5 , 196.
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C hapter IV

DEEMS TAYLOR 
CL885-1966)

Jo sep h  Deems T ay lo r was th e  on ly  p ro fe s s io n a l  composer i n  th e  

c r i t i c a l  f r a t e r n i t y .  A n a tiv e  New Y orker, T aylor g rad u a ted  from  New 

York U n iv e rs i ty  in  1906. Re w ro te  s e v e ra l  m u sica l comedies w h ile  a t  

c o l le g e ,  and l a t e r  s tu d ie d  w ith  O scar Coon, a bandsman from Oswego,

New York who was a ls o  a confirm ed W agnerian. T his s tre n g th e n e d  T a y lo r 's  

r e s o lv e  to  make co m position  h i s  v o c a tio n .  At f i r s t  he su p p o rted  h is  

am b itio n  by means o f non-m usic?-1 jo u rn a lis m . During 1916-1917, he was 

a c o rre sp o n d e n t i n  F rance f o r  th e  New York T rib u n e . There fo llo w ed  two 

y e a rs  as  a s s o c ia te  e d i to r  fo r  C o l l i e r 's  W eekly. The s u c c e s s f u l  p rem iere  

o f h i s  o r c h e s t r a l  s u i t e .  "Through th e  lo o k in g  g l a s s , "  g iv en  by th e  New 

York Chamber M usic S o c ie ty  i n  Jan u ary  1921, f i n a l l y  b ro u g h t him to  p u b lic  

a t t e n t i o n  a s  a com poser. When Huneker d ied  th a t  s p r in g ,  T ay lo r was i n ­

v i te d  to  r e p la c e  him a t  th e  W orld. He k e p t t h i s  jo b  th rough  th e  1924- 

1925 se aso n , when a commission from th e  M e tro p o litan  Opera en ab led  him 

to  r e s ig n  from newspaper c r i t i c i s m .

T a y lo r 's  f i r s t  f u l l - f l e d g e d  o p e ra , The k in g 's  henchman, was g iv en  

a reso u n d in g  welcome a t  th e  o p e ra  house in  F ebruary  1927. Everyone 

ag reed  i t  was th e  m ost s u c c e s s fu l  Am erican o p era  so f a r .  S h o r tly  a f t e r  

t h i s  e v e n t,  T ay lo r became e d i to r  o f  M usical A m erica. During h i s  tw o- 

y ear s te w a rd s h ip , he sough t to  re o rg a n iz e  th e  t ra d e  j o u rn a l  in to  a 

s e r io u s  m onth ly  m agaz ine, b u t th e  a tte m p t f a i l e d .  By 1929, i t  had r e ­

v e r te d  to i t s  e a r l i e r  fo rm a t.
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T a y lo r ’ s second o p e ra ,  P e te r  Ib b e ts o n , was produced a t  th e  

M e tro p o li ta n  i n  1931. Though i t  s e t  a new re c o rd  f o r  perform ances of 

an A m erican o p e ra  ( s ix t e e n  in  fo u r  s e a s o n s ) ,  i t s  c r i t i c a l  re c e p t io n  was 

m ixed . In  th e  n e x t  d e c ad e s , h i s  works were sm a lle r  in  s c a l e  and rec e iv ed  

l e s s  p u b l ic  acc la im  th a n  th e  e a r ly  o p e ra s .  He became a well-known ra d io  

p e r s o n a l i ty  i n  l a t e r  y e a rs .  S e v e ra l of h i s  books were ex pansions of 

in te r m is s io n  t a l k s  f o r  New York Ph ilharm onic  b ro a d c a s ts .  I l l n e s s  fo rced  

w ith d raw a l from th e  p u b l ic  scen e  many y e a rs  b e fo re  h i s  d e a th  in  1966.

T a y lo r ’ s own m usic  was c o n s e rv a tiv e . Some c r i t i c s  su g g e ste d , in  

r e t r o s p e c t ,  t h a t  th e  s t i r  over h is  f i r s t  o p e ra  had been u n w arran ted . 

H e rb e rt  P e y se r,  f o r  o n e , s a id  t h a t  " to  a d eg ree  u n p a ra l le le d  in  th e  

re c o rd  o f American m u sic , th e  T a y lo r-M illa y  opera"*" had g re a tn e ss  t h r u s t  

upon i t . "  The m usic  was r e a l l y  in  no sen se  a d v e n tu ro u s , and w hile  

T ay lo r was to  be commended fo r

. . . h av in g  r e s i s t e d  any te m p ta t io n  to  make a 
g r a tu i to u s  s t i r  by th e  use of s e n s a t io n a l  means 
u n c o n g e n ia l to  h i s  n a tu re .  . . . T h is does n o t 
a l t e r  th e  f a c t  t h a t  h i s  op era  l a c k s  even  th e  i n ­
t e r e s t  o f  harm onic  o r  o r c h e s t r a l  e x p e rim e n ta tio n  
which m igh t len d  i t  a  tang  of contem porary  s i g ­
n i f ic a n c e  and a l e r t  e n te r p r i s e .  B e t te r  n o v e lty  
t h a t  say s  l i t t l e  th an  c o n v e n tio n a li ty  which say s  
no m o re .2

P au l R osenfeld  a ls o  p o in te d  l a t e r  to  th e  o p e ra ’s " thoroughgo ing  u n inven­

t iv e n e s s . "  He found t h a t  as u su a l th e  c r i t i c s  overp lay ed  th e  a f f a i r

iT he l i b r e t t o  was by Edna S t .  V incen t M illa y . Many com m entators 
n o t ic e d  a  m o re - th a n -p a s s in g  resem blance  to  th e  T r is t a n  and I so ld e  s to r y ,  
b u t no one seemed to  o b j e c t .

^ H e rb ert P e y s e r ,  "Now i t  can be t o l d , ” Modern Music 4 (May -Ju n e  
1927): 33 -3 5 .
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"o u t o f  an  in d o m itab le  d e v o tio n  to  th e  custom ary."-*

By th e  tim e T a y lo r’ s second  o p e ra , P e te r  Ib b e ts o n , a p p e are d , 

Lawrence G ilm an, among o th e r s ,  found h i s  d e r iv a t iv e  s ty l e  f ra n k ly  d i s ­

a p p o in t in g .  W hile a c r e a t iv e  a r t i s t  r e f l e c t s  th e  idiom s of h i s  p red e ­

c e s s o r s ,  Gilman sa id  he m ust a s s im il a te  them.

Mr. T ay lo r has n o t y e t  shown u s  t h a t  he can 
accom plish  t h i s  s o r t  o f  c r e a t iv e  im a g in a tiv e  
tra n s m u ta tio n . The m a te r i a l  th a t  p a s se s  th ro u g h  
h i s  mind a c q u ire s  a  d e p re s s in g  q u a l i t y ,  amor­
phous and u n c h a ra c te r e d ;  th e  W agnerisms, th e  
D ebussyism s, a re  w a te red  down, th in n e d , and we 
g e t  som ething t h a t  i s  n e i th e r  o f  th e  p le a s u re  o f  
re c o g n i t io n  n o r th e  em otion  o f s u r p r i s e .  We 
r e a l i z e  o n ly  t h a t  som ething has happened to  th e  
m a s te rs ,  w ith o u t b e n e f i t  to  Mr. T ay lo r o r  to  
u s .  . .

As a c r i t i c ,  Deems T a y lo r was a ls o  a  c o n s e rv a tiv e . Even so , he 

acknow ledged th e  s u b je c t iv i ty  o f  h is  ap p ro ach , w h ile  th e  Old Guard d id  

n o t .  A t th e  end o f 1922, he d eb a ted  w ith  th e  c r i t i c  o f The freem an , 

who w ro te  un d er th e  pseudonym, "Journeym an." The q u e s tio n  was th e  

p rem ise  f o r  e v a lu a tin g  a r t  w orks. "Journeym an" had proposed  th a t  

m a t te r s  o f  a r t  were " p ro p e r ly  judged  . . . a cco rd in g  to  th e  canons s e t  

by th e  e x p e rie n c e  o f th e  r a c e  i t s e l f ,  in  i t s  g r e a t e s t  c o l l e c t i v e  widdom 

and i t s  w id e s t c u l t u r e . "  T a y lo r r e t o r te d :

This rev ie w e r  e x p re s s e s  h i s  p e rso n a l  o p in io n s  
and c a l l s  them p e rs o n a l  o p in io n s . Journeym an c a l l s 
h i s  th e  e x p e rie n c e  of th e  r a c e  i t s e l f .  For how can 
a c r i t i c  in  th e  l a s t  a n a ly s i s  g e t  beyond h im se lf?
What i s  t h i s  s ta n d a rd  " s e t  by th e  b e s t  rea so n  and 
s p i r i t  o f  m ankind?" I s  i t  fo rm u la te d , i s  i t  w r i t t e n

^ P au l R o se n fe ld , An hour w ith  Am erican m usic ( P h ila d e lp h ia :  
L ip p in c o t t ,  19 2 9 ), p . 114.

^T rib u n e , 8 Feb ru ary  1931.
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down in  any b o o k , drawn up in to  a s e t  o f  
a r t i c l e s ,  l i k e  th e  C o n s t i tu t io n  of th e  U nited  
S ta te s ?  . . .  I t  does e x i s t  o f  c o u rse . Even 
t h i s  rey ie w e r  a g re e s  to  t h a t .  But can Journey­
man prcrye i t  to  be a n y th in g  more ta n g ib le  th an  
h i s  own c o n c ep tio n  o f what i t  i s ?  . . . H a n s l ic k 's  
m is ta k e  was i n  assum ing th a t  he could prove a n y th in g  
ab o u t a r t .  We do n o t th in k  th a t  i s  p o s s ib le .  Hans- 
l i c k  could proye th a t  Wagner’ s id e a s  o f m elody, 
harmony and s t r u c tu r e  d id  n o t co in c id e  w ith  h i s  
own c o n cep tio n  o f  what th e s e  th in g s  sh o u ld  be; b u t 
he co u ld  n o t jjrove them wrong — a t  l e a s t  to  th e  
s a t i s f a c t i o n  o f  anyone o u ts id e  h im s e lf .5

Though he knew h im se lf  to  be ju d g in g  s u b je c t iv e ly ,  he s t i l l  looked 

w i th in  th e  works th em se lv es  f o r  q u a l i t i e s  to  sup p o rt h i s  e v a lu a t io n s .

F i r s t  on th e  l i s t  was m elody.

We a l l  want tu n e s .  Of c o u rse  we don’ t  adm it i t ,  
o r  c a l l  them tu n e s .  We t a l k  o f  " flo w in g  m elo d ic  
l i n e , "  o r "p reg n a n t m e lo s ,"  o r " th e m a tic  m a te r ia l  
o f  deep  s ig n i f ic a n c e . "  Tunes we mean. Every 
v i a b l e  m u sica l co m p o sitio n  ev e r  w r i t t e n  has s u r ­
v iv e d  o n ly  b ecau se  i t  c o n ta in s  one o r  more m u sica l 
p h ra se s  o r  com ple te  m elo d ies  t h a t  e i t h e r  can 
a c tu a l ly  be remembered and quoted by a m a jo r i ty  
o f i t s  h e a re r s  o r a t  l e a s t  a rouses in  them a 
d e s i r e  to  do s o .^

T a y lo r  a ls o  had  f irm  o p in io n s  abou t th e  p lac e  o f harmony in  m usic .

He, t o o ,  had h e a rd  A lfred o  C a s e l l a ’ s A n o t te  a l t a , and found i t  w a n t i n g . ^

The re s e a rc h e s  in  th e  f i e l d  o f d isso n an ce  th a t  
Mr. C a s e lla  h a s  made may prove to  be a v a lu a b le
te c h n ic a l  c o n tr ib u t io n  to  th e  a r t  o f  m usic , b u t
th e  m usic  th ro u g h  th e  medium of which he has con­
d u c te d  th e s e  r e s e a rc h e s  i s ,  I  b e l ie v e ,  i n t r i n s i c a l ­
l y  w o r th le s s .

5W orld, 12 December 1922.

6W orld , 11 December 1921.

^Perform ed in  New York by th e  P h i la d e lp h ia  O rc h e s tra  w ith  C a s e lla  
a s  s o l o i s t .  See pages -  , above.
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T his o p in io n  i s  n o t  e n t i r e l y  based upon em otion . 
One m ight lo a th e  th e  sound o f t h i s  m usic and s t i l l  
be  c o n scio u s  t h a t  p erh ap s  th e r e  was t r u t h  h idden  
w ith in  i t s  r e p e l l e n t  m easu res . But t h a t  i s  p re ­
c is e ly .w h a t  X do n o t  f e e l .  I  f e e l  t h a t  i t  is  u g ly  
fo r  u g l in e s s ’ s a k e ,  and th e r e fo r e  f a l s e .  . . .

The e s s e n t ia l s  o f  m usic  a r e  melody and harmony.
They co rresp o n d  p r e t t y  c lo s e ly  to  l i n e  and c o lo r  
i n  p a in t in g .  Now, j u s t  a s  i n  p a in t in g ,  th e  form 
and i t s  c o lo r  a re  c lo s e ly  i n t e r r e l a t e d ,  so  in  m usic  
t h a t  has gen u in e  v i t a l i t y  th e  r e l a t i o n  between 
melody and harmony i s  of t h e  c lo s e s t .  A theme t h a t  
means a n y th in g  g e n e ra l ly  s u g g e s ts  i t s  accompanying 
harmony. T his i s  j u s t  what C a s e l la 's  them es ap p ear 
n o t to  do . His m usic  s t r i k e s  me as b e in g  woven o f 
themes whose c o n v e n tio n a li ty  and la c k  o f e loquence 
a re  masked by c lo th in g  them in  a s e r i e s  o f  d e l ib ­
e r a t e ly  c a lc u la te d  d i s c o r d s .8

The c r i t i c  gave a s  an example L 'A dieu  a  l a  v i e , a f t e r  T a g o re 's  G ita n ja h

(1 9 1 5 ), by th e  same composer. H is a n a ly s i s  d is c lo s e d  a  melody "no t

w ith o u t b eau ty  and p o s s i b i l i t i e s  o f  d ev e lo p m en t,"  s e t  a g a in s t  a b ass  a

h a l f - s t e p  lo w er. His e a r l i e r  d is c la im e r  n o tw i th s ta n d in g ,  T ay lo r p leaded

e m o tio n a lly  f o r  a sim ple  G-major h a rm o n iza tio n  in s te a d  o f  the  com poser's

" in t e l l e c t u a l "  c o n s tr u c tio n .

Now p la y  ag a in  C a s e l l a 's  h a rm o n iz a tio n . How 
co u ld  he have th e  h e a r t !  H ere i s  a  p o o r ,  f r a i l  
young m elody, a m ere s l i p  o f  a  tu n e , m arr ie d  to  
a d i s s o l u te ,  unshaven  accompaniment t h a t  never 
d id  and n ev er w i l l  u n d e rs ta n d  her! That m arria g e  
was never made in  heaven ; i t  was a rran g ed  by Mr.
C a s e l l a 's  i n t e l l e c t . 9

T a y lo r 's  p o s i t io n  was one commonly h e ld  a t  th e  t im e .  The c r i t i c  was 

n o t q u a r r e l in g  so  much w ith  th e  u se  o f  d isso n a n c e  as w ith  the d is r u p t io n  

o f th e  t r a d i t i o n a l  r e l a t i o n s h ip  betw een th e  th em atic  m a te r ia l  o f  a  p iec e

SW orld, 4 . December 1921.

9I b id .
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and i t s  harm onic tre a tm e n t.-  Musie t h a t  d id  n o t  evo lve  v i a  t r a d i t i o n a l  

dev e lo p m en ta l p ro ced u res  was p u z z lin g  to  m ost of th e  c r i t i c s .  B y .th e  

fo llo w in g  m onth, th e  s p e c i f i c  s u b je c t  o f  d isso n an ce  came to  the  f o r e .

U n lik e  K re h b ie l, who had g re e te d  Schonberg1s Funf O rc h e s te rs tu c k e  

w ith  a  B ib l i c a l  haran g u e , T ay lo r responded to  th e  work w ith  an a r t i c l e  

on what he supposed to  be th e  a c o u s t ic a l  fo u n d atio n s  of m usic .

The sc ie n c e  o f  a c o u s t ic s  i s  a  h ig h ly  developed 
one and m usic , o f  a l l  th e  a r t s ,  has th e  m ost 
s t r i c t l y  s c i e n t i f i c  — even m ath m atica l — b a s is .
What Schonberg has done, a p p a re n t ly ,  i s  to  go up 
th e  wrong ro ad . The b a s is  o f h i s  m usic i s  lo g ic a l  
enough, b u t . . .  he rea so n s  too w e ll fo r  s a n i ty .
He i s  th e  sch o o lm aste r  gone mad.

Now l e t  u s  be l o g ic a l  — as Schonberg i s  lo g ic a l  
— denying  f o r  th e  moment t h a t  a n y th in g  b u t  reaso n  
d e te rm in e s  what we can and can n o t do in  a r t .  . . .
So we b u i ld  a  ch o rd , as Schonberg f r e q u e n tly  d o es , 
c o n ta in in g  a l l  seven  n o te s  o f th e  n a tu r a l  s c a le  and 
m ost o f  th e  a c c id e n ta ls  as w e l l .  . . . But what 
happens? Our o ld  f r ie n d  th e  b ass  drum shows u s .
When to o  many n o te s  a re  heard  s im u lta n e o u s ly  they  
ta k e  on th e  p r o p e r t ie s  o f o v e rto n e s  of eq u a l in te n ­
s i t y ,  and th e  r e s u l ta n t  sound, to  th e  human e a r ,  i s  
n o t a chord a t  a l l ,  b u t n o ise  — m ere ly  a  jum ble of 
sound t h a t  p o sse s se s  no re c o g n iz a b le  m u sica l 
q u a l i t y . 10

In  th e  Funf O rc h e s te rs tu c k e , th e  "combined sound of th e  o r c h e s t ra  was a 

s o r t  o f  dun co lo re d  n o i s e . " 11 T aylor a ls o  d isap p ro v ed  o f  b u ild in g  chords 

on f o u r th s  in s te a d  o f  t h i r d s ,  a s  Schonberg had begun to  do . He was th e  

o n ly  New York c r i t i c  to  inyoke a c o u s t ic a l  th eo ry  a g a in s t  Schonberg a t  th e  

time'..

10W orld, 4 December 1921.

1;LI b id .
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T a y lo r ’s c o n v ic t io n  t h a t  m usic must be e x p re s s iv e  to have v a lu e  

p la c e d  him f irm ly  in  th e  e m o t io n a l is t  camp. H ere , a g a in , h i s  v iew s were 

more s u b je c t iv e ly  o r ie n te d  than  th o se  o f h i s  Old Guard c o lle a g u e s .  He 

was f a r  more concerned  th an  they  w ith  the em otions evoked by th e  m usic 

in  th e  l i s t e n e r .  His rem arks on h e a r in g  E rn e s t B lo c h 's  s t r i n g  q u a r t e t  

o f  1916, fo r  exam ple, a re  n o t  in  c h a ra c te r  fo r  any o th e r  New York p re s s  

c r i t i c  o f  the  tim e.

He i s  so i n te n t  upon g e t t i n g  a l l  o f h i s  f e e l in g  in to  
h is  m usic t h a t  he does n o t alw ays a llow  th e  h e a re r  to  
g e t  any o u t  o f  i t .  His s t r i n g  q u a r t e t ,  f o r  exam ple 
. . . has g re a t  m oments, b u t i t  i s  so u n co n sc io n ab ly  
lo n g , and so u n v a ry in g  i n  i t s  i n te n s i t y  o f  mood, t h a t  
i t  d e s tro y s  th e  v e ry  im p ress io n  i t  sh o u ld  c r e a t e .
Bloch la c k s  showmanship. . . .  At i n te r v a l s  th e  a r ­
t i s t  . . . m ust s la c k e n  h i s  g r ip  in  o rd e r  to  tak e  a  
f r e s h  h o ld . Bloch a llo w s h i s  h e a re rs  no r e l i e f ,  and in  
th e  end , c o n se q u e n tly , they escape  him. He p u ts  a l l  o f  
h im s e lf  in to  h i s  m u sic , b u t he never lo o k s up to  see  
how th e  l i s t e n e r  i s  ta k in g  i t .  Y et w hat he f e e l s  
when he w r i te s  i t  i s  n o t  n e a r ly  so  im p o rta n t as w hat he 
can make o th e r s  f e e l  when th ey  h e a r  i t . l ^

The c r i t i c  re tu rn e d  to  t h is  theme in  e n su in g  s e a so n s . H o n eg g er 's

P a c i f i c  231 made a  deep im p ress io n  on him . His th o u g h ts  a b o u t i t  formed

the  s u b s ta n c e  o f  th re e  m ajor columns in  the  f a l l  o f 1924. At f i r s t  th e

c r i t i c  d e l ig h te d  in  th e  a u ra l  s p e c ta c le  o f "a m eta l g ia n t  i n  h i s  cu p s ,
13

h a p p ily  r o a r in g  and h icco u g h in g  i n  a  sh e e r  e c s ta s y  o f  power. On

f u r t h e r  c o g n i ta t io n :

To me i t  seemed a  genuine c o n tr ib u tio n  to  making 
m u sic , n o t  o n ly  b ecau se  i t  i s  a s u c c e s s fu l  a c h ie v e ­
m ent, b u t  because i t  g iv es  co n v inc ing  e v id en ce  o f  
b e in g  a  spontaneous and com ple te ly  s in c e re  communi­
c a t io n  o f  i t s  a u th o r 's  em otions. . . .

12W orld, 12 March 1922.

13W orida i  November 1924.
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But Honegger had done a good d e a l m ore, i t  seems 
to  me, th an  say " th i s  i s  th e  way a choo-choo 
so u n d s ."  He has succeeded  j u s t  where h i s . contem­
p o r a r i e s ,  n o ta b ly  h i s  own "Group o f th e  S ix"  have 
f a i l e d . A g r e a t  d e a l  o f  u ltra -m o d e rn  d e s c r ip t i v e  
m usic  m anages to  be m ean in g less  e i t h e r  by t ry in g  to  
be too  g ra p h ic  o r by n o t b e ing  g ra p h ic  enough. . . .
What Honegger h as  done i s  to  s t e e r  a  m idd le  and t r u e r  
c o u rse . The s ig h t  and sound o f  a loco m o tiv e  s t i r  
him, th row  him in to  a nam eless em otio n al s t a t e ,  and 
he h as  w r i t t e n  m usic  t h a t  a tte m p ts  —  I  b e lie v e  w ith  
su c ce ss  >— to  in d u ce  th e  same em o tio n al s t a t e  in  th e  
l i s t e n e r .  To do t h i s  he has v a r ie d  h i s  m eans. He 
u se s  j u s t  enough im i ta t iv e  sounds (alw ays i n  term s 
o f m u sic , by th e  way) to  rem ind h i s  l i s t e n e r  o f a 
lo co m o tiv e ; as th e  em otio n al t id e  of h i s  m usic r i s e s  
he g ra d u a l ly  abandons im i ta t io n s  and ends by w r i t in g  
m usic t h a t  — he hopes — w i l l  t h r i l l  th e  l i s t e n e r  
a s  a loco m o tiv e  t h r i l l s  him .

Com parison o f  t h i s  model f o r  th e  com m unication o f  em otion w ith  an 

e a r l i e r  one such a s  T o ls to y 's  (which i t  s u p e r f ic i a l l y  su g g e s ts )  shows 

movement tow ard s u b je c t iv i t y .  For T o ls to y , a  work was good i f  th e  com­

p o se r  was " s in c e r e , "  t h a t  i s ,  i f  he  f e l t  th e  em otion he was t ry in g  to  

comm unicate. The em otion  in  th e  m usic  p ro ceed in g  from t h i s  s in c e r i t y  

would a u to m a tic a lly  " rub  o f f "  on th e  l i s t e n e r  — i t  would " in f e c t"  him. 

L is te n e r  r e s p o n s e , b ecau se  i t  i s  assumed to  be a u to m a tic ,  i s  i r r e le v a n t  

to  th e  e v a lu a t io n  o f  m usic a c co rd in g  to  t h i s  m odel.

In  T a y lo r 's  v iew , th e  com poser’s aim  i s  to  t r a n s l a t e  h i s  em otional 

e x p e rie n ce  i n to  m u sic a l term s w ith  th e  s p e c i f ic  i n te n t io n  o f evoking th e  

same em otion i n  th e  l i s t e n e r .  The v a lu e  of a  work i s  dependent upon the 

e x te n t  to  w hich th e  composer h as  succeeded in  moving th e  a u d ie n c e . I t  

i s  n o t  s u f f i c i e n t  f o r  th e  composer to  "p u t a l l  o f  h im se lf  i n  th e  m u sic ."

l % o r i d , 9 November 1924 .
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One could be t o t a l l y  s in c e r e  and s t i l l  w r i te  a f l o p . 15

The a r r i y a l  o f  t h e S ac re  was a ..momentous ev en t f o r  T a y lo r,  as fo r  

m o st o f  h i s  c o lle a g u e s .  . He ch eered  th e ." u g ly  m ag n ific e n c e"  of th e  work. 

I t  was a m a s te rp ie c e  t h a t  w ould, h a l f  a c e n tu ry  hen ce, be found to  have 

begun a  new epoch in  m u s ic .16 J u s t  t h i r t e e n  months l a t e r ,  he w ithdrew  

h is  o r ig in a l  y e r d i c t .  The work no lo n g e r  moyed him.

I  f in d  t h a t  m usic  whose predom inant i n t e r e s t  
i s  rh y th m ic  i n t e r e s t s  me l e s s  and l e s s  th e  o f te n e r  
I  h e a r  i t .  When I  f i r s t  heard  S t r a v in s k y 's  Sacre 
du p rin tem p s i t s  rhythm s took  me co m p le te ly  o f f  
my f e e t .  The shock  o f th o se  b a rb a r ic  b e a ts  and 
c ro s s - a c c e n ts  s t i r r e d  me to  a  p i tc h  of n e rv o u s ex­
c ite m e n t t h a t  I  have nev e r b e fo re  o r  s in c e  e x p e r i ­
enced in  a c o n c e r t  h a l l .  I  w ent o u t and w ro te  my­
s e l f  h o a rs e  ab o u t i t . 17

Though he  s t i l l  th o u g h t t h i s  a f in e  and h ig h ly  im p o rtan t w ork, a f t e r  

th e  f o u r th  h e a rin g

I  m ust c o n fe s s  i t  no lo n g e r  im p resses  me a s  
b e in g  an im p o rta n t m a s te rp ie c e .  The shock o f 
i t s  rhythm s i s  no lo n g e r  p o te n t ,  and I  m iss  any 
com pensating  in c re a s e d  i n t e r e s t  i n  i t s  m elod ic  
and harm onic e le m e n ts .  . . . Rhythm i s ,  undoubt­
e d ly ,  th e  fo u n d a tio n  o f  m u sic , b u t i t  i s  n o t th e
p in n a c le .18

l^F o r a d is c u s s io n  o f  th e  d i f f i c u l t i e s  in h e re n t  in  b o th  th e s e  and 
o th e r  " e m o t io n a l is t"  m odels o f  th e  p e r io d ,  see  John H o sp ers , "The 
c o n c ep t o f a r t i s t i c  e x p re s s io n ,"  in  P roblem s i n  a e s t h e t i c s , 2d e d . ,  e d . 
M o rris  W eitz (New York: M acm illan , 1 9 7 0 ), p p . 221-45.

l^W orld , 3 F eb ru ary  1924.

17W orld, 15 March 1925.

^ I b i d .  T ay lo r was n o t a lo n e  in  n o tin g  th e  d e c re a se d  im pact of 
S t r a v in s k y 's  bo m b sh e ll. E rn e s t  Newman, who was in  New York a t  th e  tim e , 
s a id  "The work w ears r a t h e r  b a d ly . I t  no lo n g e r  h as  any n o v e lty  o f 
m anner o r t e x tu r e  f o r  u s . " P o s t ,  2 Jan u ary  192-5.

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



113

Kenneth Burke, i n  h i s  f i r s t  column f o r  th e  D ia l , ^  q u es tio n ed  

w hether th e  i n t e n s i t y  o f  th e  l i s te n e r 's . e m o t io n a l  ex p e rien ce  was n e c es ­

s a r i l y  a  y a l i d  m easure  o f  an  a r t  work.

To c a l l  a r t  "e m o tio n a l’' i s  n o t to  pen i t  t o t a l l y  
w i th in  th e  o b l ig a t io n  o f  " i n t e n s i t y " .  There a re  
n o t o n ly  d e g re e s  o f  em otion , b u t even k in d s . . . .
To e x p ec t o f an aud ience  a s u s ta in e d  em otional t e n ­
s io n  i s  to  a sk  f o r  n o th in g  s h o r t  o f  p a th o lo g y . I  
know an  in d iy id u a l  who, th e  f i r s t  time he heard 
th e  S a c re , w ep t, choked, and s u f f e re d  a c u te  con­
v u ls io n s  o f  th e  c h e s t  m u sc les  a t  each  i r r u p t io n  o f  
th e  rhythm . On second h e a rin g  he was an o ld  man, 
and s a t  m o tio n le s s ,  s to n i ly  s u f f e r in g  th e  c o n c e r t 
l i k e  an In d ia n  scann ing  th e  h o r iz o n . He v o ted  t h a t  
i t  had f a i l e d  — b u t p erh ap s i t  was t h i s  second 
man f o r  whom S tra v in sk y  was w r i t i n g . 20

Burke was a f o r m a l i s t .  Yet he  d id  n o t  deny a p la c e  fo r  em otion i n  m u sic , 

o n ly  th e  req u irem en t o f  a c o n s ta n t  e c s ta s y .  H is p le a  was fo r  i n v e s t ig a ­

t in g  th e  work in  i t s  own te rm s, a s  n e a r ly  as th e  c r i t i c  could  d e te rm in e  

th e s e .  T a y lo r 's  s u b j e c t iv i t y  was f ix e d ,  how ever. This e m o t io n a l is t  

ex p ec ted  to  be moved th e  same way each  tim e . He d id  n o t u n d e rs tan d  th e  

c o n t in u i ty  o f  th e  s u b je c t iv e  ex p e rie n ce  which i s  cu m u la tiv e , n o t r e ­

c o n s id e r in g  t h a t  T ay lo r was h im s e lf  a  com poser, h i s  la c k  o f 

c u r i o s i t y  abou t m ost o f  th e  contem porary  m usic being  perform ed i s  

a r r e s t i n g .  He managed to  avo id  h e a rin g  more new works th a n  any o th e r  

c r i t i c .  In  th e  s p r in g  o f  1923, he to u re d  th e  m idd le  West fo r  s e v e r a l  

w eeks, sen d in g  back to  th e  World f e a tu re  a r t i c l e s  on o r c h e s t r a s ,  p ro ­

gramming, c o n d u c to rs , m anagers, s a l a r i e s — r e p o r t s  on th e  music b u s in e s s

19Burke had re p la c e d  P au l R osenfeld  in  th e  f a l l  o f  1927.

20Kenneth Burke, "M usical C h ro n ic a l ,"  D ia l (December 1927): 537.
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a s  i t  f lo u r is h e d  or foundered  o f f  th e  G rea t W hite Way. Though he was 

i n  New York d u r in g  h i s  l a s t  s e aso n s , he d id  n o t a tte n d  most of th e  con­

c e r t s  o f th e  League o f  Composers or th e  I n te r n a t io n a l  Composers' G u ild .

By 1924-1925, h i s  absence could  be co n stru ed  no o th e r  way th an  as  a 

s i l e n t  b o y c o tt .  He confessed  th a t  " th e  more f a m i l ia r  I  grow w ith  u l t r a ­

m odern m usic  th e  d u l l e r  i t  seems to  m e.''

A good d e a l  o f  u ltra -m o d e rn  m usic r e l i e s  f o r  
i t s  i n t e r e s t  too  much on th e  f a c t  t h a t  i t  i s  
n o t l ik e  any m usic th a t  has been w r i t t e n  b e fo re :  
i n  o th e r  w ords, upon i t s  n o v e lty . But n o th in g  
i s  s t a l e r  th an  a  l a s t  y e a r ’ s n o v e lty ,  and th e  
new m usic w i l l  haye to  be som ething more than  
new i f  i t  i s  to  en jo y  long l i f e .  I t  i s  no t hard  
to  be d i f f e r e n t .  . . .  The m u sica l l e f t  wing i s  
c e r t a in ly  b eg inn ing  to  bore  m e . 21

T a y lo r ’ s rea so n s  were n o t new. I t  was easy  enough to  s t a r t l e  an au d ien ce

w ith  harm onic ex p e rim en ts , he s a id ,  bu t i t  was much l ik e  opening a door

and sh o u tin g  "b o o ."  How long  one could ho ld  th e  l i s t e n e r s '  a t t e n t io n  w ith

n o th in g  e l s e  to  say  was d e b a ta b le .

. , . th e  m oderns have c o n tr iv e d  to  make th e  
v e ry  word "melody" som ething f a i n t l y  b o u rg eo is , 
som ething no t q u i te  n ic e .  W ell, l e t  us c a l l  i t  
" l i n e , "  th en , and go back to our p a in t in g  analogue.
Even th e  g r e a t  c o lo r i s t s  e v e n tu a l ly  fa d e .  The 
c o lo r s  c rack  and p e e l ,  darken  o r d isa p p e a r ,  u n t i l  
n o th in g  i s  l e f t  b u t — what? L ine and s t r u c tu r e .
These a lo n e  su ry iv e  v e ry  lo n g , as  tim e co u n ts  i n  
a r t , 22

In  th e  sp rin g  of 1925, T aylor r e t i r e d  from th e  h u r ly -b u r ly  of p re s s  

c r i t i c i s m  to compose The k in g ’s henchman, a  romance o f m ed ieval E n g lish  

c h iv a l r y .  He d id  n o t r e tu r n  to  r e g u la r  rev iew ing  d u rin g  the  1920s.

21W orld, 8 March 1925.

22W orld, 1 F ebruary  1925.
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In  acknow ledging th e  s u b je c t iv i t y  o f  h i s  o p in io n s , t h i s  c r i t i c  

p assed  beyond th e  p ro ced u re  o f  th e  Old G uard. However, h is  f ix e d  view  

o f m u sic a l e s s e n t i a l s  reduced  h i s  a b i l i t y  to  fo llo w  th e  v a g a r ie s  of 

in n o v a tio n  w ith  sy m p a th e tic  u n d e rs ta n d in g . In  th e  fo llo w in g  decad es , 

h is  invo lyem ent w ith  m u sica l m odernism was s l i g h t .
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C hapter V

LAWRENCE GILMAN 
(1878-1939)

Lawrence G ilman, th e  m ost " p o e tic "  o f th e  New York c r i t i c s , ^  was 

born  on Long Is la n d  in  1878 and ed u cated  a t  th e  C o llin s  S t r e e t  C la s s ic a l  

School in  H a r tfo rd , C o n n e c tic u t. He d id  n o t a tte n d  c o l le g e .  He had 

p lan n ed  to  become and a r t i s t  and i l l u s t r a t o r ,  b u t s u b se q u e n tly  abandoned 

t h a t  c o u rse . A lthough he was s a id  to be s e l f - t a u g h t  in  m u sic , he had 

c o n s id e ra b le  s k i l l  in  co m p o s itio n . S ev e ra l o f h i s  s e t t i n g s  o f  poems 

by W.B. Y eats were p u b l is h e d ,  and he a lso  w rote  an o p e ra  " in  W agnerian 

s ty l e "  t h a t  rem ained in  m a n u s c r ip t .2

By 1901, Gilman had found h i s  t ru e  v o c a tio n , a l i t e r a r y  one . He 

became an e d i to r  o f  H a rp e r 's  W eekly, and w rote  m usic c r i t i c i s m  as  w e l l .

In  1913 he moved on to  H a rp e r’ s M agazine. At th e  N orth  A m erican Review, 

two y e a rs  l a t e r ,  he  h e ld  th e  p o s i t io n  o f  m usic , dram a, and l i t e r a r y  c r i t i c .

A f te r  th e  w ar, Gilman became in c r e a s in g ly  i n f l u e n t i a l  th rough  the  

program  n o tes  he p ro v id ed  f o r  s e v e ra l  o r c h e s t r a s .  Beginning  in  1919, he 

was a n n o ta to r  (a s  w e ll a s  S e c re ta ry )  f o r  th e  New Symphony. When th a t

1-Henry T. F in c k , My A dventures i n  th e  golden age of m usic  (New 
Y ork: Funk & W agnalls Company, 1 9 2 6 ), p .  411. F inck  c i t e s  G ilm an 's 
book on MacDowell as an exam ple.

2T rib u n e , 10 Septem ber 1939. The d e s c r ip t io n  o f  th e  o p e ra  is  
tak e n  from  an anonymous o b i tu a ry  from New Ham pshire, th e  scen e  o f  G i l ­
m an 's d e a th .  For a  d i s c u s s io n  of G ilm an 's Y eats so n g s , se e  C a r l Engel, 
"Views and re v ie w s ,"  M usical Q u a r te r ly  26 (Jan u a ry  1 940):
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group was r e o r g a n iz e d ,3 h e  c o n tin u e d .to  s e rv e  i t s  su c c e s s o r ,  th e  N a tio n a l 

Symphony. The New York P h ilh a rm o n ic  was merged w ith  th e  N a tio n a l in  

1921, Henry K r e h b ie l 's  r e t i r e m e n t  a f t e r  tw en ty  y e a rs  as a n n o ta to r  fo r  

th e  P h ilh a rm o n ic  made way f o r  th e  younger.m an in  t h i s  p o s t as w e l l .

Gilman c o n tin u e d  to  p ro v id e  th e  n o te s  f o r  P h ilh arm o n ic  c o n c e r ts  u n t i l  

h i s  d e a th  i n  1 9 3 9 .4

The m iddle  T w enties were a  tim e o f  t r a n s i t i o n  in  New York m usic 

jo u rn a l is m . A f te r  K re h b ie l d ie d ,  i n  th e  s p r in g  o f  1923, Gilman re p la c e d  

him a t  th e  T r ib u n e . The n e w sp a p e r's  m erger w ith  th e  Herald th e  fo llo w ­

ing  y e a r  reduced  th e  number o f  m orning p a p e rs  and r e s u l te d  i n  W illiam  

H en d erso n 's  r e tu r n  to  th e  Sun. Henry F in ck  had r e t i r e d ,  Deems T ay lo r 

was soon to go , and th e  new Times c r i t i c ,  O lin  Downes, had n o t y e t 

ac q u ire d  th e  fo llo w in g  he would soon e n jo y . During th e  m iddle y e a rs  of 

th e  d e c ad e , Lawrence Gilman was th e  m ost pow erfu l m usic c r i t i c  in  New 

York.

G ilm an 's  new spaper co lum ns, h i s  program  n o te s ,  and h i s  many b o o k s ,5 

a l l  d e m o n s tra te  th e  im portance  t h i s  c r i t i c  a t ta c h e d  to  th e  e d u c a tiv e

^Edgar V arese  was th e  o r ig i n a l  c o n d u c to r .  A f te r  a d i s a s t ro u s  
f i r s t  se aso n , th e  o r c h e s t r a  to o k  a new name and a new co n d u c to r, A rth u r  
Bodanzky.

4He a lso  w ro te  n o te s  f o r  th e  P h i la d e lp h ia  O rc h e s tra ,  b eg inn ing  
i n  1921.

^G ilm an 's  books on m usic  in c lu d e ;  P h ases  of modern m usic (1904); 
Edward MacDowell (1906); S tra u ss*  "Salom e" (1907); Debussy' s P e l le a s  
e t  M elisande  (1907)£ S to r ie s  o f  symphonic m usic  (1907); The m usic of 
to-m orrow , and o th e r  - s tu d ie s  (1907); A sp ec ts  o f  modern o pera  (1909); 
N atu re  i n  m u sic , and o th e r  s tu d ie s  i n  th e  to n e -p o e try  o f today  (1914); 
M usic and th e  c u l t i v a t e d  man ( 1 9 2 9 ) ;  Wagner*s o peras (1937); T o scan in i 
and g r e a t  m usic (1938).
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f u n c t io n  o f  m usic jo u rn a lis m . He judged m usic and pe rfo rm an ces , b u t he 

a ls o  a l l o t t e d  generous amounts of space to  d e s c r ip t io n  o f works t h a t  

were abou t to  be p erfo rm ed , e s p e c ia l ly  th o se  to  be h ea rd  f o r  th e  f i r s t  

t im e . He was n o t  in  th e  l e a s t  r e lu c ta n t  to  quote from com m entaries o f  

European c r i t i c s  who had h ea rd  th e  m usic b e fo re  i t  came to  A m erica. In  

t h i s  he d i f f e r e d  from th e  c r i t i c s  of the  Old Guard. When O lin  Downes 

s a id  l a t e r  t h a t  G ilm an 's  appoin tm ent a t  th e  T ribune had " in tro d u c e d  a  

new p e r io d  and a  new and b e n e f i c ia l  change i n  c r i t i c a l  a t t i t u d e  i n  New 

York C ity ,"^  he may have b een  r e f e r r in g  p a r t l y  to  t h i s  c h a r a c t e r i s t i c  of 

G ilm an 's  work.

G ilm an 's  approach  to  a c tu a l  c r i t i c i s m  (a s  opposed to  e x p l ic a t io n )  

was a ls o  u n ique  among th e  New York group . In  1917,^ he e x p re sse d  p e r ­

p l e x i ty  over " th e  f a c t  t h a t  m u sica l t a s t e  . . . h a s  a p p a re n tly  n o t  y e t  

evo lved  any w orkab le  c r i t e r i a  o f  a p p ra isem e n t."  He found t h i s  la c k  

p e c u l ia r  to  m u sic , in  c o n t r a s t  to  l i t e r a t u r e  o r  p o e try .

I t  i s  im p o ss ib le  to  conceive of l i t e r a r y  or 
d ram a tic  c r i t i c i s m  b e in g  so h o p e le s s ly  a t  sea  
re g a rd in g  th e  t r u e  s ta t u s  o f  The Ring and th e  
Book or The W eavers as m u sica l c r i t ic i s m  i s ,  f o r  
exam ple, i n  th e  fa c e  of P a r s i f a l . I s  t h i s  m usic 
" d e c re p i t  s t u f f "  o r  i s  i t  "w onderfu l and im pres­
s iv e ''?  I t  i s  im p o ss ib le  to  say . There i s  no 
m eans, a p p a re n t ly ,  o f  f in d in g  o u t .  I t  i s  ea sy  to  
d e te rm in e  th e  v a lu e  of The W eavers. I t s  q u a l i t i e s  
may be a s c e r ta in e d  and a p p ra ise d  by any o b s e rv e r  
o f  i n t e l l e c t u a l  and em otio n al s e n s i b i l i t y .  But 
how i s  an o b s e rv e r  o f  i n t e l l e c tu a l  and em o tio n al 
s e n s i b i l i t y  to  know th a t  he h as  c o r r e c t ly  gauged 
th e  v a lu e  o f  th e  m usic o f P a r s i f a l ? I f  h e  r a t e s  
i t  a  th in g  o f unique and m arv e llo u s  b eau ty  he w i l l

^Tim es, 10 Septem ber 1939.

^Lawrence G ilman, "M usical t a s t e , "  M usical Q u a r te r ly  3 (1917): 1 -8 .
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be c o n scio u s  o f th e  re p ro a c h fu l  w ra ith  of Mr.
Runciman [John F . Runciman, E n g lish  m usic c r i t i c ,  
1866-1916], and he w i l l  a lso  have Mr. James 
Huneker ( s u re ly  a fo rm id ab le  a n ta g o n is t)  on h i s  
b ack . I f  he  condemns i t ,  he w i l l  have to  reckon 
w ith  t h a t  le a rn e d  and u p r ig h t  ju d g e , Mr. E rn est 
Newman. Where th e n ,  s h a l l  he o b ta in  a id  and com- 
f o r t? 8

A p p a re n tly  now here, f o r

. . .  we a re  w anderers in  a  m y ste rio u s  and 
en ch an ted  w o rld , t h a t  i s  more b a f f l in g  and un­
know able, i t  may b e , than  th o se  n e a re r  w orlds in  
which a re  th e  kingdoms o f p o e try  and a r t  and 
dram a, because in  i t  one b re a th e s  a  r a r e r  q u a l i ty  
o f  s p i r i t u a l  a i r :  because i t  i s  a  l i t t l e  c lo s e r  to  
t h a t  i n v i s ib l e  w orld  of w hich , s a id  S i r  Thomas 
Browne, " th i s  v i s i b l e  world i s  b u t a p ic tu r e  . . .  
w h e re in , a s  in  a  p o r t r a i t ,  th in g s  a re  n o t  t r u l y  
[ s ic ]  b u t  i n  e q u iv o c a l s h a p es , and as th ey  c o u n te r ­
f e i t  some more r e a l  su b stan ce  in  th a t  i n v is ib l e  
f a b r i c .

The v i s io n  o f  a more p e r f e c t ,  i n v i s ib l e ,  P la to n ic  w orld was n o t a 

f u g i t i v e  one in  G ilm an 's  th o u g h t. In  1929 he r e i t e r a t e d  h is  c o n v ic tio n  

ab o u t th e  r o le  o f  m usic i n  h e lp in g  us approach  " th e  e s s e n c e s ."

The m usic-m aker knows u n c o n sc io u s ly , a s  P la to  
knew c o n s c io u s ly , t h a t  beyond th e  phenomenal w orld 
i s  a  r e a l  w orld — we may c a l l  i t  " id e a l"  i f  we 
p r e f e r  — in  which e x i s t  " th e  e te r n a l  a rc h e ty p es  
o f  th o se  q u a l i t i e s  whose in te r p la y  co v e rs  and con­
s t i t u t e s  th e  ran g e  of our human e x p e rie n c e . I t  i s  
in d eed  th e  u l t im a te  source o f  a l l  b eau ty  and th e  
u l t im a te  o b je c t  o f  a l l  a r t . "

Th is i s  th e  w orld o f th e  K an tian  "noum enal", o f 
" th e  th in g  in  i t s e l f " ,  t ra n sp o sed  to th e  c r e a t iv e  
p la n e  o f th o se  a r t i s t s  who a re  a ls o  s e e r s .  For 
m usic , a lo n e  among th e  a r t s ,  can d ea l w ith  th o se

^Gilm an, "M usical t a s t e , "  pp . 4 -5 . Gilman o f f e r s  no p ro o f of h i s  
s ta te m e n t abou t l i t e r a r y  c r i t i c i s m .  There can be no d o u b t, however, t h a t  
th e  l i t e r a r y  p r a c t i t i o n e r s  had a  f a r  s tro n g e r  t r a d i t i o n  upon which to  
draw .

9I b i d . , p . 8.
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e ssen ces  of which even id e a s  and co n cep ts  a re  p ro ­
j e c t i o n s .  We e n te r  h e re  th e  in n erm o st s e c r e t  
p la c e  o f  the  dream ing m ind, th e  p la c e  where dw ell 
th e  Im m ortals: t h i s  i s  th e  Holy of H o lies  o f  a l l  
l o v e l in e s s .

Gilman b e lie v e d  th a t  o n ly  g r e a t  composers could le a d  us t h e r e .H  I t  was 

th e  c r i t i c ' s  jo b  to  fo llo w  as b e s t  he co u ld , no easy  t a s k .  Having ob­

se rv ed  t h a t  th e re  were no f ix e d  s ta n d a rd s  of m u sica l t a s t e ,  he  a ls o  con­

c lu d ed  th a t  m ost o f  th e  q u a l i t i e s  commonly tho u g h t to  in h e re  in  music, 

l a y  o u ts id e  th e  w orks, in s te a d :

We a re  a l l  too l i k e l y  to  fo rg e t  t h a t  c r i t i c i s m ,  
even a t  i t s  g r e a t e s t  and b e s t ,  i t s  m ost l e a r n e d ,  
p e n e tr a t in g ,  and p ro fo u n d , i s  e s s e n t i a l l y  a  m a tte r  
of j u s t  w hichever you p le a s e .  . . .  As we have 
v e n tu re d  to o b se rv e  b e fo re  i n  t h i s  p la c e ,  th e r e  
a re  no such th in g s  a s  b e a u ty  and u g l in e s s .  N e ith e r  
beau ty  n o r  u g l in e s s ,  d u l ln e s s  n o r e x p re s s iv e n e ss ,, 
i s  a v a lu e  in h e re n t  in  th e  o b je c t .  . . .  I t  i s  
c o n v e n ie n t to  say th a t  th e r e  i s ,  f o r  i t  sa v es  tim e , 
i t  i s  a  s o r t  o f c r i t i c a l  sh o rth a n d . . . .  In  th e  
fac e  o f  a l l  t h i s ,  i s  i t  n o t somewhat u n r e a l i s t i c  
to  go on ta lk in g  o f  a b s o lu te  s ta n d a rd s  in  th e  ap­
p r a i s a l  o f  m u sica l v a lu e s  a s  i f  th e re  r e a l l y  were 
such th in g s  —  ex cep t w i th in  th e  n a rro w es t l im i t a ­
tio n s ?  I s  i t  n o t f o o l i s h  to  p re te n d  th a t  th e r e  i s  
any such th in g  as an im persona l judgment in  
a e s th e t i c  m a tte rs  ?12

T h is  l e d ,  how ever, to  a  s ta te m e n t o f  th e  in d is p e n s a b i l i t y  o f  th e  c r i t i c :

The b e l i e f  th a t  you can g e t  a t  th e  a r t i s t  ex ­
c ep t th rough  th e  c r i t i c ,  w ith  h i s  v i r t u e s  o r  h i s  
l im i t a t i o n s  th ic k  upon him , i s ,  u n fo r tu n a te ly ,  a 
d e lu s io n .  For i f  th e  c r i t i c  i s  n o t  A ld r ic h , o r  
Hale o r Runciman o r  Newman o r Huneker o r K re h b ie l ,  
he i s  q u i te  l i k e l y  to  b e  y o u r s e l f .13

lOLawrence Gilm an, M usic and th e  c u l t i v a t e d  man (New York: Rudge, 
1 9 2 9 ), pp . 1 5 -16 .

H l b i d . , p . 16.

12T rib u n e , 4 F eb ru ary  1929.

13i b id .
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T his sh o u ld  n o t be d i s t r e s s i n g ,  f o r  th e  c r e a t iv e  c r i t i c  " i s  in s p i r e d  

. . .  a s  one p o e t i s  in s p ir e d  by a n o th e r .  This d i s t in g u is h e s  him from 

th e  m ere s c h o la r  and e x p o s ito r ,  who does u s e fu l  work o f  an  i n f e r io r  

o rd e r ;  [ ! ]  and i t  d isp o se s  o f  th e  o ld  s n e e r  a g a in s t  c r i t i c s . "  For th e  

c r i t i c ,  i f  b o th  a r t i s t  and p h i lo s o p h e r ,  may a ls o

. . . co n n ect th e  s in g le  w ork, th e  s in g le  a r t ,  
w ith  l i f e ,  in te rm e sh in g  i t  w ith  a l l  l i f e ' s  n e rv e s  
and s inew s. . . .  He may be b e t t e r  th an  i n f a l l i b l e ;  
he  may be r e v e a l in g ,  p ro v o c a tiv e , d e l i g h t f u l ,  and 
so have j u s t i f i e d  p erh ap s ( i f  Grace be g iv en  h im ), 
h i s  l i t t l e  term  on e a r t h . 14

The c r i t i c  s ta te d  h i s  v iew  o f  c r i t i c i s m  a t  le n g th  d u rin g  h i s  f i r s t  

season  a t  th e  T rib u n e . Only G ilm an, th e  ro m a n tic - in -A th e n ia n -c lo th in g ,  

would have th o u g h t to  fram e a column on c r i t i c i s m  in  a  New York news­

pap er i n  th e  form o f a d ia lo g u e  betw een " C r i t i c u s "  and " S o c r a te s ,"  h e ld

i n  th e  p ress-ro o m  o f th e  tem ple  o f  A p o l lo .^

S o c ra te s : We ag reed  th a t  a lth o u g h  th e re  i s
c e r t a in ly  no d is g ra c e  in  th e  f a c t  t h a t  a man i s
a composer o f  m usic (though many s ta te sm en  and 
men o f  a f f a i r s  deem i t  a  womanish p u r s u i t ) , th e re  
may, however, be d isg ra c e  i n  composing n o t w e ll 
b u t b a d ly .

C r i t i c u s :  That i s  t r u e .

S o c ra te s :  And what i s  " w e ll"  and what i s  "b ad ly ?"

C r i t i c u s :  Newmanides [E rn e s t  Newman, c r i t i c  f o r  
th e  London Times] s a id  th e  o th e r  day th a t  th e  com­
p o se r . . . can l e a r n  much from th e  c r i t i c .  . . .
[The l a t t e r ]  b e in g  a s  a  r u le  an o ld e r  man, whose 
b u s in e ss  i t  has been  fo r  many y e a rs  to  s tu d y  m u sic , 
h i s  o u tlo o k  i s  w ider th an  th a t  o f th e  young composer.
. . . C r i t ic is m  i s  o f te n  blamed u n ju s t ly  f o r  b e in g  
"m erely  n e g a t iv e ."  . . .  A c r i t i c  cannot a l t e r  a

l^ T r ib u n e , 4 F eb ru ary  1929. 

T r ib u n e , 2 March 1924.
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young com p o ser's  way o f  lo o k in g  a t  l i f e ,  b u t  he 
can p o in t  o u t to  him th a t  he i s  do ing  som ething  
o r  o th e r  t h a t  th e  whole h i s t o r y  of m usic shows to  
be f a t a l  to  th e  doer o f  i t ,  o r  t e l l  o f some a l i ­
ment la c k in g  t h a t  could make th e  m usic s t r o n g e r .
He sa id  t h a t  no c r i t i c  c o u ld  "encourage" m usic 
b e t t e r  th a n  by th e  f r e e s t  and f r a n k e s t  c r i t i c i s m  
o f  i t .

S o c ra te s :  Yes, th e re  i s  much t r u t h  in  t h a t .  But
I  should  l i k e  to  know i f  you have th e  same f e e l in g  
th a t  I  have ab o u t th e  t ru e  fu n c tio n  o f  th e  c r i t i c .
To me i t  seems t h a t  th e re  i s  some c o n fu s io n  h e re .
Would you say  t h a t  i t  i s  any p a r t  o f  th e  b u s in e s s  
of th e  c r i t i c  to  tea c h  th e  composer h is  t ra d e ?

C r i t i c u s :  When you p u t  i t  t h a t  way, o f c o u rse  I
m ust answ er, No.

S o c ra te s :  . . . Has i t  n o t  sometimes o c c u rre d  to
you . . . t h a t  th e  c r i t i c  and th e  a r t i s t  a re  oppo­
n e n ts  whose d i f f e r e n c e s  can nev e r be re c o n c i le d ?
They are  o p p o n en ts  becau se  th ey  a r e ,  in  r e a l i t y ,  
r i v a l s .  . . .  To view  th e  c r i t i c  a s  th e  " i n t e r ­
p r e t e r "  o f  th e  a r t i s t ,  o r  h is  p ro m o te r, o r  h i s  ju d g e , 
i s  to  m isu n d e rs tan d  th e  c r i t i c ' s  r e a l  s t a t u s .  The 
c r i t i c ,  i f  he i s  w orth h i s  s a l t ,  i s  an a r t i s t  in  
h i s  own r i g h t .  He d i f f e r s  from o th e r  a r t i s t s  o n ly  
i n  t h a t  he  o f te n  ta k e s  as h is  s u b je c t  some p re ­
e x is t in g  work o r  w orks of a r t .  . . .

C r i t i c u s :  . . . Moving i n  h i s  own p la n e  o f
f e e l in g  and e x p e r ie n c e  he may p roduce a th in g  p e r­
s u a siv e  th ro u g h  i t s  own b eau ty  and i n t e n s i t y ,  y e t 
s teep ed  i n  th e  e s s e n t i a l  em otion  o f  i t s  s u b je c t .
. . . B ut i s  n o t  the c r i t i c  i n  such a c a se  m erely  
a s s e s s in g ,  i n t e r p r e t i n g ,  o r  r e s t a t i n g  w hat th e  
o r ig in a l  a r t i s t  h as  e x p re s se d  a lr e a d y  . . . ?

S o c ra te s :  But th e  c r i t i c  w i l l  n ev e r do p r e c i s e ly
t h a t .  H is a r t  i s  s e l e c t i v e ,  j u s t  as th e  p a i n t e r 's  
i s .  . . .

G ilm an 's  b e l i e f  i n  th e  c r e a t iv e  n a tu re  o f  c r i t i c i s m  was sh a re d  by

one o th e r  New York c r i t i c ,  P au l R o sen fe ld . Though t h e i r  s ty le s  were

v e ry  d i f f e r e n t ,  both men m ost adm ired th e  c r e a t iv e  a c t  and th e  c r e a t iv e

^ T r ib u n e , 2 March 1924.
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a r t i s t ,  an e s s e n t i a l l y  ro m an tic  b ia s  in  a p rag m atic  ag e . Like a l l  the  

men in  t h i s  s tu d y , ex cep t Kenneth B urke, th ey  w ere " e m o t io n a l is t s ."  

W hether th e  c r i t i c s  in  th e  group b e lie v e d  th e  e s s e n t ia l  e x p re s s io n  to  be 

p re s e n t  in  th e  composer, to  be co n ta in e d  i n  th e  m usic , o r to  be induced 

i n  th e  l i s t e n e r  was n o t th e  c ru c ia l  i s s u e .  T h e irs  was a n in e te e n th  

c e n tu ry  ro m an tic  a e s t h e t i c  and th ey  e v a lu a te d  m usic i n  term s of em otion. 

Gilman and R o sen feld  a c c e p te d , i n  a d d i t io n ,  a  v iew  o f th e  a r t i s t  as hero 

t h a t  s la n te d  t h e i r  c r i t i c i s m  in  c h a r a c t e r i s t i c  w ays. F i r s t ,  o r ig i n a l i t y  

i n  an a r t i s t  was h a b i tu a l ly  p r a i s e d .  C o n v ersely , m usic which th e  

c r i t i c s  found d e r iv a t iv e  was s e v e re ly  c a s t i g a t e d .  I t  fo llow ed  th a t  th e  

a u d ie n c e , ^  seek in g  th e  s e c u r i ty  o f f a m i l i a r i t y  in  i t s  new m u sica l 

e x p e r ie n c e s ,  was commonly th e  b u t t  o f  c r i t i c a l  re p ro a c h .

Hear G ilm an, f o r  exam ple, on A lfred o  C a se lla * s  A n o t te  a l t a ;

Nothing more p o ig n an t, more s in c e r e ,  more 
d eep ly  p o e t ic a l  has come o u t o f  I t a l y  i n  our 
t im e . The idiom  employed i s  n o t e a s i l y  e n te r ­
ta in e d  by e a rs  accustom ed to  th e  co m fo rtab ly  
b o u rg eo is  ways o f S ignor P u c c in i’ s Muse. . . .

C a s e lla  w as, f o r  him , "an a r t i s t  o f  e x tr a o rd in a ry  s u b t le ty  and s o b r i e ty ."

L ike a l l  o r ig in a l  a r t i s t s ,  he w r i te s  to  p le a se  
h im s e lf .  He i s ,  we fa n c y , s in c e r e ly  and amusedly 
i n d i f f e r e n t  to  i t s  contem porary  r e c e p t io n  — f o r  
he i s  humorous and w ise . . . .  He can w a i t.
That la z y  m oron, das Publikum , — as Wagner used 
c ontem ptuously  to  c a l l  i t .  — may y e t ,  and sooner 
th an  we th in k ,  come ru n n in g  a f t e r  C a s e lla  and 
h i s  k in d , b r e a th le s s  and f l o r i d ,  b u t  o f course  
no w ise r  th an  b e fo re ;  s in c e  th e  poor c r e t i n  l e a rn s  
n o t ,  n e i t h e r  does i t  f o r g e t ;  hav ing  p r o f i te d  n o th ­
ing  w hatever from i t s  e x p e rie n ce s  w ith  B eethoven,

17por Gilman and R o sen fe ld , t h i s  au d ien ce  in c lu d e d  th e  c o n se rv a tiv e  
c r i t i c s .  Gilman was th e  o n ly  New York m usic c r i t i c  whom R osenfeld  ad­
m ire d . Gilman was in v i te d  to  w r i te  f o r  th e  D ia l when R osenfeld  l e f t ,  
b u t  d e c lin e d .
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Wagner, S t r a u s s ,  Debussy, D 'In d y , and o th e r  
once annoying in n o v a to r s .  Who would be so sim ple 
a s to  ex p e c t i t  to  re p e n t? 1 8

Gilman assumed t h a t  a  p a r t  of h i s  c r i t i c a l  fu n c tio n  was to  guard 

th e  honor of th e  m u sic a l a r t .  In  1920, a conducto r a t  th e  M e tro p o litan  

O p era , A lb e r t  W olff, u s in g  th e  te x t  o f  M a e te r l in c k ’ s B lu e b ird  (which 

Gilman g r e a t ly  ad m ired ), composed an o p e ra  th a t  lea n e d  h e a v ily  on 

Debussy (whose works Gilman c o n s is te n t ly  championed). C r i t i c a l  r e t r i b u ­

t io n  was q u ick  and d e v a s ta t in g .

Mr. W olff has taken  an e x q u is i te  and d i s ­
t in g u ish e d  and v e ry  b e a u t i f u l  p lay  and h as  en­
cumbered i t  w ith  m usic t h a t  i s  f e e b le  and d u l l  
when i t  i s  h i s  own, and d e r iv a t iv e  when i t  has 
s t r e n g th  and c h a ra c te r .  . . .

I f  Mr. W olff i s  so s tu p id  o r so f o r g e t f u l  t h a t  
he  does n o t  know when he i s  u t t e r in g  the th o u g h ts  
o f  a  man whose m usic he has in t im a te ly  s tu d ie d  and 
in te r p r e t e d  as a  c o n d u c to r, he ought to a ro u se  him­
s e l f  and l e a r n  to  speak h i s  own th o u g h ts , i f  he 
h as an y . I f  he i s  know ingly u s in g  th e  id e a s  o f  
a  dead g e n iu s , i t  i s  tim e he was c a lle d  to  account 
f o r  i t . ™

G ilman v a lu ed  h ig h ly  th e  o r i g i n a l i t y  o f such composers as Verese 

and R u g g les . As F in ck  had n o te d , fo r  th e  tim e b e in g  he was th e  " f r ie n d "

of th e  f u t u r i s t s .  "H earing  V a re s e 's  Hyperprism  you remember only
\  20 

V a re se . T hat i s  so m eth in g . . . . "  Convinced th a t  i t  owed n o th in g  to

a nyone , t h a t  i t  was " s e lf - s p r u n g  and i n d iv id u a l ,"  Gilman c a l le d  i t

ISLawrence G ilm an, "M usic of the  month: a  to n e -p o e t from I t a l y , "  
N orth  Am erican Review 215 (F ebruary  1922): 272. Gilman s to o d  by th i s  
e v a lu a t io n  o f  th e  g e n e ra l  au d ien ce . The e x c e rp t above was r e p r in te d  
v e rb a tim  i n  th e  T rib u n e , 18 October 1925.

^^Lawrence G ilm an, "M usic o f th e  month: an o p e ra t ic  b lu e b i r d ,"  
N orth  Am erican Review 211 (F ebruary  1920): 273-79. Gilman went so 
f a r  a s  to  g iv e  s p e c i f ic  in s ta n c e s  of p la g ia r is m .

2 0 T rib u n e , 17 December 1924.
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" lo n e ly ,  in com parab le  and u n iq u e ,"  though he ad m itted  he d id  n o t  u n d er­

s ta n d  i t .

And th e re  i s  no doubt a r e a s o n ; fo r  i t  has 
been s a id  t h a t  one cannot u n d e rs ta n d  w hat one 
does n o t lo v e ;  and we have n o t  y e t  le a rn e d  to  
lo v e  Mr. V a re s e 's  "H yperp rism ,"  though we have 
h ea rd  i t  tw ice  and have sp e n t h o u rs  i n  s i l e n t  
communings w ith  th e  p r in te d  s c o re .  . . .  I t  i s  
a  jo y o u s , h e a l th y ,  in v ig o ra t in g  m u s ic — a r io to u s  
and z e s t f u l  p lay in g  w ith  t im b re s , rhy thm s, so­
n o r i t i e s .  21

By c o n t r a s t ,  he com plained o f  S t ra v in s k y 's  p iano  c o n c e r to , t h a t  th e  slow  

movement w a s n 't  pu re  Bach, n a tu r a l l y ,  and w a s n 't  pure S tra v in s k y . I t  

was "m ere ly  am ateur to n a l  B u r b a n k in g ."22 Such m usic , t h a t  was a m ix tu re  

o f  o ld  m a s te rs ,  j a z z ,  and n o t enough S tra v in sk y  " la c k s  i n t e g r i t y  o f  

c h a ra c te r .  I t  l a c k s  e s s e n t ia l  o r ig i n a l i t y .  I t  i s  som etim es e n t e r t a i n ­

in g ,  sometim es charm ing i n  a co n v en tio n a l way; o c c a s io n a lly  i t  i s  m ere ly  

d u l l . " 23

W ith in  a m onth, th e re  were perform ances of new co m p o s itio n s  by 

Schonberg and V arese  t h a t  c a lle d  up a summation from G ilm an .2^ U nlike 

S chonberg , he found V arese  to  have "broken co m p le te ly  w ith  th e  m u sica l 

p a s t . "  S ch o n b erg 's  Serenade reminded him of a v a r i e ty  o f m u sic a l 

" w r a ith s ,"  such as Wagner, Brahms, Schumann, S tra v in s k y . I t  was

. . . f e e b le ,  te d io u s ,  i n f e r t i l e  and fu n d a ­
m en ta lly  d e r iv a t iv e .  I t  i s  f a r  and away th e

2^ T rib u n e , 17 December 1924.

22T rib u n e , 6 F eb ru ary  1925. Luther Burbank (1849-1926) d eveloped  
many new p la n t  sp e c ie s  by th e  p ro ce ss  of g r a f t in g .

2 3 ib id .

^ I n t e r n a t i o n a l  Composers' G u ild . T r ib u n e , 2 March 1925.
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w eakest th in g  we have h ea rd  o f  h i s .  . . . some­
tim e s  t h i s  m usic i s  a lm o st su g a ry , in  th e  w o rs t 
m anner o f  T eu to n ic  rom antic ism  from  which Schoen­
b e rg  r e a l l y  s p r in g s , though he s tr u g g le s  in  p e r ­
p e tu a l  agony to  disown i t . 2^

V arese*s I n te g r a l e s  (which T ay lo r found to  be s im ila r  to  o th e r  V a r lse

p ie c e s ,  "a  s o r t  o f  s tu d y  i n  n o i s e s " ) ^  was f o r  Gilman " th e  only m usic

on th e  program  th a t  s to o d  s q u a re ly  and s o l i d ly  on i t s  own f e e t . "

O r i g in a l i t y ,  to  be s u re ,  i s  n o t  th e  g o a l o f  
m u sic . Yet i t  i s  som ething to  be a b le  to  ev o lv e  
m usic t h a t  pays t r i b u t e  to  no man, t h a t  i s  w i l l in g  
to  go p ro u d ly  to  th e  d e v il  in  i t s  own way, i f  i t  
m u s t .2 ?

C h a r a c t e r i s t i c a l l y ,  though Gilman found i t  an uneven ach iev em en t, some 

o f which l e f t  him  " g ro p in g ,"  he re fu s e d  to  la y  th e  blame w ith  th e  m usic .

A gain , Gilman had te c h n ic a l  rea so n s  to d i s l i k e  G ersh w in 's  new works 

employing th e  j a z z  idiom  (o f th e  Rhapsody i n  Blue he s a id  th e  tu n es  were 

" t r i t e  and f e e b l e , "  th e  harm onic t re a tm e n t was " s e n tim e n ta l  and v a p i d " ) .  

His c h ie f  d isa p p o in tm e n t i n  Gershwin, how ever, l a y  in  th e  f a c t  t h a t  he

. . .  to h ea r a young Am erican composer 
t a lk in g  c o n f id e n tly ,  b ra v e ly ,  i r r e p r e s s iv e l y ,  of 
h im s e lf .  In s te a d  we h e a rd  a f a c i l e  and a n x io u s ly  
co n fo rm is t you th  ta lk in g  th e  s t a l e  p l a t i tu d e s  of 
th e  symphonic c o n c e r t  h a l l  — r e t a i l i n g  ex h au sted  
c l i c h e s  which w ere none too  f r e s h  when Rachm aninoff 
used  them .2 9

2 5 T rib u n e , 2 March 1925.

26W orld, 3 March 1925.

2 ?T rib u n e , 2 March 1925.

28T rib u n e , 13 F eb ru ary  1924.

2 ^ T rib u n e , 4 December 1924. A f te r  th e  perfo rm ance of G ershw in 's  
C oncerto  in  F .
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For th e  c r i t i c s ,  Gilman fram ed i t  a n o th e r  way:

So i t  m ight a lm o st be s ta t e d  a s  a c r i t i c a l  
axiom th a t  you may rec o g n iz e  a  work w hich has 
th e  seed  o f  l i f e  in  i t  by th e  b i t t e r n e s s  i t  p re ­
c i p i t a t e s ;  and th a t  a  work which i s  h a i l e d  upon 
i t s  ap p earan ce  as  a  m a s te rp ie c e  i s  p ro b ab ly  some­
th in g  e l s e .  The new work o f  a  r e b e l l i o u s  gen iu s  
w i l l  always t a s t e  b i t t e r  in  th e  mouth o f  a l l  save 
a few . I f  i t  d oes n o t — i f  i t s  f la v o r  d e l ig h t s  
th e  p a la te  a t  once — l e t  th e  h e e d fu l  b ew are.

In  l i s t e n i n g ,  one shou ld

. . . f o rg e t  th e  absurd  d ic tu m  of R ousseau , 
th a t  "Music i s  th e  a r t  o f  com bining sounds in  
a manner a g re e a b le  to  th e  e a r . "  Whose e a r?
Our answer would be : " th e  com poser’s . "  H is 
a lo n e .

F o r , " a r t  i s  on ly  th e  p a th  o f  a  c r e a to r  to  h i s  vjork."^®

By th e  end o f  1925, Gilman was b eg in n in g  to  f e a r  f o r  the  f u tu r e  o f  

th e  f u t u r i s t s  in  g e n e ra l .  A f te r  a c o n c e r t  by th e  League o f  Composers 

(November 28, 1925), he bemoaned th e  "now a n c ie n t  and m ildewed" fo rm u la  

of super-im posed  k e y s , the  v e ry  p o ly to n a l i ty  he  had been  p a t i e n t l y  ex­

p la in in g  a  few s h o r t  y e a rs  b e fo re .  The t r i c k  had become too e a sy , too

t r a n s p a r e n t ,  though p o 'ly to n a li ty  and a to n a l i t y  had , a d m it te d ly ,  been 

u s e fu l  d e v ic e s .

L ike  every  o th e r  m u sica l fo rm u la , from  consecu­
t iv e  t h i r d s  to  muted tru m p e ts ,  th ey  m ust be blown 
in to  flam e by th e  b re a th  o f  a c r e a t iv e  a r t i s t  who 
h a s , by some m ira c le  t h a t  w i l l  f o re v e r  rem ain  mys­
t e r i o u s ,  se en  th e  phantoms of l i f e  and b e a u ty  
th ro u g h  new e y e s , and can n o t r e s t  u n t i l  he has
k in d le d  h i s  own f i r e s  on th e  a l t a r s  of th e  d e a d .31

3 0 x rib u n e , 20 Jan u ary  1924. 

31T rib u n e , 30 November 1925.
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Six weeks l a t e r ,  he co n tem p la ted  th e  sad f a c t  t h a t  th e  E rn e s t Bloch of 

th e  C oncerto  g ro sso  seemed to  be fo llo w in g  th e  Ig o r S tra v in sk y  of the  

O ctuor down th e  n e o - c l a s s i c a l  d r a in .

What i s  th e  m a tte r  w ith  E rn e st Bloch? The Bloch 
we used to  know . . . was a man o f  s in g u la r  g e n iu s , 
th e  m as te r  o f  a k in d  of to n a l  speech  u n p a ra l le le d  
in  contem porary m usic fo r  i n te n s i t y  and savage 
pow er, f o r  i t s  b len d  o f  a u s te r i t y  and sen su o u s­
n e s s ,  f o r  i t s  com ple te , u n c h a lle n g ea b le  in d iv id u ­
a l i t y .  . . . T his was the Bloch o f  more th an  a 
decade ago.

Remarking t h a t  now one l i s t e n s  q u i te  com fortab ly  to  such works as th e  

Concerto g ro s s o , he c o n tin u e d :

But one does n o t  e x p e c t o r  d e s ir e  to  l i s t e n  com­
f o r t a b ly  to  E rn e s t  Bloch. That e x p e rie n c e  i s  n o t 
in  th e  im p lie d  bond. I f  we must have th e se  im i ta ­
t io n  a n tiq u e s ,  th e se  m odernized c o n c e r t i  g r o s s i  and 
p a r t i t a s  a f t e r  1 8 th  c e n tu ry  m odels, th e s e  p l a s t e r  
re p ro d u c tio n s  o f  Handel and C o r e ll i  and Bach and 
V iv a ld i ,  our p le a  i s  t h a t  someone e l s e — S tra v in sk y , 
f o r  ex am p le— be g ran te d  a  monopoly o f th e  p ro d u ct.
Bloch i s  g ea red  f o r  more arduous and e x c i t in g  occu­
p a t io n s .

S u re ly  Bloch i s  n o t t ry in g  to q u a l i f y  f o r  mem­
b e rs h ip  in  t h a t  m elancholy  s o c ie ty  o f  which S tra ­
v in sk y  and R ichard  S tra u ss  a re  such prom inent 
members — th a t  s o c ie ty  whose s i n i s t e r  i n i t i a l s  
a re  S .O .F .G .?

I t  i s  n o t  n e c e s s a ry , no r would i t  be q u i te  k in d  
to  be more s p e c i f i c .  Old f r ie n d s  o f  th e  members 
w i l l  know what s o c ie ty  we mean [S o c ie ty  o f  Former 
G en iuses?] . 32

Almost e x a c t ly  a y e a r  b e fo re  he  had v en ted  h is  e x a sp e ra tio n  a t  S t ra v in s k y 's  

O c tu o r:

I t  i s  s p a re ,  c o ld , bon e-d ry  m usic , a lm ost de­
f i a n t l y  c e re b r a l ;  m usic which o s te n t a t i o u s ly  r e ­
j e c t s  a l l  sen su o u sn ess  o f  t e x tu re  . . . which 
d is d a in s  em otion as som ething w eakening and un­
c le a n ;  which f la u n t s  i t s  a r i d i t i e s  as a  l i g h t  
woman f la u n t s  h e r  charm s.

32Tribune, 11 January 1926.
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I t  i s  a  d re a ry  l i t t l e  p ie c e ,  im a g in a tiv e ly  
s t e r i l e ,  f e e b le  in  in v e n tio n  and o f a  p e c u l i a r ,  
o p p re s s iv e  d u lln e s s  even in  i t s  "tempo g iu s to "  
f i n a l e .  I t s  c o u n te rp o in t  i s  n o t  so much rec k ­
l e s s  as u n re s o u rc e fu l ;  and th e  whole work has 
an  a s to u n d in g ly  i n f a n t i l e  c h a ra c te r ,  a vacuous
n a iv e t e .^ 3

I t  seemed in c r e d ib l e  t h a t  t h i s  work was from th e  composer o f  th e  S a c re . 

What, i n  s h o r t ,  had happened to  S tra v in sk y ?  Only a  y ea r b e fo r e ,  Gilman 

had w r i t t e n :

I t  i s  n o t  easy  to  be co o l i n  the  p resen ce  of 
"Le sa c re  du p rin te m p s"  o r  to  a p p ra is e  i t  a f t e r ­
ward w ith  th e  detachm ent t h a t  one can u s u a lly  
b r in g  to  th e  c o n s id e ra t io n  o f  an  u n fa m ilia r  work.
I t  i s  th e  most e x c i t in g  m usic t h a t  we have ev er
h e a r d .34

By th e  end o f  th e  1923-1924 se aso n , th e re  had been f i f t e e n  more p e r f o r ­

mances o f works by S tra v in s k y  in  New York th an  d u rin g  the  p rev io u s

se a so n . Each new p ie c e  was somehow p ro b le m atic  in  i t s  a p p a ren t in d e ­

pendence from  i t s  s i b l i n g s .  One p r o v is io n a l  s o lu t io n  to  th e  quandary

was proposed  by Gilman, who su g g ested  b o ld ly  t h a t  " th e re  i s  r e a l l y  no

such composer a s  S tra v in s k y ."

As an e n t i t y ,  co h e ren t a rd  re c o g n iz a b le , he
does n o t e x i s t .  There i s  a  c o l lo c a t io n  o f  m usic
m akers which goes under th e  t ra d e  name of " S tra ­
v in s k y ,"  and f o r  co n v en ien ce , one u ses  t h a t  name 
a s  a s ig n  and s ig n a l .  But i t  r e l a t e s  to  no con­
s i s t e n t  m u sica l p e r s o n a l i ty ,  i n  the  se n se  th a t  
"D ebussy" means Debussy, and " S tra u s s "  means 
S t r a u s s .  . . .  I t  alm ost seems as i f  S tra v in sk y  
had  de te rm in ed  to  t r y  e v e ry th in g  o n c e .35

33xrib une , 26 January 1925. 

3 4xribune, 1 February 1924. 

35Tribune, 9 January 1925.
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S tra v in s k y  and Bloch d id  n o t  p ro v id e  th e  o n ly  d isa p p o in tm e n ts . By 

1926, even R uggles was becoming tam er, f o r  G ilm an, who f a r  p r e f e r r e d  

th e  " a s t r in g e n t  manner" in  Men and m ountains th e  y e a r  b e fo re . He 

l i s te n e d  to  enough of th e  I n te r n a t io n a l  G u i ld 's  program  to  r a i s e  th e  

" . . .  h o r r id  and p e r tu rb in g  q u e s tio n :  has th e  G uild s e t  fo o t  upon th e  

p rim ro se  p a th  o f  d a l l i a n c e  w ith  th e  euphonious? L et us have some new 

music by V arese t h a t  o u r su sp ic io n s  may be a llay ed !"3 &

Gilman was in c r e a s in g ly  d isen ch an ted  w ith  new m usic: w ith  th e

O rn s te in  P iano  c o n c e r to , whieh he found d e r i v a t i v e ; ^  w ith  H in d em ith 's  

chamber m usic , a g a in s t  w hich the  c r i t i c  dec id ed  to  back S trav in sk y 's ;® ®  

w ith  K am insky 's C oncerto g ro ss o , t h a t  p ro v id ed  a n o th e r  o p p o r tu n ity  to  

d e p lo re  th e  "back  to  Bach" movement;®9 w ith  S ib e l iu s '  T a p io la , in  which 

th e  composer had f i n a l l y  gone "over th e  b r in k  o f b a n a l i t y . " ^  Even 

Schonberg — to  some of whose works Gilman had h a p p ily  become more p o s i ­

t i v e l y  a ttu n e d  (P i e r r o t  l u n a i r e , f o r  example, had been re p e a ted  w ith  

n o ta b le  a m e lio ra tio n , f o r  th e  c r i t i c ,  o f the  shock ing  a c e rb i ty )  — even 

Schonberg had th en  inco m p reh en sib ly  produced a  work l ik e  th e  S e ren a d e . 

Of P i e r r o t  lu n a i r e  he  c o u ld  say :

36 'jr ib u n e , 25 Jan u ary  1926.

37 x r ib u n e , 1 F eb ru ary  1924.

38T rib u n e , 30 March 1925.

^ T r i b u n e , 1 5  December 1926. Gilman commented th a t  Bach w a s n 't  
i n te r e s t e d  i n  h i s  fo re b e a r s ,  and would have been p uzzled  by a "back 
to  H ucbald" movement.

^ T r i b u n e , 27 December 1926.
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. . . p erh ap s  i t  i s  m ere ly  t h a t  th e  i n f i n i t e l y
a d ju s ta b le  human e a r  h a s ,  i n  our ca se  a t  l e a s t ,
made i t s  peace w ith  t h i s  m usic . Yet one im pres­
s io n  rem ained f o r  us unchanged: t h a t  o f  th e  mor­
d an t power o f  t h i s  s tra n g e  web o f to n e s ,  i t s  
e x tr a o rd in a ry  e x p re s s iv e n e s s ,  i t s  s w i f t  co n fo rm ity  
to  th e  u t te r a n c e  o f  a  s c o re  of d i f f e r e n t  m oods.41

In  th e  €>nd, i t  seemed t h a t  Gilman could  n o t move beyond th e  s ta n c e  

of th e  e m o t io n a l is t .  He co u ld  a c c e p t  any te c h n ic a l  in n o v a tio n . Only

m usic t h a t  seemed to  him to  la c k  e x p re s s iv e n e ss  was anathem a. W ith th e

a r r i v a l  o f  S t r a v in s k y 's  Oedipus Rex, he r e c a p i tu l a te d  h i s  view  c le a r ly .

I s  a l l  t h i s  e la b o r a te  b a rra g e  of a e s t h e t i c  
ja rg o n  r e s o r te d  to  f o r  th e  sake o f d i s g u is in g  
th e  f a c t  t h a t  S tra v in s k y  does n o t  know where he 
s ta n d s  o r  where he i s  going? Sometimes i t  seems 
so , f o r  no composer i n  th e  h i s to r y  o f  m usic has 
been so v a c i l l a t i n g  and in se c u re  i n  h i s  a e s th e t i c  
o r ie n t a t i o n .  . . .

But f o r tu n a te ly  f o r  th e  peace of com m entators 
and th e  jo y  o f m usic lo v e r s ,  S tra v in sk y  i s  b e t t e r  
than  h i s  d o c t r i n e s .  . . .

His s e t t i n g  o f  th e  tra g e d y  of "Oedipus Rex" i s  
d eep ly  and overw helm ingly  e x p re s s iv e .  At moments 
i t  i s  even  w ild ly  " ro m a n tic "  — as " ro m a n tic "  as 
Wagner o r  R ichard  S tra u s s  a t  th e i r  w o rs t  (o r  b e s t ,  
as you c h o o se ) .

The c lo s e  o f th e  tra g e d y  w as, f o r  Gilman

. . . one o f th e  m ost in su p p o r ta b ly  p ie r c in g  
e f f e c t s  i n  modem  m usic ; and i t  i s  as e s s e n t i a l l y  
"ro m an tic "  as  a n y th in g  in  "Salom e." S tra v in sk y  
has everyw here i n t e n s i f i e d  and h e ig h te n e d  th e  
em otio n al fo rc e  of th e  w ords. . . .

One ru b s  o n e 's  eyes over th e se  b a ld  and obvious 
and o f te n  b an a l h a rm o n ies , th e s e  n in e te e n th  cen­
tu ry  ch ro m atic ism s , th e  o ld -fa sh io n e d  d im in ish ed  
sev en th s  o f  J o c a s t a 's  a r i a ;  and (sh ad es  o f  th e  
d esp ised  and r e j e c te d  W agner!) i s  th e r e  n o t  to  
be found i n  t h i s  sc o re  even th e  sham eless m inor 
n in th  o f  th e  R o m an tic is ts?

^ T r i b u n e , 23 F eb ru ary  1925. This was th e  same perfo rm ance of 
w hich "Newmanides" rem arked th a t  "most p eo p le  who know i t  grow c o ld e r  
tow ard i t  each  tim e th ey  h ea r i t . "  P o s t , 23 F ebruary  1925.
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But i f  th e  aim  of m usic i n  i t s  a l l i a n c e  w ith  a 
d ram a tic  o r  l y r i c a l  s u b je c t  i s  to  be e x p re s s iv e  
(a s  ev e ry o n e , w ith  th e  p o s s ib le  e x c e p tio n  o f  Mr. 
S tra v in s k y ,  would d o u b t le s s  c o n c ed e ), th en  th i s  
G raeco -R u sso -F ran co -L a tin  "Oedipus Rex" i s  triu m ­
p h a n tly ,  in d e c e n t ly  s u c c e s s f u l . 4 2

His famous rev iew  o f  W ebern’ s F iv e  p ie c e s ,  opus 1 0 , was in  th e  same 

v e in .  For him , t h i s  work sym bolized  th e  f l i g h t  from ro m an tic ism . 

Composers had , he  n o te d ,  t i r e d  o f  "T ita n ism "  — o f  "B robdingnagianism " — 

b e fo re  th e  w ar. But norm al a v e rs io n  had

. . .  tu rn e d  in to  a th in g  as abnorm al as th e  
th in g  they  r e v o l te d  a g a in s t .  Not c o n te n t  w ith  
th ro w in g  th e  cosmos d o w n s ta irs  [Z a r a th u s t r a ] , 
th ey  aim , i n  such extrem e c a se s  as t h a t  o f  Webern, 
a t  a p u r s u i t  o f  the  i n f i n i t e s im a l  which may s t r i k e  
th e  u n sy m p a th e tic  as r e s u l t i n g  m ere ly  in  a s o r t  of 
to n a l  g l o r i f i c a t i o n  o f  th e  amoeba.

. . . L ike th e  p ro to z o a , th e y  [ th e  f iv e  p ie c e s ]  
a re  m ic ro sc o p ic , and have no d i s t i n c t  o rg a n s , o r 
o n ly  ru d im e n ta ry  o n es . They a re  a lm o st w ho lly  
s tr ip p e d  o f m elod ic  p a t t e r n ,  o f  harm onic o r  p o ly ­
p hon ic  d e s ig n .

To c a l l  t h i s  m usic " s h o r t - b re a th e d "  i s  to  graze 
th e  h y p e rb o l ic .  H ardly  does i t  b r e a th e  a t  a l l .
. . . Most o f  t h i s  m usic i s  a  s tu d y  i n  to n a l  
w h is p e r in g s .  The in s t ru m e n ta l  v o ic e s  . . . a re  
seldom  r a i s e d  above a p ia n is s im o .

Of th e  fo u r th  p ie c e  ( th e  s h o r t e s t  one o f  a l l ) ,  Gilman s a id :

I t  opens w ith  an a to n a l  so lo  f o r  th e  m andolin ; 
th e  tru m p e t sp e a k s , as  b r i e f l y  and a to n a l ly ,  the 
trom bone d ro p s  a  t e a r f u l  m inor n in th  ( th e  amoeba 
w eep s); th e r e  a re  f a i n t  th ro b b in g s  o f  th e  sn a re  
drum, c e l e s t a ,  m and o lin , a  t r i l l  o f th e  c l a r in e t .
The v i o l i n ,  con so rd in o , u t t e r s  a g h o s tly  w h is ­
p e r  o f  f a r e w e l l ,  " l i k e  a s u s p i r a t i o n , " and th e  
t a l e  i s  t o ld .

Y et t h i s  m u sic , f o r  a l l  i t s  t ig h t - l ip p e d  abne­
g a t io n s  and r e n u n c ia tio n s  and s im p l i f i c a t i o n s ,

4 2 x rib u n e , 9 March 1928. 

^ T r ib u n e , 29 November 1926.
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i t s  s te r n  d isc h a rg in g  of e x p re s s io n a l  baggage, 
i s  a t  bottom  as  ro m an tic  as th e  B lack F o re s t .
. . . And h e re in  l i e s  th e  p a th o s  of Webern. He 
h as  n o t  been c o n te n t ,  o r a b le ,  l ik e  h i s  younger 
co lle a g u e  H indem ith, t o  send rom antic ism  c h e e r f u l ly  
and in e x o ra b ly  to  th e  d e v i l .  . . . Yet t h i s  m u sic , 
so in c o n te s t i b ly  s in c e r e ,  so s e n s i t i z e d ,  so a n x io u s­
ly  a le m b ic a te d , so to u ch in g  in  i t s  p i t i f u l  q u e s tin g , 
reb u k es  th e  j e s t e r ,  f o r  i t  u t t e r s  s e c r e t l y  the  
d e s p a ir  o f a l l  th o se  b e tra y e d  s u p p lia n ts  who have 
been g iv en  s e n s i b i l i t y  in s te a d  o f g e n iu s . ^

One can rea d  rev iew s such a s  th e  above w ith  p le a s u r e ,  f i f t y  y e a rs  l a t e r .  

The p ro se  i s  s t i l l  m oving. Yet th e re  i s  a  j a r r i n g  and n o t q u i te  con­

v in c in g  n o te .  The c r i t i c  i n  h i s  f i n a l  judgm ent has g iven  no re a so n s  fo r  

d i s t in g u i s h in g  betw een " s e n s i b i l i t y "  and " g e n iu s ."  In  f a c t ,  he n ev er 

p rom ised  any . T h is , th e n , i s  th e  weakness ( i f  i t  be a w eakness) of the  

im p r e s s io n is t ic  m ethod: One may sh a re  th e  i n s ig h ts  of th e  c r i t i c  w ith

sym pathy , couched as they  a re  in  warm and b e a u t i f u l  p ro se , b u t  one i s  

u n a b le  to  s h a re  th e  p ro c e ss  by which he reach ed  h is  judgm ents. A 

l i s t e n e r ,  f a m i l ia r  w ith  th e  works th em se lv e s , can applaud  th o se  v e r d i c ts  

w ith  which he a g re e s ,  and adm ire t h e i r  e le g a n t  p re s e n ta t io n .  In  th e  end , 

th o u g h , th e  re a d e r  i s  s u re r  o f  Gilman th an  he i s  o f  Webern. And t h a t ,  

a f t e r  a l l ,  was what C r i t i c u s  was s a y in g , in  h is  d ia lo g u e  w ith  S o c ra te s  

i n  th e  p ress-ro o m .

By th e  end o f 1928, Gilman had s e v e r a l  a p p re n tic e s  a t  th e  T rib u n e ; 

a t  l e a s t  one o f th e s e  a s s i s t a n t s ,  F ra n c is  P e rk in s , was r e c e iv in g  r e g u la r  

b y - l i n e s .  The volume of c o n c e r ts  in  New York had sw elled  to  unm anageable 

p r o p o r t io n s .  Gilman d id  n o t  a tte n d  a v a n t-g a rd e  program s, such as  th e

^ T r i b u n e ,  29 November 1926. I  su g g e s t t h a t  i n  th e  famous p h rase  
o f " th e  amoeba weeps" Gilman was p a ro d y in g  S a t i e 's  "The L o b s te r  Hunt" 
t h a t  co n c lu d es : " th e  l o b s t e r  w eeps."
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C o p lan d -S essio n s s e r i e s  a t  th e  New School f o r  S o c ia l  R esearch  d u r in g  

th e  1928-1929 se aso n . The b r i e f ,  p e rfu n c to ry  n o t ic e s  i n  the  T ribune 

a r e  re m in isc e n t  o f  th e  f i r s t  r e p o r t s  o f th e  I n t e r n a t io n a l  Composers’ 

G u ild , th e  F ranco-A m erican S o c ie ty  (P ro M usica) o r th e  League o f  Com­

p o s e rs  i n  th e  e a r ly  1920s. America had s in c e  caught up w ith  th e  m usica l 

developm ents (m o stly  European) o f th e  f i r s t  decades o f  th e  c e n tu ry .

The I n te r n a t io n a l  Com posers' G uild  had d isb an d ed . New groups w ere 

s p r in g in g  up to  c a r r y  fo rw ard  th e  cause of modernism in  m usic , groups 

w hich by t h e i r  v e ry  names su g g ested  a s h i f t  i n  em phasis: Pan American

S o c ie ty ,  C o p lan d -S essio n s c o n c e r t s .  The a t t e n t i o n  was soon to  fo cu s  on 

A m erican m usic .

G ilm an 's  w r i t in g  in  th e  1920s belongs among th e  Swan songs o f  

im p r e s s io n is t ic  c r i t i c i s m .  The e le g a n t  pen cou ld  n o t  (nor d id i t  wish 

to )  d i s g u is e  the  e s s e n t i a l l y  ro m an tic  b ia s  t h a t  shaped th e  c r i t i c ' s  

e v a lu a t io n s .  N e v e r th e le s s ,  he  was a  p o s i t iv e  a l l y ,  among th e  j o u r n a l i s t s ,  

i n  th e  cau se  of new m u sic . As V i r g i l  Thomson -said of. a n o th e r  c r i t i c  

f i f t y  y e a rs  l a t e r ,  he was .  . . a  good head p la y in g  w ith  good equipm ent 

on a good c o u r t .

45T im es, 27 O ctober 1974. Thomson was r e f e r r i n g  to  Andrew P o r te r ,  
c r i t i c  o f  th e  New Y orker.
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C hapter VI

PAUL ROSENFELD 
(1890-1946)

P a u l R o se n fe ld , o n ly  son  o f  a w e l l- to -d o  German-Jewish fa m ily , was 

b o rn  in  New York in  1890. He was ed u cated  a t  a m i l i t a ry  sch o o l i n  

P oughkeepsie  and a t  Y ale ( c l a s s  o f  1 9 1 2 ). R egular summer ja u n ts  to  

Europe d u r in g  h i s  c o lle g e  y e a rs  expanded h is  a r t i s t i c ,  s o c i a l ,  and i n ­

t e l l e c t u a l  h o r iz o n s . A p o s t-g ra d u a te  y ea r a t  Columbia U n iv e r s i ty 's  

n e w ly -e s ta b l ish e d  School o f  Jo u rn a lism  rounded o u t h is  p r o fe s s io n a l  

t r a i n i n g .  He was unhappy as a new spaper r e p o r t e r ,  however, and re s ig n e d  

h i s  f i r s t  jo b  a f t e r  s ix  m onths. A com fortab le  in h e r i ta n c e  p ro v id ed  th e  

means f o r  such indep en d en t a c t io n .  Even though t h i s  s e c u r i ty  v a n ish e d  in  

a  l a n d s l id e  o f bad in v es tm e n ts  i n  1929, he never re tu rn e d  to  d a i ly  j o u r ­

n a lis m .

In  1916, R o sen fe ld , Van Wyck B rc .c s ,  and Waldo Frank founded The 

sev en  a r t s  m agazine, one o f  th e  f i r s t  forums f o r  American " c u l tu r a l  

n a t io n a l i s m ." 1 T his l i t e r a r y  v e n tu re  proved i l l - t im e d  b ecause o f th e  

war and f a i l e d  w ith in  a  y e a r  f o r  la c k  o f fu n d s. R osenfeld w ro te  as  a 

f r e e - la n c e  c r i t i c  f o r  s e v e ra l  y e a rs  t h e r e a f t e r . 2 H is f i r s t  c o l l e c t i o n  

o f  m usic c r i t i c i s m ,  M usical p o r t r a i t s , had a lre a d y  appeared  when he

1-The m a n ife s to  o f  The seven  a r t s  s ta t e d  t h a t  " . . .  we a re  l iv i n g  
i n  th e  f i r s t  days o f a re n a s c e n t  p e r io d , a tim e which means f o r  Am erica 
th e  b eg in n in g  of t h a t  n a t io n a l  s e lf -c o n s c io u s n e s s  which i s  th e  beg in n in g  
o f  g r e a tn e s s . "

2H is e s sa y s  were p u b lish e d  in  such  p e r io d ic a l s  as The new r e p u b l i c , 
The seven  a r t s , V an ity  f a i r , and A rts  and d e c o ra t io n .
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jo in e d  th e  s t a f f  o f th e  D ia l in  1920.3 He w ro te  the  "M usical c h ro n ic le "  

columns f o r  the  m agazine th ro u g h  the  s p r in g  o f 1927.

R o sen fe ld  l e f t  th e  D ia l t h a t  yea r to  embark on a n o th e r  l i t e r a r y  

p r o je c t ,  t h i s  one w ith  Lewis Mumford, A lfre d  Kreymborg, and ( fo r  1928)

Van Wyck B rooks. The men produced s e v e ra l  l a r g e  compendia o f  new 

American w r i t in g  c a l l e d  The American c a ra v a n . During t h i s  tim e, Rosen­

f e ld  a ls o  b ro u g h t o u t h i s  monograph, An hour w ith  American m u sic . This 

a d d i t io n  to  L ip p in c o t tTs "One h o u r"  s e r i e s  was th e  f i r s t  book on American 

m u sic .^

The c r i t i c ’ s e s sa y s  ap p eared  i n  a  v a r i e ty  o f  p e r io d ic a l s  b e s id e s  th e  

D ia l . ^ They were c o l le c te d  r e g u la r ly  and " r e c o b b le d ,"  a s  he p u t i t ,  f o r  

p u b l ic a t io n  i n  book form .*’ Though he w ro te  on a  wide ran g e  of s u b je c t s ,

3P au l R o se n fe ld , M u sica l p o r t r a i t s  (New York: H a rc o u rt, B race, 1 920). 
The D ia l , which f o s te r e d  th e  m ost p ro g re s s iv e  e lem en ts in  l i t e r a t u r e ,  
p o e tr y ,  and th e  a r t s ,  was a refo rm ed  v e rs io n  o f  th e  c o n s e rv a tiv e  p e r i ­
o d ic a l  o f  th e  same name t h a t  had been p u b lish e d  in  Chicago s in c e  1880.
Moved to  New York i n  1917, i t  a c q u ire d  a  new l i b e r a l  o r ie n t a t i o n  ( l i k e  t h a t  
o f  th e  New r e p u b l i c ) u n d e r th e  gu id an ce  o f S c o f ie ld  Thayer. A f te r  a  second 
r e o r g a n iz a t io n  in  1920, i t  became a m onthly devo ted  to  th e  c r e a t iv e  a r t s .  
The m agazine f a i l e d  i n  th e  s p r in g  o f  1929. A f te r  Lawrence Gilman had 
re s ig n e d  from the N orth  Am erican rev iew  in  1923, the  D ia l was f o r  some 
y e a rs  th e  o n ly  New York p e r io d i c a l  c a rry in g  s e r io u s  m usic c r i t i c i s m .

^P au l R o se n fe ld , An hour w ith  Am erican m usic (New York: L ip p in c o t t ,  
1929). Kreymborg w ro te  th e  volume on Am erican p o e try .  R o se n fe ld ’ s 
book draws on D ia l m a te r ia l  from  the  p e rio d  a f t e r  1925, w ith  r e v i s io n s  
and a d d i t i o n s .

5The new r e p u b l i c , The sev en  a r t s , V an ity  f a i r , A r ts  and d e c o ra t io n , 
Modern m u s ic , S c r ib n e r ’ s ,  The n a t i o n , e t c .

^His c o l l e c t i o n s  t h a t  in c lu d e  m usic  c r i t i c i s m  a r e :  M usical
p o r t r a i t s  0 .9 2 0 ); M usica l c h ro n ic le  (1923); By way o f a r t  (1928); D is­
c o v e r ie s  of a m usic  C r i t i c  C l93 6 ). The term  " r e c o b b le d " a p p e a r s  in  th e
p re fa c e  to  M u sica l c h ro ni c l e  (19 2 3 ).
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h is  im a g in a tio n  d id  n o t  r e q u i r e  th e  s t im u la t io n  o f  re p e a te d  en c o u n te rs  

a b ro a d . A f te r  th e  war he r e tu rn e d  to  Europe on ly  r e l u c t a n t l y . 7 H is 

a r t i s t i c  t a s t e s  were co sm o p o lita n , b u t  h i s  l i f e  s ty l e  was ex trem e ly  

s e d e n ta ry .  Indeed , h i s  o u tlo o k  d id  n o t  change w ith  th e  t im e s . He 

f a i l e d  to  fo llo w  the  s h i f t  in  th e  Am erican i n t e l l e c t u a l  c lim a te  in  th e  

1930s. The decade found him in c r e a s in g ly  d i s i l l u s io n e d ,  i n  i l l  h e a l th ,  

and a  v i r t u a l  r e c lu s e .  New p r o je c ts  th a t  he u n d erto o k  in  h i s  f i n a l  

y e a rs  n e v e r came to  f r u i t i o n .  He d ie d  in  1946, im poverished  and a lo n e .

Paul R osenfeld  was an im p r e s s io n is t ic  c r i t i c  in  th e  Huneker t r a d i ­

t i o n .  He reco g n ized  in  h im se lf  more than  a p a s s in g  k in sh ip  w ith  th e  

"p lay b o y  o f  c r i t i c i s m ." ^  Edmund W ilson re p o r te d  a f t e r  R o s e n fe ld 's  

d e a th :

P au l to ld  me, when I  knew him l a t e r ,  t h a t  th e  
p o in t  when he f e l t  h is  m a tu r ity  was th e  moment 
when he r e a l iz e d  w ith  p r id e  t h a t  he could tu rn  
o u t  as good an a r t i c l e  as Huneker. . . . 9

O th e rs  sp o tte d  R o s e n fe ld 's  a f f i n i t y  f o r  the  approach  o f  th e  e a r l i e r

w r i t e r ,  to o . In  an e s sa y  c a l le d  " R ip o s te  on s t y l e , "  w r i t t e n  in  1926 ,

Jo sep h  W arren Beach commented:

O c c a s io n a l ly  he accom panied f r i e n d s ,  f o r  exam ple, th e  Sherwood 
A ndersons (1921 ) 3 o r A lyse G regory and  L lew elyn Powys (1 9 2 9 ). On th e s e  
e x c u rs io n s  he assumed th e  r o le  o f  t o u r  g u id e . The b io g ra p h ic a l  d a ta  
above i s  based  on the  v a r io u s  e s sa y s  i n  Jerome M e llq u is t  and Lucie 
W iese, e d s . ,  Paul R o se n fe ld : voyager in  th e  a r t s  (New York: C re a tiv e  Age, 
19 4 8 ), e s p e c ia l ly  Edmund W ils o n 's  "P au l R o sen fe ld , th re e  p h a s e s ,"  p p . 3-19.

^The p h rase  i s  Lawrence G ilm a n 's .  See th e  rev iew  o f  H uneker's  
au to b io g rap h y  in  N orth Am erican rev iew  214 (A p ril  1 921): 558.

^W ilson, "P au l R o s e n fe ld ,"  p .  3 .
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He i s  a s o r t  o f  fo llo w e r  of Huneker — th e  i n t r o ­
d u ce r o f  g r e a t  f o re ig n  names in  m u sic , p a in t in g ,  
l e t t e r s ,  and th e  generous d is c o v e re r  o f  American 
p io n e e rs  in  a l l  th e  a r t s .  He w r i te s  much b e t t e r  
th a n  Huneker and he h as  a much s h a rp e r  m ind. . . . -1-0

Beach rem arked f a r t h e r  on , how ever, t h a t  R osenfeld  used

. . . th e  E n g lish  language  w ith  th e  freedom  o f a 
cave man u s in g  a woman. He s t r e tc h e s  our id iom s 
to  f i t  e v e ry  need o f  e x p re s s io n ,  makes i t  s ta n d  on 
i t s  h ead , jo in in g  words to g e th e r  i n  s tr a n g e ,  i l l i c i t  
u n io n s , and p i l i n g  m etaphor on m etap h o r. He has 
no p i t y . 11

R osenfeld  w ent much f u r th e r  th an  Huneker (who alw ays r e ta in e d  a 

t in g e  o f  r e p o r ta g e  and g o ss ip  i n  h i s  w r i t in g )  i n  h i s  im p r e s s io n is t ic  

u se  o f lan g u a g e . T y p ic a l o f  R o se n fe ld ’ s s ty l e  i s  th e  fo llo w in g  ex­

c e r p t  from h i s  e s sa y  on Schonberg , w r i t t e n  i n  1923. Comparison w ith  

Huneker’ s t re a tm e n t o f  th e  same composer te n  y e a rs  b e fo re  shows the  

h e ig h te n e d  s u b je c t iv i t y  in  R o se n fe ld ’ s e x p re s s io n .  The s e le c t io n s  

r e v e a l  a c h a r a c t e r i s t i c  s h i f t  in  em phasis as w e l l .  H uneker’ s e ssay  

c o n ta in s  e v o c a tiv e  p ro se  w ith  an adm ix tu re  o f d i r e c t  d isc u s s io n  o f 

th e  m usic . P assag es  w hich d e s c r ib e  th e  "sh a rp  dag g ers  a t  w h ite  h e a t ,  

w ith  which [Schonberg] p a re s  away t in y  s l i c e s  o f  h i s  v i c t im 's  f l e s h , "

lO joseph W arren Beach, "R ip o s te  on s t y l e , "  in  P au l R o se n fe ld : 
v oyager in  th e  a r t s , e d s .  Jerome M e llq u is t  and Lucie W iese (New York:
C re a tiv e  Age, 1 9 4 8 ), p . 125. The p ie c e  appeared  o r ig i n a l l y  in  The 
o u tlo o k  fo r  American p ro se  (C hicago: U n iv e rs i ty  of C hicago, 1926).

11-Beach, "R iposte on s t y l e ,"  p .  126. Beach concluded h is  d iscu s­
s io n  o f  Rosenfeld w ith  the comment that " . . .  th ere  i s  stren gth  in  
q u ie t reserv e  as w e ll as in  shoutin g and waving o f  arms" ( ib id . ,  p . 12 7 ).

l 2A ccording to  Waldo Frank , R o s e n f e ld 's . " t r u e  a n c e s to rs "  were th e  
F rench  im p r e s s io n is t ic  c r i t i c  Andre S u a r£ s, Lamb, D equincey, H a z l i t t  
and Borrow, a l l  i n  an adm ix tu re  w ith  P ro u s t.  Waldo F ran k , "The l i s t e n ­
e r , "  i n  Paul R o sen fe ld : voyager i n  th e  a r t s , e d s .  Jerome M e llq u is t  and 
L ucie  Wiese (New York: C re a tiv e  A ge ,'1 5 4 8 ) ,  p .  82.
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a re  b a la n c e d  by comments a b o u t th e  composer’ s use  of s p e c i f ic  i n t e r v a l s ,  

harm ony, and fo rm . Such d i r e c t  d is c u s s io n  o f  m u sica l p ro ced u res  does 

n o t  f ig u r e  in  R o se n fe ld ’s e s s a y .  P assag es  o f  in te n s e ly  em o tio n al p ro se  

a re  r e l i e v e d  o n ly  by p a rag rap h s  d e s c r ib in g  th e  p sy c h o lo g ic a l o r ie n t a t i o n  

o f th e  w ork . Both c r i t i c s  speak  o f  "mood’1 in  the  m usic , b u t o n ly  R osen- 

f e l d 's  d i s c u s s io n  shows th e  more modern in f lu e n c e  o f  F reu d . The "sub­

c o n sc io u s"  h as  g e n e ra ted  t h i s  " a tro c io u s  m usic th a t  goes on in  th e  body 

d u r in g  bad q u a r te r  h o u r s ."

R o sen feld  on Schonberg (1923):

Anguish speaks o u t of th e  sw e e te s t d ream s.
"E ine b la s s e  W ascherin" i s  l ik e  a cool hand upon 
a p a in - r e n t  head; l i k e  th e  co o l l in e n s  t h a t  r e ­
le a s e  th e  body a f t e r  s ta t e s  o f  e x h a u s tio n . I t  i s  
o u t o f  some s t a r v a t i o n - p i t  t h a t  the  P i e r r o t  y ea rn s  
f o r  Columbine. She i s  th e  d r in k  o f w a te r  to  a 
b lac k  and le a th e r n  m outh. Moments of h e a l th  a re  
o n ly  moments o f le s se n e d  s ic k n e s s ;  moments when 
d e s i r e  tw i s t s  and ta k e s  a h a p p ie r  way, and s u ffu s e s  
th e  d r ie d  h e a r t  w ith  dew; s h iv e r s  o f b e a u ty  t h a t  
f a l l  from  th e  sky  in to  h i s  s o l i tu d e  a t  some s t r e e t -  
c o rn e r and f o r  a  f r a c t i o n  o f  a  second t h r i l l  th e  
h e a r t  w ith  unknown i r r e t r i e v a b l e  b l i s s .  For an 
i n s t a n t ,  th e  p a s t  s in g s  i n  th e  b lood , and s c a t t e r s  
some d e lic io u s  o ld  perfum e, some p a le  gold  l i g h t ,  
in to  th e  g ray  a i r .  More o f te n ,  th e  p a in  speaks 
d i r e c t .  Som etim es, a s  in  th e  f i r s t  o f  th e  "F ive  
P ie c e s ,"  i t  i s  m ere ly  th e  image o f th e  s t a t e s  o f  
s ic k  p re s e n tim e n t th e  m usic b r in g s  up b e fo re  u s .
A sudden tw inge o f  f e a r  i n  th e  woodwind. A n o th e r, 
more p ie r c in g  q u irk .  Then, th e  dead w eigh t o f  th e  
o rc h e s t ra  p lunged  sudden in  th e  e n t r a i l s .  The 
h e a r t  jumps a b e a t ,  commences j e r k in g .  The i n ­
s tru m en ts  o f  th e  n e rv es  b eg in  a  c lam or, a  mad 
f id d l in g ,  s h r i l l i n g ,  and b l a s t in g .  A gain , th e  
f o u r th  of th e  F ive  b r in g s  b e fo re  us more o f th e  
s i l e n t  and a tro c io u s  m usic t h a t  goes on in  th e  
body d u r in g  bad q u a r te r  h o u r s .  . . . Savage 
te a r in g  a rp e g g io s  o f  the  b ra s s  and woodwind in  
c o n tr a ry  m o tio n . In  the i n t e r s t i c e s  of th e  g r i l l ­
in g  s to rm , th e  muted horns s in g  v o ic e l e s s ,  b roken 
song. A f l i g h t  o f  c l a r i n e t s ,  and th e  w orld to p ­
p le s  i n .  And a t  o th e r  moments th e  m usic c r i e s
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w ith  th e  p a in  o f  someone h e ld  down on an op­
e r a t in g - t a b l e  and o n ly  h a lf  a n e s th e tiz e d ;  and 
o u t  o f  th e  unen d u rab le  te n s io n  o f  o v e rtax ed  and 
s h a tte r e d  n e ry e s . The p ic c o lo  s h r ie k s  i n  a la rm .
The v o ic e  gasps under the  p re s s u re .

A sc o re  o f  to r tu re d  and b i z a r r e  moods a re  ex­
p res se d  by th i s  s tr a n g e  man. The melodrama i s  
f u l l  o f  them; and th ey  fo llo w  upon each  o th e r  
w ith  c a p r ic io u s  i n c o n s e q u e n t ia l i ty . Some of 
them a re  p o iso n o u s; ex p re ss  th em selv es  through 
th e  c a r i c a tu r e  and d e g ra d a tio n  o f  th e  image o f 
some p e rso n  in  th e  b r a in .  Some a re  vexed and d i ­
v id ed  a g a in s t  th em selv es; l y r i c  f l i g h t  in  the 
h e a r t  and on th e  ’c e l l o ,  s e lf-m o ck ery  in  the  m ind. 
There a re  moods o f  boredom and e n e rv a t io n ,  moods 
o f  blasphem y and f e a r .  There a re  s t a t e s  t h a t  a re  
a lm ost h a l lu c in a to ry ;  images t h a t  s t a r t  in  the  
b r a in  and b e g in  to  f r ig h te n  th e  b e h o ld e r ,  images 
o f th e  rap e  of fo rb id d e n  th in g s .  . . . Rhythms 
commence t h a t  w i l l  n o t  l e t  be and pursue w ith  
t h e i r  i n s i s t e n t  p a t t e r .  P a n ic s  s t a r t ;  over imag­
in a ry  th in g s .  Then c r y s t a l  dreams in te r p o s e ;  
momentary f e e l in g s  of un ion  w ith  the  A l l ;  k i s s e s  
o f  th e  moon and unseen  vrorld; moods o f r e c o n c i l i a ­
t io n  and r e tu r n  to  th e  dreams o f y o u th . . . .

. . . S choenberg, a t  l e a s t ,  has made a v i t a l  
form o f th e  m y ste rio u s  s t i r r i n g s  and rum blings of 
th e  su b c o n sc io u s . He g iv es  s ic k  ap p reh en sio n  and 
pan ick y  s t a t e s ;  n o t a m a teu rish  c a r ic a tu r e s  o f them. 
This m usic i s  indeed  th e  c re a tu re  shaken by moods 
t h a t  come upon him s tra n g e  and in e lu c ta b le  as  
h a i ls to rm s  on summer f i e l d s ,  and f i l l  him w ith  a l ­
m ost incom m unicable d read  and b l i s s . 13

Huneker on P i e r r o t  lu n a i r e  (1913):

What d id  I  h e a r?  At f i r s t ,  th e  sound of d e l i c a te  
ch in a  s h iv e r in g  in to  a  thousand lum inous frag m en ts . 
In  th e  w e lte r  o f  t o n a l i t i e s  t h a t  b ru ise d  each  o th e r  
a s  th ey  p assed  and r e p a s s e d , i n  th e  p re l im in a ry  g r ip  
o f  enharm onics t h a t  alm ost made th e  e a rs  b le e d , the  
eyes  w a te r ,  th e  sc a lp  to  f r e e z e ,  I  could  n o t g e t  a 
c e n t r a l  g r ip  on m y se lf . I t  was new m usic (o r  new 
e x q u is i te ly  h o r r ib le  sounds) w ith  a  vengeance . The 
v e ry  e c s ta s y  o f  th e  h id eo u s! I  say  " e x q u is i te ly  
h o r r i b l e , "  f o r  p a in  can be a t  once e x q u is i te  and

13P au l R o se n fe ld , M usical c h ro n ic le  (New York: H arco u rt, B race, 
19 2 3 ), pp . 306-07, p assim .
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h o r r i b l e ;  c o n s id e r  to o th ach e  and i t s  f i r s t  co u s in  
n e u r a lg ia .  And th e  b o rd e r la n d  betw een p a in  and 
p le a s u re  i s  a  t e r r i t o r y  h i th e r to  u n exp lo red  by m usi­
c a l  com posers. Wagner su g g e s ts  p o e tic  an g u ish ; 
S choenberg n o t  o n ly  a ro u se s  the  image o f a n g u ish , 
b u t  he b r in g s  i t  home to  h i s  a u d ito ry  i n  th e  most 
s u b je c t iv e  way. . . . Schoenberg i s ,  I  s a id  to  my­
s e l f ,  th e  c r u e l e s t  of a l l  com posers, f o r  he m ing les 
w ith  h i s  m usic  sharp  d ag g ers  a t  w h ite  h e a t ,  w ith  
w hich he p a re s  away t in y  s l i c e s  of h is  v ic t im f s 
f l e s h .  Anon he tw is t s  th e  k n ife  in  th e  f r e s h  wound 
and you r e c e iv e  an o th e r  h o r r ib le  t h r i l l .  . . .

. . . What k in d  o f m usic  i s  t h i s ,  w ith o u t m elody, 
i n  th e  o rd in a ry  se n se ; w ith o u t them es, y e t  every  
a c o rn  o f  a p h rase  c o n tr a p u n ta l ly  developed  by an 
a d e p t;  w ith o u t  a  harmony t h a t  does n o t sm ite  th e  
e a r s ,  l a c e r a t e ,  f ig u r a t i v e ly  sp e ak in g , the  e a r ­
drum s; keys fo rc e d  in to  h a te f u l  m arria g e  t h a t  a re  
m ile s  a s u n d e r , o r  e ls e  too c lo s e ly  r e l a te d  f o r  
a u r a l  m atrim ony; no fo rm , t h a t  i s ,  in  th e  sc h o la s ­
t i c  fo rm al s e n s e ,  and rhythm s th a t  a re  so p e r s i s ­
t e n t l y  v a r ie d  as to  become monotonous what k ind  
o f  m usic , I  r e p e a t ,  i s  t h i s  th a t  can p a in t  a  " c ry s ta l  
s i g h , "  th e  b lac k n e ss  o f  p r e h i s to r i c  n ig h t ,  th e  abysm 
o f  a  m orbid s o u l ,  the  man in  th e  moon, th e  f a i n t  
sw eet od o u rs  o f an im p o ss ib le  f a i r y - l a n d ,  and the  
s t r u t  of th e  dandy from Bergamo? . . . There i s  no 
m e lo d ic  o r  harm onic l i n e ,  o n ly  a s e r i e s  o f  p o in ts ,  
d o t s ,  d a s h e s , or p h rase s  t h a t  sob and scream , de­
s p a i r ,  e x p lo d e , e x a l t ,  b lasphem e. . . .

. . . W ith Schoenberg , freedom  in  m od u la tio n  i s  
n o t  o n ly  p e rm is s ib le ,  b u t i s  an i ro n  r u le ;  he  i s  
o b se sse d  by th e  th eo ry  o f  o v e r to n e s , and h i s  m usic 
i s  n o t  o n ly  h o r iz o n ta l l y  and v e r t i c a l l y  p lan n e d , b u t ,  
so I  p re te n d  to  h e a r ,  a ls o  i n  a  c i r c u l a r  fa s h io n . 
T here i s  no such th in g  a s  consonance o r d isso n a n c e , 
o n ly  im p e r fe c t  t r a in in g  o f th e  e a r .  . . . A f te r  
c a r e f u l l y  l i s t e n i n g  I  n o ted  th a t  he too has h i s  
m annerism s, t h a t  i n  h i s  chaos th e re  i s  a c e r t a in  
o r d e r ,  t h a t  h i s  m adness i s  v e ry  m eth o d ica l. For 
one th in g  he  ab u ses  th e  i n te r v a l  o f  th e  f o u r th ,  and 
he  en jo y s  ju g g lin g  w ith  th e  chord o f  th e  n in th .  
Vagabond h a rm o n ies , in  which the  re m o te s t keys lo v ­
i n g ly  h o ld  h a n d s , do n o t  p re v e n t th e  s e n s a t io n  o f a 
c e n t r a l  t o n a l i t y  somewhere — in  th e  c e l l a r ,  on the 
r o o f ,  i n  th e  g u t t e r ,  up i n - t h e  sky . The in n e r  e a r  
t e l l s  you t h a t  th e  D-minor q u a r te t  i s  r e a l l y  th o u g h t, 
though n o t  a l to g e th e r  p la y e d , in  t h a t  k ey . . . .
Every chord  i s  th e  outcome o f an em otion , th e  emo­
t i o n  aro u sed  by th e  poem o r  id e a  which g iv es  b i r t h  
to  th e  c o m p o s itio n . Such a n tiq u e  th in g s  as th e
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c y c l i c  form  o r community o f them es a re  n o t  to  be 
e x p e c te d  in  Schoenberg’s b r ig h t  l e x ic o n  o f  an a rch y .
He b o i l s  down th e  c l a s s i c  form  to one movement and,
so  i t  seemed to  my h e a r in g ,  he b e g in s  d ev e lo p in g
h i s  id e a  as soon as i t  i s  announced.

Such polyphony, such in te rw e a v in g  o f  v o ic e s  — 
e le v e n  and tw elve and f i f t e e n  a re  a m a t te r  o f 
c o u rse  ~  a s  would make env io u s  th e  o ld  to n a l  w eavers 
o f  th e  N e th e rla n d s!  . . . S e r io u s ly ,  l i k e  a l l  com­
p le x  e f f e c t s ,  th e  Schoenberg s c o re s  soon become l e g i ­
b l e  i f  s c r u t in i s e d  w ith o u t p re ju d ic e  .14

There can be no m is ta k in g  R o se n fe ld fs i n t e n t io n s .  He was w e ll ac ­

q u a in te d  w ith  p a s t  and c u r r e n t  l i t e r a r y  te n d e n c ie s  and s e n s i t iv e  to  the  

v a rio u s  f u n c t io n s  o f  lan g u ag e  b e in g  e x p lo re d  by th e  p o s t-w ar a v a n t-

g a rd e . In  an e s sa y  from  the  m id - tw e n tie s ,15 f o r  exam ple, he grouped th e

w r i t in g  o f  G e rtru d e  S te in  in to  th re e  s ty l e  p e r io d s .  Her "second p e rio d "  

he c h a ra c te r iz e d  by th e  su b o rd in a tio n  o f th e  " in fo rm a t iv e ,  sy m b o lica l 

r o le  o f  th e  word" to  i t s  "em o tiv e , p l a s t i c  o n e ."

B efo re  th e  c lo s e  o f  t h i s  second p e r io d ,  M iss 
S te in  was d isp e n s in g  alm o st e n t i r e l y  w ith  the  sym­
b o l i c a l  fu n c t io n  o f  language  and r e ly in g  e x c lu s iv e ­
l y  on i t s  em otive one . In  th e  p o r t r a i t s  and some 
o f th e  g e o g ra p h ic a l e s s a y s ,  words a re  used  a lm ost 
e n t i r e l y  f o r  t h e i r  to n a l  and a s s o c i a t i o n a l  q u a l i t i e s .
I f  a c e r t a in  number o f words sy m b o lic a l ly  r e l a te d  
to  th e  s u b je c t  a re  in c lu d e d , i t  i s  m ere ly  fo r  th e  
pu rp o se  o f b in d in g  to g e th e r  th e  e x p e rie n c e  and c r e ­
a t i n g  a  c o n ta c t .  I t  i s  w ith  a  superb  l o g ic  t h a t  
t h i s  s ta g e  o f G ertru d e  S t e in ’ s method fo cu sed  th e  
r i d i c u l e  o f  th e  new spaper m in d s. We n e v e r  h a te  
o u r  own h a b i t s  as much as  when we see  them in  ano­
t h e r ;  and a  l i t e r a t u r e  resem b lin g  w ith  a g ro te sq u e  
s u p e r f i c i a l i t y  h e r  m assive son o ro u s a g g re g a tio n s  
o f  words used  f o r  t h e i r  pow erfu l g e s tu r e s  and

14James G. H uneker, Iv o ry , apes and peacocks (New York: C h arle s  
S c r ib n e r  & Sons, 1 915), p p . 63-64 .

IS p au l R o se n fe ld , By way o f a r t  (New York: H a rc o u rt ,  B ra c e , 1928). 
R e p r in t e d i t i o n :  ( F re e p o r t ,  N.Y. : Books For L ib r a r ie s ,  1 9 6 7 ), p p . 111- 
31. The e ssa y  was w r i t t e n  a yea r o r  two e a r l i e r .
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c la n g o rs  i s  to  be found , every  m orning , i n  th e  
s e r ie d  columns o f th e  d a i ly  p r in t s ;  d i f f e r e n t i a t e d  
from M iss S t e in ’s .o n ly  by th e  s l i g h t  c ircu m stan ce  
t h a t  w h ile  sh e  u se s  words c o n sc io u s ly  f o r  t h e i r  
e m o tiv ity ,  h e r  f r i e n d s ,  th e  j o u r n a l i s t s ,  u se  them 
f o r  t h e i r  d e to n a t io n s  and p u re ly  sensuous e f f e c t s
u nder th e  i l l u s i o n  th ey  a re  comm unicating f a c t s . ^

By th e  l a t e  1920s, th e  e x c esse s  o f  such im p r e s s io n is t ic  c r i t ic i s m  

a s  R o se n fe ld ’ s were no lo n g e r  f a s h io n a b le .  His mode o f e x p re s s io n  be­

came as d a te d  as th e  c o g n it iv e  j o u r n a l i s t i c  approach o f  th e  o ld e r  news­

men a g a in s t  whom he r a i l e d .  The em otional c o n te n t  o f  th e  m usic was h i s  

c h ie f  co n cern ; i n  t h i s  he was n o t  a lo n e . However, in  a tte m p tin g  to  

t r a n s l a t e  th e  e x p re s s iv e  e s se n c e  of a  work in to  a n o th e r  medium, t h a t  o f 

w ords, he gave l e s s  in fo rm a tio n  ab o u t th e  m usic th an  abou t h i s  own sub­

j e c t i v e  re sp o n se s  and h i s  l i t e r a r y  s k i l l .  T his a sp ec t o f  R o se n fe ld ’ s 

ap p ro ach  was no ted  and condemned.

In  th e  f i e l d  o f  l i t e r a t u r e  the  r e a c t io n  a g a in s t  im p r e s s io n is t ic  

c r i t i c i s m  had begun even b e fo re  th e  w ar. The s o -c a l le d  "New H um anis ts ,"  

le d  by P au l Elmer More (1864-1937) and I rv in g  B a b b itt  (1865-1933), had 

been a d v o ca tin g  a more r e s t r a in e d  approach s in c e  th e  tu rn  o f th e  c e n tu ry . 

As More s a id ,  " .  . . th e  f u n c t io n  of c r i t i c i s m  i s  f a r  removed from the  

s u rr e n d e r  to  lu x u rio u s  rev ery ."^ -^  T .S . E l io t  (a p u p i l  o f  B a b b i t t 's  a t  

H arvard ) d e p lo re d  i m p r e s s io n is t ic  c r i t ic i s m  in  h is  f i r s t  im p o rta n t e s sa y

l^ R o se n fe ld , By way o f a r t , pp. 120-21.

■^Paul Elmer More, S he lburne  e s s a y s , 7 th  s e r i e s  (New York: K nicker­
b o c k e r, 19 1 0 ), p . 242. The q u o ta t io n  had such cu rren cy  th a t  i t  appears 
i n  John B a r t l e t t ,  F a m ilia r  q u o ta t i o n s , 13 th  ed . (B oston: L i t t l e ,  Brown, 
1 9 5 5 ). The b a t t l e  l in e s  betw een th e  New Humanist c r i t i c s  and th e  advo­
c a te s  of The New C r i t ic is m  (B urke, Ransom, Blackmur, e t c . )  had n o t been 
c l e a r ly  drawn in  th e  tw e n tie s ,  a lth o u g h  J o e l  Spingarn  (1875-1939) had 
in d ic a te d  th e  way in  an a d d re s s  a t  Columbia U n iv e rs i ty  as e a r ly  as 1910.
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c o l l e c t i o n ,  The sa c re d  wood, from 1920 ..

In  m u sic , as w e ll as in  th e  o th e r  a r t s ,  th e  newer tendency  was to

d is c u s s  works a s  much a s  p o s s ib le  on t h e i r  own te rm s. Kenneth Burke, 

who r e p la c e d  R o sen feld  a t  th e  D ia l i n  1927, s p e c i f i c a l l y  r e j e c te d  the  

im p r e s s io n is t ic  method o f h i s  p re d e c e sso r  when he s a id  in  h i s  opening 

column:

. . . one m ust tu rn  to  the  m usic  i t s e l f  fo r
th e  s t e r l i n g  e x p e rie n c in g  o f  th o se  moments where­
in  th e  medium o f  to n es  i s  m ost s k i l l f u l l y  and mag­
nanim ously  e x e m p lif ie d . We c a te g o r ic a l l y  r e fu s e  
to  be d ep ressed  a t  l e a s t  i n  t h i s ,  our f a i l u r e  to 
r e g iv e  in  a n o th e r medium th e  e q u iv a le n t  o f  th e s e  
w h o lly  m u sica l e v e n ts .18

Much o f  R o s e n fe ld 's  w r i t in g  from th e  1930s and 1940s rem ained  un­

p u b lis h e d . The g e n e ra l  f a l l i n g  away from  im p r e s s io n is t ic  c r i t i c i s m  was 

a c o n tr ib u tin g  f a c t o r . - ^

A ttem pts  d u r in g  th e  1960s to  l i o n i z e  t h i s  v in ta g e  ro m an tic  have, in  

my o p in io n ,  b een  based  on red is c o v e ry  of h i s  lu x u r i a n t  p ro se  s t y l e . ^

^ K e n n e th  B urke, "M usical c h r o n ic le , "  D ia l 83 (December 1 927): 536.

^ S e v e r a l  so u rces  r e p o r t  t h a t  he had a f i l e  o f  m a te r ia l  t h a t  had been  
r e j e c te d  by v a r io u s  m ag az in es . S ee, f o r  exam ple, W ilson , "P au l R o se n fe ld ,"  
p . 7. W ilson  was n o t  o n ly  a lo n g -tim e  f r ie n d  o f  R o s e n f e ld 's ,  b u t  a ls o  h i s  
e d i to r  f o r  m a te r ia l  su b m itted  to  th e  New r e p u b l i c . The D ia l e d i t o r ,  A lyse 
G regory , and W ilson b o th  ag reed  t h a t  R osenfeld  was f i e r c e l y  p r o te c t iv e  i n  
th e  m a tte r  o f  h i s  w r i t in g  and was o ffe n d e d  when i t  was changed in  any way. 
(See A lyse G regory , "D ia l D ays," in  P au l R o sen fe ld : voyager in  th e  a r t s , 
e d s .  Jerom e M e llq u is t  and Lucie Wiese [New York: C re a tiv e  Age, 1 948], p .
2 4 .)  W ilson lam en ted  th e  s l i c k  p ro fe s s io n a l is m  of th e  jo u rn a l s  o f the  
1930s and 1940s th a t  p rev e n te d  th e  work o f  such  an in d iv id u a l  w r i te r  from 
a p p e a r in g . One p a r t i c u l a r l y  touch ing  exam ple, r e l a te d  by W ilson , was t h a t  
o f  R o s e n fe ld 's  e n c o u n te r  w ith  The New Y o rk e r. R o sen feld  th o u g h t he had 
been engaged as  t h e i r  a r t  c r i t i c  and cou ld  n o t  u n d e rs tan d  why th ey  would 
n o t p r in t  h i s  copy . As W ilson e x p la in e d , " . . .  i t  was p r im a r i ly  a h u - 
moroug w eekly  and had a  departm en t t h a t  e x p lo i te d  th e  a b s u r d i t i e s  th a t  ap­
p eared  i n  o th e r  p a p e rs ,  so t h a t  th e  New Yorker had i t s e l f  to  be always on 
i t s  g uard  a g a in s t  w r i t in g  th a t  m ight be tho u g h t r id ic u lo u s "  (p . 1 6 ) .

2 0 se e , f o r  exam ple, H e rb e rt A. L e ib o w itz , M usical im p ress io n s  (New 
York: H i l l  and Wang, 1969).
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The c o n te n t o f  h i s  c r i t i c i s m  has rem ained la r g e ly  u n e v a lu a te d , though i t  

i s  commonly conceded t h a t  R osenfeld  was one of th e  c h ie f  ex p o n en ts  o f  

a v a n t-g a rd e  m usic d u rin g  th e  tw e n tie s .  I  p ropose to  examine th e  c r i t i c a l  

s ta n c e  th ro u g h  which he su p p o rted  h i s  e n th u s ia sm s .

F i r s t ,  A r t i t s e l f  was h i s  m ajor i n t e r e s t .  S o c ia l c o n sc io u sn e ss  was 

a lm o s t e n t i r e l y  a b sen t from  t h i s  th o u g h t. The p o l i t i c i z a t i o n  o f  i n t e l l e c ­

tu a l s  in  th e  1930s l e f t  R osenfeld  uncom m itted, a lth o u g h  i t  was a s u b je c t  

o f co n cern  among h i s  c o lle a g u e s .

In  1925 Edmund W ilson (a lre a d y  a  p o l i t i c a l  a c t i v i s t )  had tak e n  Rosen­

f e ld  to  t a s k  in  a  rev iew  f o r  th e  New r e p u b l i c . C itin g  fo u r  of R o se n fe ld 's  

books to  d a te ,  W ilson com plained th a t  i t  was d i f f i c u l t  to  " d ise n g a g e "  any 

g e n e ra l  id e a s  from th e  c r i t i c ' s  work a s  a w hole, rem arking  t h a t  R osenfeld  

d id  n o t  ju d g e  by c le a r ly  d e fin e d  p o l i t i c a l ,  m o ra l ,o r  a e s t h e t i c  s ta n d a rd s .

I f  he i s  to  c o n tin u e  a  c r i t i c ,  one f e e l s  he 
m ight p r o f i ta b ly  s tu d y  o th e r  d epartm en ts o f  i n t e l ­
l e c t u a l  a c t i v i t y  o u ts id e  the  one in  which he i s  
p a r t i c u l a r l y  i n te r e s t e d .  He knows som ething o f 
modern psychology and an a p p lic a t io n  o f  c e r t a in  
p r in c ip le s  o f  F reud i s  a lm ost th e  on ly  n o n - a r t i s t i c  
id e a  which a p p ears  th ro u g h o u t h is  work. B u t, on 
th e  w hole, one f e e l s  t h a t  th e  s o c i a l ,  th e  p o l i t i c a l ,  
the  s c i e n t i f i c  and th e  p h i lo s o p h ic a l  te n d e n c ie s  
which a l l  go to make up th e  l i f e  o f  th e  tim e a re  
r a t h e r  im p e r fe c tly  a p p re c ia te d  by h i m .21

P erhaps W ilson was wrong. R osenfeld  n ev e r p re ten d ed  th a t  f o r  him th e  b e s t

l i f e  was any o th e r  th an  th a t  o f th e  im a g i n a t i o n . 22 j n th e  en d , W ilson

ad m itte d  t h a t  R osenfeld  had perform ed th e  fu n c t io n  o f  " a p p re c ia to r ,  o f

2%ew r e p u b l i c , 3 June 1925, p . 48 .

22N icho las J o o s t , . S c o f ie ld  Thayer and th e  D ia l (C arb o u d a le , 111. :  
S ou thern  I l l i n o i s  U n iv e rs i ty ,  1 964), p .  145.
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ro m an tic  c r i t i c , "  more s a t i s f a c t o r i l y  th an  anyone e l s e . 23

Lewis Mumford l a t e r  com plained o f  R o s e n fe ld 's  detachm ent on a more 

p e rs o n a l  l e v e l .  He s a id  t h a t ,  l i k e  Henry James, R osenfeld

. . . v a lu ed  th e  s e c u r i t i e s  and f e l i c i t i e s  of 
u p p e r m id d le -c la s s  l i f e ;  w ith  him , to o , h i s  n a iv e  
a t t i t u d e  toward p ro p e r ty  and p r iv i le g e  went a long 
w ith  somewhat u n c r i t i c a l  accep tan ce  o f th e  i n ju s ­
t i c e s  and in d if f e r e n c e s  upon which th e  b o u rg eo is  
w orld o f  h i s  yo u th  had been b u i l t ;  so n a iv e  was 
h i s  o r ig i n a l  a c c e p ta n c e , so i r r a t i o n a l  was h is  
j u s t i f i c a t i o n  o f  th e  s ta tu s  quo , t h a t  A lfre d  Kreym­
borg  and I  le a rn e d  to  avo id  b ro ach in g  th e  b a s ic  
is s u e s  o f s o c ia l  j u s t i c e  w ith  him

In  one a re a ,  R osenfeld  was n e i t h e r  n e u tr a l  n o r w ithdraw n. He jo in e d  

v ig o ro u s ly  i n  th e  d e n ig ra t io n  o f t r a d i t i o n a l  r e l i g io u s  v a lu e s  so common 

among i n t e l l e c t u a l s  a t  th e  tu rn  o f  th e  c e n tu ry . His s u b s t i tu t e  f o r  r e l i ­

g io n  was a r t ,  n o t p o l i t i c a l  a c t i o n .25 R osenfeld  a ff irm e d  h i s  b e l i e f  in  

1929:

To c a l l  B ach 's  m usic th e  s o u l  o f  P ro te s ta n t is m , 
B e e th o v en 's  th e  a f f i rm a tio n  o f  m an 's n a tu r e ,
W agner's th e  g o sp e l o f  a  r e l i g io n  o f  lo v e ,  and 
D eb u ssy 's  th e  sensuous embrace of th e  cosmos, i s  
v e ry  ro u g h ly  to  i n d ic a te  the  immense e f f e c t  m usic 
h as  e x e rc ise d  on o u r env ironm ent. T ogether w ith  
p a in t in g  and th e  n o v e l,  p e rh ap s  even more g ran d ly  
th an  e i t h e r  of i t s  s i s t e r  a r t s ,  m usic has r e c e n t ly  
been  te n d in g  to  su p p la n t  fo rm al r e l i g io n .  I t  i s  
n o t  w ith o u t p rofound rea so n  t h a t  M artin  L u th e r, 
h im se lf  more o f  an a d a p ta to r  [ s ic ]  th an  a  composer o f

23New r e p u b l i c , 3 June 1925, p . 48.

2^Lewis Mumford, "L y ric  w isdom ," in  P au l R o sen fe ld : voyager in  the  
a r t s , e d s .  Jerom e M e llq u is t  and L ucie  W iese (New York: C re a tiv e  Age, 
19 4 8 ), p .  50.

25van Wyck Brooks devoted  a  whole c h a p te r  to  "The r e l i g io n  o f a r t "  
in  h i s  M akers and f in d e r s :  a  h i s to r y  o f  th e  w r i te r  i n  Am erica, 1800-1915 , 
v o l .  5: The c o n f id e n t  y e a rs ,  1885-1915 (New York: D u tto n , 1952), p p . 555- 
79.
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o r ig i n a l  m u sic , f ig u r e s  p e re n n ia l ly  in  m u sica l 
h i s t o r i e s .  The a r t  he c u l t i v a t e d  i n  h is  l e i s u r e  
h as  p ro y en  more a c t iv e  i n  h i s  p ro fo u n d er in te n t io n  
th an  th e  dogma he la b o r io u s ly  e s ta b l is h e d ;  m e d ita ­
t in g  [ s i c j  betw een th e  in d iv id u a l  and th e  u n iv e r s e .
In d eed , w ith  h e r  immense f l e x i b i l i t y ,  h e r  semi-ma­
t e r i a l i s m ,  h e r  d i r e c t  a d d ress  to  f e e l i n g ,  F rau  
M usica h as  been  more s u b t ly ,  im m ediately  r e v e la to r y  
of th e  ever-m o v in g , u n p re d ic ta b le  som ething a t  th e  
co re  o f  l i f e  th an  a  f ix e d  dogma could  ev e r  b e .^ 6

R o s e n fe ld 's  a t t i t u d e  toward th e  c r e a t iv e  a r t i s t  was a ls o  p o s i t iv e ly  

a ff irm e d . He adop ted  th e  v iew  o f  th e  a r t i s t - a s - h e r o ,  so common i n  the 

n in e te e n th  c e n tu ry  ro m an tic  t r a d i t i o n .  "The g r e a t  co m p o se rs,"  he s a id  in  

th e  same book, "were no l e s s  v i c t o r io u s  a s  men th an  as m u s ic ia n s ."

The w orld  has n o t  f r e q u e n tly  seen  a human c l a r i t y  
as i n te n s e ,  a c a p a c i ty  f o r  r e c e iv in g ,  d ig e s t in g  and 
g iv in g  l i f e  a s  uncomprom ised, as t h a t  o f  John 
S e b a s tia n  Bach; o r  a  l o v e l in e s s  as warm as  M o z a r t 's ;  
o r  a m a je s ty  as s im p le  as  B e e th o v en 's ;  o r  e x p e rie n ce d  
a  l i f e lo n g  in c re a s e  i n  wisdom and power a s  s te a d y  a s  
W agner's , w ith  i t s  c u lm in a tio n  in  th e  death-m ask  o f 
a  Buddha. And f o r  two hundred y e a rs ,  a su c ce s ­
s io n  o f  g r e a t  m u s ic ia n s  had th e  power to  r e c e iv e  and 
move a tec h n iq u e  onward. [The c r i t i c  d e s c r ib e s  th e  
p a s s in g  o f  th e  flam e from  J .S .  Bach to  P .E . Bach to  
Haydn to  Beethoven to  Wagner to  th e  p r e s e n t .  The 
g r e a t  man o f  th e  p re s e n t  i s  u n id e n t i f i e d . ]

And to -d a y  a f o rc e  r e l a te d  to  t h e i r s  i s  a t  work in  
A m erica. T h is i s  one o f  th e  m ost s ig n i f ic a n t  a s p e c ts  
o f  th e  n a t io n a l  s i t u a t i o n .  We have an Am erican m u sic : 
th e re  e x is t in g  a  body o f sonorous work, n o t j a z z ,  made 
by p e rso n s  a s s o c ia te d  w ith  th e  Am erican community, to  
be grouped w ith o u t im p e r tin e n ce  w ith  c la s s ic  European 
w o rk s .27

He concluded  th a t  " th e r e  c o n tin u e  to  appear w ith  an a c c e le ra t in g  sp e ed , 

co m p o sitio n s  ro o te d  in  th e  A m erican ' s o i l ' ;  e x p lo i t in g  th e  m a te r ia l  o f

26R o sen fe ld , Hour w ith  Am erican m u sic , pp . 2 2 -23 . R o s e n fe ld 's  
u se  o f  p u n c u a tio n  was a s  h ig h ly  i d io s y n c ra t ic  as h i s  use  o f lan g u a g e .

27I b i d . ,  pp . 2 5 -2 6 .
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sound i n  c h a r a c t e r i s t i c  w ays, and r e le a s in g  a ty p ic a l  p a th o s ." 2® The 

assum ption  t h a t  th e  " s o i l "  i s  transm uted  in to  m usic  i s  an im portan t 

one i n  R o s e n fe ld 's  co n c ep tio n  o f  th e  g e n e s is  o f a r t s  w orks. He s ta t e d :  

" In  ev e ry  c r e a t iv e  a c t ,  som ething  th a t  s e e s  and som ething th a t  i s  seen  

k i s s  —  and w hat co u ld  be more p e r f e c t ! " 2^ A r t ,  f o r  him , was the  f r u i t  

o f  a m y ste rio u s  i n t e r a c t io n  betw een th e  a r t i s t  and h i s  m il ie u .  This 

id e a  was a p re o c c u p a tio n  f o r  R o sen fe ld . F u r th e r  d e s c r ip t io n  o f th e  

c r i t i c ' s  view  o f  th e  a r t i s t  i s  e s s e n t i a l  to  a more p r e c is e  u n d e rs tan d in g  

of h i s  work.

R o sen feld  b e l ie v e d  in  th e  t h e o r i e s ,  p o p u la r  w e ll b e fo re  the  w ar, 

t h a t  i n h e r e n t ,  h e r e d i ta r y ,  r a c i a l  f a c to r s  de te rm ined  p e rs o n a l i ty  as 

w e ll  a s  p h y s ic a l  c h a r a c t e r i s t i c s .  The im p l ic a t io n s  fo r  m usic f o l ­

lowed n a tu r a l l y  enough. A Jew co u ld , o r sh o u ld , o n ly  w r i te  "Jew ish" 

m usic; th e re  was a ls o  m usic a p p ro p r ia te  to  F ren ch , German, Anglo- 

Saxon ( o r ,  more v a g u e ly , N ord ic) h e r e d i ty .  A dvocates o f  r a c i a l  th e o r ie s  

u s u a lly  ig n o re d  th e  d i s t i n c t io n s  betw een r a c i a l  and n a t io n a l  ch a rac ­

t e r i s t i c s .  They a c ce p te d  th e  assum ptions o f  th e  p rim ary  o f  h e re d i ty  

w ith o u t r ig o ro u s  s c r u t in y  b ecau se  o f  th e  p o l i t i c a l ,  econom ic, o r  

a r t i s t i c  ends th e s e  s e rv e d . Thus Adolph W eissman, a le a d in g  German 

m usic c r i t i c  and chairm an  o f  th e  German s e c t io n  o f th e  I n t e r ­

n a t io n a l  S o c ie ty  f o r  C ontem porary M usic, on b e in g  asked to  c o n tr ib u te

28R0s e n fe ld ,  Hour w ith  American m usic, p . 26 . 

^M um ford , " L y r ic  wisdom," p .  51 .
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an a r t i c l e  to  le a d  o f f  th e  in a u g u ra l  i s s u e  (1924) of th e  League o f 

composers re v ie w , chose to  w r i te  on th e . s u b je c t  "Race and m od ern ity .

He concluded w ith  th e  f l a t  s ta te m e n t:

I t  i s  ra c e  which c o lo r s  m o d ern ity . But r a c i a l  
m ix tu re s  now a p p e a r ,  to  open up new p o s s i b i l i t i e s .
In  m u sic , b lood and n o t th e  mind i s  th e  u l t im a te  
d e te rm in a n t.^1

E a r l i e r  i n  th e  a r t i c l e ,  he had a t t r ib u t e d  th e  e n t i r e  c r i s i s  o f contempo­

r a r y  m usic to j u s t  such r a c i a l  f a c to r s :

Schonberg . . . draws w ith  d i a l e c t i c  v ig o r and 
p a s s io n a te  f e e l in g  . . . th e  f i n a l  consequences of 
th e  Germanic m u s i c - c iv i l i z a t io n .  I t  m ust be p o in te d  
o u t ,  how ever, t h a t  th e  d i a l e c t i c  sh a rp n e ss  which 
tran sfo rm ed  t h i s  form er W agnerian in to  the  re fo rm e r 
of m usic  r e s t s  on Jew ish  r a c e  f e e l i n g ,  which fu sed  
w ith  th e  c h a r a c t e r i s t i c  im pulse  of German m usic to  
form a new so norous t i s s u e .

This m in g lin g  p ro c e s s ,  t h a t  i s ,  th e  r a c i a l  pene­
t r a t i o n  o f  German m usic , has provoked th e  g r e a t  
c r i s i s  th ro u g h  w hich we a re  p a s s in g .32

R o s e n fe ld 's  f i r s t  c o l l e c t i o n  o f m usic c r i t i c i s m  (M usical p o r t r a i t s , 

1920) r e v e a ls  h i s  ad h e ren ce  to  t h i s  s o r t  o f  r a c i a l  th eo ry . He b e lie v e d  

t h a t  th e  a r t i s t ,  endowed w ith  an  ir re v o k a b le  h e re d i ta r y  i n c l i n a t io n ,  p ro ­

duced a r t  works th ro u g h  an i n te r a c t io n  w ith  h i s  s u rro u n d in g s . To th is

3®Adolph Weissman, "Race and m o d e rn ity ,"  League o f com posers’ rev iew
1 (19 2 4 ): 3 -6 . Weissman was c r i t i c  a t  t h i s  tim e f o r  th e  B e r l in e r  z e itn n g
am M itta g  and th e  V o ss isc h e  Z e itu n g . The t i t l e  o f  th e  m agazine o f the
League o f  Composers was soon changed to  Modern m u sic . This q u a r te r ly
p ro v id ed  a  forum  fo r  c u r r e n t  European o p in io n  as w e ll as American c r i t i c a l
comm entary. In  th e  e a r l y  y e a r s ,  w r i t in g s  by Europeans p red o m in ated . Of
th e  Old Guard o n ly  H enderson p ro y id ed  an  a r t i c l e  i n  th e  tw e n tie s .  Younger
c r i t i c s  and, e s p e c i a l l y ,  younger composers were i n v i t e d  to  comment upon
tim e ly  to p ic s .  Though he was on the  a d v iso ry  b o a rd , R osenfeld  was n o t a
c o n tr ib u to r  in  th e  t w e n t i e s — a  s tra n g e  f a c t  in  v iew  o f  h is  p r e d i l e c t io n
fo r  modem m u sic .

33-I b i d . , p .  6.

32I b i d . , pp . 4 -5 .
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p ro c e ss  he added a f a c to r  of F reu d ian  s u b lim a tio n , w hich, f o r  R o sen fe ld , 

had to  do w ith  the  a r t i s t ' s . r e l a t i v e  freedom  o f  r a c i a l  e x p re s s io n . He 

ju g g le d  th e s e  th re e  e le m e n ts , r a c e ,  m il ie u ,  and s u b lim a tio n j ' ; a t  w i l l  

to  j u s t i f y  h i s  o p in io n s . They reap p ea red  in  R o s e n fe ld 's  w r i t in g  th ro u g h ­

o u t th e  decade , to  e x p la in  such d iv e r s e  phenomena as th e  f a i l u r e  of 

M a h le r 's  sym phonies, th e  su c ce ss  o f  B lo c h 's  works in  "H ebra ic"  s ty l e ,  th e  

d i s a s t e r  o f  S t ra v in s k y 's  n e o - c l a s s i c a l  p ie c e s ,  and th e  h o p e le ss  e r r o r  i n ­

to  w hich American composers f e l l  by go ing  abroad  to  s tu d y . Two e ssa y s  

from th e  f i r s t  c o l l e c t i o n ,  one on Gustav M ahler, th e  o th e r  on E rn e st 

B lo ch , d em o n s tra te  th e  m ethod.

In  th e  c a se  o f  M ahler, he concluded th a t  th e  n in e  sym phonies, " th o se  

unhappy b o r in g  c o lo s s i ,"  were

. . .  to  a  g r e a t  e x te n t ,  th e  consequence of th e  
f a c t  t h a t  h e , th e  Jew, was born  in  a s o c ie ty  t h a t  
made Juda ism , Jew ish  d esce n t and Jew ish t r a i t s ,  a 
c u rse  to  th o se  t h a t  i n h e r i te d  them. The d e s tin y  
th a t  made him Jew decreed  t h a t ,  d id  he speak  ou t 
f u l l y ,  he would have to  employ an idiom  th a t  would 
r e c a l l  th e  h a rs h  a c ce n ts  o f  th e  Hebrew language 
q u i te  as much as t h a t  o f  any tongue spoken by th e  
peo p les  of Europe. I t  d ecreed  t h a t ,  w hatever th e  
h i s to r y  of th e  a r t  he p r a c t i s e d ,  w hatever th e  c h a r­
a c te r  o f  th e  age i n  which he l iv e d ,  he could  n o t 
im press h im se lf  upon l ii s  medium w ith o u t im pregnating  
i t  w ith  th e  t r a i t s  he i n h e r i te d  from h is  a n c e s to rs .
I t  d ecreed  th a t  in  speak ing  he would have to  s u ffu s e  
m u sica l a r t  w ith  th e  q u a l i t i e s  and c h a r a c t e r i s t i c s  
engraved  in  th e  s to c k  by the  h i s to r y  and v i c i s s i t u d e s  
o f h i s  r a c e ,  by i t s  ag e-lo n g  so jo u rn  in  th e  d e s e r t s  
of A rab ia  and on th e  b a rre n  h i l l s  o f  S y r ia ,  by th e  
c o n s tr a in t  o f  i t s  r e l i g io n  and. fo lkw ays, by i t s  
t i t a n i c  and t e r r i b l e  s tr u g g le  f o r  s u rv iv a l  a g a in s t  
th e  f i e r c e  p eo p les  o f  A s ia , by the  m arvelous v i ­
t a l i t y  and s e lf -c o n s c io u s n e s s  and e x c lu s iv e n e s s  t h a t  
c a r r ie d  i t  whole a c ro s s  lan d s  and tim e s, o u t o f  th e  
e te r n a l  Egypt th rough th e  e te r n a l  Red Sea. But i t  
was j u s t  th e  r a c i a l  a t t r i b u t e s ,  th e  r a c i a l  g e s tu re  
and a c c e n t ,  th a t  a man in  M a h le r 's  p o s i t io n  found 
in o rd in a te ly  d i f f i c u l t  to  r e g i s t e r .  For A u s tr ia n
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s o c ie ty  p u t a g r e a t  p r ic e .o n  h i s  s u p p re s s io n  o f  
them. I t  p e rm itte d  him to  p a r t i c i p a t e  in  i t s  
a c t i v i t i e s  only on th e  c o n d it io n  t h a t  he d id  n o t 
rem ind i t  c o n tin u a lly  o f  h i s  a lien 'h o o d , o f  h i s  
r a c i a l  c o n sc io u sn e ss . I t .p e r m i t te d  him th e  sense  
o f  e q u a l i ty ,  of f r a t e r n i t y ,  o f  c i t i z e n s h i p ,  o n ly  
on th e  co nd iton  t h a t  he sh o u ld  seek  to  su p p ress  
w i th in  h im se lf  a l l  aw areness o f  h i s  d e s c e n t  and 
c h a ra c te r  and p e c u l i a r i t i e s ,  and a tte m p t to  id e n ­
t i f y  h im se lf  w ith  i t s  members, and t r y  to  f e e l  
j u s t  a s  they  f e l t  and speak  j u s t  as th ey  s p o k e .33

So a  ru in o u s  c o n f l i c t  was in tro d u c e d  in to  th e  
so u l o f  Gustav M ah ler. In  th e  p la c e  o f th e  u n i te d  
s e l f  th e r e  came to  e x i s t  w i th in  him two men. For 
aw h ile  one p a r t  o f  him demanded th e  f r e e  com plete 
e x p re s s io n  n e c e s s a ry  to  th e  a r t i s t ,  a n o th e r  sough t 
to b lo ck  i t  fo r  f e a r  t h a t  in  th e  f r e e  flo w  th e  h a te d  
r a c i a l  t r a i t s  would a p p e a r .34

R osenfeld  nowhere e la b o ra te s  th e  bases fo r  h i s  o r ig in a l  judgm ent, th a t

th e  n in e  sym phonies were "unhappy, b o r in g  c o lo s s i . "

A p o lo g is ts  f o r  o th e r ,  n o n -Jew ish , c a u se s  in  Am erica found t h i s  l i n e  

o f  re a so n in g  a t t r a c t i v e  and a p p ro p r ia te d  i t  to  t h e i r  own e n d s . D aniel 

Gregory M ason, f o r  exam ple, tu rn e d  i t  to  th e  advantage o f " th e  submerged 

Anglo-Saxon" in  an a r t i c l e  e n t i t l e d  "P sy c h o a n a ly s is  and m usic" f o r  th e  

June 1920 is s u e  o f  A r ts  and d e c o ra t io n . ^  Mason m ain ta in e d  t h a t ,  l ik e  

th e  Jew i n  A u s t r ia ,  the  Anglo-Saxon was drowning i n  A m erica, overwhelmed 

by French and Hebrew in f lu e n c e s ,  p a r t i c u l a r l y  in  New York.

33R0 s e n fe ld , M usical p o r t r a i t s , p p . 206-08 .

3 4 lb id . ,  p . 209 .

35D aniel Gregory Mason, "P sychoanalysis and m usic ,"  A rts and 
d eco ra tio n  (June 192 0 ): 2 7 -29 . Mason acknowledged h is  debt to  R osen fe ld *s 
theory in  t h is  a r t i c l e .  Mason's own copy o f  M usical p o r t r a i t s , in c lu d in g  
the New York Times review  from 1920, i s  now in  the lib r a r y  o f  Columbia 
U n iv e r s ity .
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Now in .s u c h .a n  en v iro n m en t, th e  Anglo-Saxon 
tem peram ent, w ith  i t s  s o b r i e ty ,  i t s  p la in n e s s ,  i t s  
fo n d n ess  f o r  c le a r  meaning a s  a g a in s t  vague su gges­
t io n ,  i t s  d i s l i k e  o f lu x u ry , e x tra v a g a n c e , ex ag g era ­
t io n ,  i t s  p a s s io n a te  m o d era tio n , i t s  r e t i c e n c e  and 
i t s  humor, i s  a s t r a n g e r ,  and f in d s  i t s e l f  more and 
more crowded o u t o f  i t s  a n c ie n t  home. A composer o f  
such  tem peram ent i s  c o n s ta n t ly  tem pted to  su p p re ss  
i t ,  to  t r y  to  em ulate  th e  o p p o s ite  q u a l i t i e s  more 
g e n e ra l ly  adm ired, i n  s h o r t  to  embark on p r e c i s e ly  
th e  p a th  o f " e c le c t ic is m '' and s e l f - b e t r a y a l  t h a t  le d  
to  M a h le r 's  r u i n . 36

In  sh a rp  c o n t r a s t  to  Mahler’s f a i l u r e ,  a cco rd in g  to  R o se n fe ld , was 

B lo c h 's  e x u l t a n t  s u c c e s s .  He a t t r i b u t e d  t h i s  to  B lo c h 's  b e in g  "one o f 

th e  few Jew ish  com posers r e a l l y ,  fu n d am e n ta lly , s e l f - e x p r e s s iv e ."

But th e re  i s  m usic o f  E rn e s t Bloch th a t  i s  a 
l a r g e ,  a  p o ig n a n t ,  an a u th e n t ic  e x p re s s io n  o f  what 
i s  r a c i a l  in  th e  Jew. There i s  m usic o f h i s  t h a t  
i s  a u th e n t ic  by v i r t u e  o f q u a l i t i e s  more fundamen­
t a l l y  r a c i a l  th an  th e  sy n a g o g ic a l modes on which i t  
b a ses  i t s e l f ,  th e  S em itic  pomp and c o lo r  t h a t  i n ­
form  i t .  . . . There a re  moments when th i s  m usic 
makes one f e e l  as  though an elem en t t h a t  had r e ­
m ained unchanged th ro u g h o u t th re e  thousand y e a r s ,  
an e lem en t t h a t  i s  in  ev e ry  Jew and by which e v e ry  
Jew m ust know h im se lf  and h i s  d e s c e n t ,  were caugh t 
up in  i t  and f ix e d  there.37

The re a d e r  se ek in g  some d e f i n i t i o n  o f  " r a c i a l  u t te r a n c e "  seek s  in  v a in .

Once a g a in ,  th e  c r i t i c  p ro v id e s  no rea so n  f o r  h i s  o r ig in a l  p o s i t iv e  e v a lu ­

a t io n  o f th e  m usic . I d e n t i fy in g  th e  t r a i t  o f  " Jew ish n ess"  t h a t  R osenfeld  

found e x p re s se d  i n  th e  works p re s e n ts  th e  same s o r t  o f  d i f f i c u l t y  a s  de­

f in in g  H en d erso n 's  " s i n c e r i t y . "  Both q u a l i t i e s  b e c a m e " c r i te r ia  o f  c r i t i ­

cism  w ith o u t  e v e r  b e in g  c o n c re te ly  d e f in e d .  The c r i t i c s  were q i i i te  c e r t a in ,  

how ever, t h a t  th e s e  q u a l i t i e s  e x is te d -a n d  t h a t  they  p e rc e iv ed  them . "Jew ish"

36Mason, " P sy c h o a n a ly s is  and m u s ic ," p .  28. 

37 R o sen fe ld , M usical p o r t r a i t s , p . 289.
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became "R u ssian "  o r "German" a cco rd in g  to  n e e d , o f  c o u rse .

The aboye a r t i c l e s  r e y e a l  t h a t ,  b en ea th  th e  t o r r e n t  o f  em otional 

p ro se  la y  th e  c r i t i c a l  m ethod o f  a c o g n i t i y i s t .  I f  [R+M] i s  made to

e q u a l th e  co m b in a tio n  o f  ra c e  and m il ie u ,  f o r  b e t t e r  o r w o rse , we see

t h a t  in  th e  f i r s t  c a s e ,  t h a t  o f  M ahler, R o sen feld  has s a id ,  " th e  m usic 

i s  bad: i t  has [R+M]." In  th e  second c a s e ,  t h a t  o f B loch , he has s a id ,

" th e  m usic i s  good: i t  has [R+M]."

Faced w ith  th e  problem  of S tra v in sk y * s  " d e c lin e "  i n  the  m iddle 

tw e n tie s ,  R o sen feld  chose  an e x p la n a tio n  ad ap ted  from th e  model c i t e d  

above. In  a  p ie c e  c a l l e d  " I g o r ,  tu  n ’e s t  q u 'u n  v i l l a i n ! "38 he s a id  t h a t  

S tra v in sk y  had once been

. . .  an i n t u i t i v e  m u sic ia n ; i r o n i c ,  u n d o u b ted ly , 
b u t  moved by and ad d re sse d  to  s e n s i b i l i t y .  Now, 
th e  w orld  was f u l l  o f  h i s  w ords, s ta te m e n ts ,  t h e o r ie s ,  
a n a ly s e s  and a p o lo g ie s .  The man had grown t h e o r e t i c a l  
and th e  m usic had grown dumb.39

Vihat had happened to  S tra v in sk y ?  The q u e s tio n  was of g e n e ra l  concern  i n

th e  m idd le  tw e n tie s .  R o sen fe ld * s  was on ly  one o f  s e v e r a l  s o lu t io n s  to

the c o n u n d ru m .^

S tra v in s k y  had tu rn e d  a g a in s t  h i s  own r o o ts !
The psycho logy  o f th e  em igre had developed  in  him: 
th e  s p i r i t  o f  th e  man n o t  so much th e  p h y s ic a l  
e x i l e  a s  th e  e x i l e  from h i s  e a r ly  a s s o c ia t io n s  and

38xhe t i t l e  r e f e r r e d  to  a rem ark a d d re sse d  to  S tra v in sk y  by 
Debussy.

39 R o sen feld , By way o f a r t , p . 42.

^ ^ A lte rn a t iv e  e x p la n a t io n s  o f the  phenomenon were t h a t  S tra v in sk y  
was a " tr a d e  n a m e " .fo r  a c o l lo c a t io n  o f com posers (G ilm an); t h a t  he was 
a l i t t l e  m aste r who had  been o v e rra te d  i n  th e  f i r s t  p la c e  (Newman); or 
t h a t  he was n o t  w r i t i n g  p i e c e s .a t  a l l ,  o n ly  s tu d ie s  in  o r c h e s t r a l  e f f e c t s  
(H enderson).

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



154

th e  p a s t  a l iy e  i n  him; in d eed  from  h i s  own body 
— T h is , c u r io u s ly  enough, came to  me a c ro s s  th e  
pages n o t o f  a S tra v in sk y  s c o re ,  bu t o f  a T.S. E l io t  
c r i t i c i s m  . . .  in  r e c o g n iz in g  th e  an a lo g y  betw een 
E l i o t ' s  boo k ish n ess  and S t r a v in s k y 's  c e re b ra lism  and 
a rc h a ic is m , I  saw behind  th e  sc en e ; a s s i s t i n g  a t  th e  
b i r t h  of an h y b rid  s ty l e  and d e fe c t iv e  c la s s ic is m , 
n e i th e r  R ussian  n o r w e s te rn  n o r  S tra v in sk y . In  f l y ­
in g  from h is  e a r ly  a s s o c i a t i o n s  and th e  p a s t  a l iv e  in
him , th e  em igre becomes mere h ead . For pu rp o ses  o f
l i f e ,  t h i s  head has to  m an u fac tu re  i t s e l f  a  body. I t  
has to  make the  fo re ig n  i t s  own; w i l f u l ly  id e n t i fy in g  
i t s e l f  w ith  th a t  which makes th e  f o re ig n e r  a t  home 
in  h i s  fo re ig n n e s s .  S ince t h i s  i s  e a r ly  a s s o c ia t io n  
and th e  l iv in g  p a s t ,  th e  em igre  i s  u n c o n sc io u s ly  
moved to id e n t i f y  h im se lf  w ith  th e  form s assumed by 
them, s o le  c o n ta c t  p o s s ib le  to  h e a d s . He g ra d u a lly  
becomes a  f a n a t ic  o f m anners; c a l le d  to  defend h i s  
adop ted  c o u n try 's  c u l tu r e  and h ig h  t r a d i t i o n ;  more 
c a th o l ic  th an  the  Pope, more r o y a l i s t  th an  the k in g ; 
th e  i n t e l l e c tu a l  know ledge, p o s s e s s io n ,  a p p re c ia t io n  
o f  t h a t  p a s t  becoming s u b je c t iv e ly  p o te n t  symbols 
o f  id e n t i f ic a t io n .4 3 -

In  th e  same v e in ,  R osenfeld  warned t h a t  Am erican composers who con­

t in u e d  to  go abroad  to  l iv e  faced  th e  same " d e s t in y  o f e x i l e . "  These

com posers, he s a id ,  d id  n o t  go to  Europe b ecau se  l iv i n g  was c h e ap e r , b e ­

cau se  th ey  won th e  P r ix  de Rome, o r  because  th ey  w ished to  im bibe c u l tu r e ,  

even though th ey  m igh t say  they  d id .  The r e a l  rea so n  was to  be found w ith  

th e  h e lp  of F reud .

I s  i t  p o s s ib le  a t  t h i s  m inu te  to  c o n tin u e  re fu s in g  
to  see  th e  f ig u r e  which has lo n g  been re v e a l in g  i t s  
p rese n c e  behind i t s  dense b lac k  v e i l s ;  now s ta n d in g  
obscu re  and m y sterio u s  s t i l l ,  b u t  u n eq u iv o c a l, beau­
t i f u l l y  acco u n tab le?  The F re u d ia n  concep t o f "The 
M other" i s  c e r t a in ly  n o t y e t  a s  sim ple  to  our un d er­
s ta n d in g s  a s  i t  i s  bound to  be ; perhaps n o t as c le a r  
to  s c ie n c e  i t s e l f  as th e  f u tu r e  w i l l  make i t .  But 
i t  i s  s u f f i c i e n t l y  lu c id  to  l e t  us rec o g n iz e  th rough  
i t  th e  m agnetism  of an  o b je c t  a t  once t e r r i b l y  a t ­
t r a c t i v e  and r e p u ls iv e  to  th o se  ben eath  i t s  s p e l l

^ R o s e n f e ld ,  By way o f  a r t , pp . 4 1 -42 .
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and r e s i s te d  c o n sc io u s ly  a s  w e ll as u n co n sc io u s ly  
by mankind as a  w hole. This indeed  i s  what we 
haye to  f a c e .  I t s  agency i n . t h e  " d e s tin y  o f e x i le "  
i s  s c a rc e ly  to  be d isp u te d . F l ig h t  from  o n e ’ s coun­
t r y  i s  b u t th e  means o f  combat open to  th o se  too 
much under i t s  s p e l l  to  c o n fro n t and m eet and check 
i t  on i t s  own g round. The e x i l e  r e p a i r s  to  an en­
v ironm ent exempt from i t s  in f lu e n c e s ,  hence fav o ra b le  
to  th e  a p p e ti te  f o r  c o n ta c t  and e x p e rie n ce  which 
t h e i r  p e rv a s iv e n e ss  d isc o u ra g e s . But he does so a t  
v a s t  expense . In  s u rre n d e rin g  h i s  n a t iv e  en v iro n ­
m ent, he s u rr e n d e rs  a l l  hope of harm onizing  h i s  own 
im p u lses  th ro u g h  th a t  w hich, as th e  p ro d u c t o f im­
p u lse s  r e l a te d  to  h i s  own, i s  b e s t  f i t t e d  to  accom­
m odate them and respond  to  them .42

R osenfeld  concluded th a t  t h i s  v i s io n  o f  o n e’s c o u n try -as -m o th e r was " to  

be u n d ers to o d  and f i n a l l y  c o n tr o l le d  by u n f lin c h in g  c o n f r o n ta t io n ."43 

He had chosen  to  s ta y  home h im se lf  and had r e je c te d  th e  c o u rs e , adopted  

by Henry Jam es, T .S . E l io t ,  and James Huneker, among many o th e r s ,  o f 

e sca p in g  p ro v in c ia l ism  by moving to  Europe fo r  long  p e r io d s  a t  a tim e . 

R osenfeld  a ttem p ted  to  e sca p e , i n s t e a d ,  in to  th e  w orld o f h i s  own imag­

i n a t i o n .  H arold Clurman s a id  j u s t  b e fo re  R o s e n fe ld 's  d e a th  th a t  he

. . . had tran sfo rm ed  th e  e n t i r e  o b je c t iv e  world 
in to  s e n sa t io n  — h i s  s e n sa tio n  —  which he made in to  
s o u lf u l  d e c o ra t io n s  to  p r o te c t  h im se lf  from th e  h a rsh  
f a c e t s  of r e a l i t y .  He seemed to  a r r i v e  too c o n sc io u s­
ly  and th e re fo re  a r t i f i c i a l l y  a t  th e  t r a n s l a t i o n  o f 
w hat he p e rc e iv ed  o u ts id e  h im se lf  — in c lu d in g  a r t  — 
in to  a p r iv a te  s o la c e .  This m ight be n o ted  in  th e  
too  c o n s ta n t  e c s ta s y  o f h is  p r o s e . 44

R osenfeld  was a  c o g n it iv e  c r i t i c  in  m ethod, an im p r e s s io n is t ic  c r i t i c  

in  e x p re s s io n , and an " e m o tio n a l is t"  by a e s th e t i c  p r e d i l e c t io n .  His con-

42paul R osen feld , "The d e stin y  o f  e x i le ,"  Modern music 8 
(January-February 1931); 3 -8 . The aboye quote appears on pp. 7 -8 .

4 3 ib id . ,  p . 8 .

44narold Clurman, "Paul R o se n fe ld ,"  Modern m usic 23 (1946): 184-88. 
Quote on p. 187.
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c e rn  w ith  th e  in te n s e  e x p re s s iv e  power o f  m usic ex tended  even  to  such 

s e m i- r e p re s e n ta t io n a l  p ie c e s  as P a c i f ic  231. The work was n o t n e a r ly  

v iv id  enough to  s u i t  th e  c r i t i c :  Honegger had n o t c a p tu re d  th e  e s s e n t i a l  

e n g in e •

P a c if i c  231 i s  n o t a good lo co m o tiv e . I t  i s  w e ll 
enough m ade, b u t i t  i s  made o f p a p ie r  mache. Or 
p e rh ap s i t  i s  a loco m o tiv e  i n  th e  m ovies. A r e a l  
o u t - i n - l i f e  loco m o tiv e  makes much g ran d er co n certo  
s t a r t i n g ,  steam  beclouded  on a w in te r ’ s day. The 
o v e rto n e s  o f  i t s  w h is t l e s  a re  always e x q u is i te  and 
b lo o d c u rd lin g . There i s  n o th in g  in  th e  world more 
n o s ta lg ic  th an  a d i s t a n t  locom otive  c ry in g  a c ro s s  
a  sp r in g  ev en in g  f o r  i t s  m ate . As f o r  th e  lo o k s of
th e  th in g :  th e  g ia n t  b e a r in g  down upon you w ith  th e
b lin d in g  eye in  h i s  c h e s t — no one , n o t  even J u le s  
Rem ains, has g iv en  th a t ;  and H onegger's  im p ress io n  
o f  th e  g e n e ra l  s p i r i t  o f  th e  machine i s  p a th e t i c a l l y  
tam e. The c h o r a l e - l ik e  theme fo r  th e  b r a s s ,  and th e  
long  m ounting v i o l i n  f ig u r e s  a r e ,  we have a lre a d y  
in t im a te d ,  i n f e r io r  Tchaikow sky, and m ight have
f ig u re d  i n  th e  d o g - f ig h ts  o f th e  Romeo and J u l i e t
o r  F ra n ce sc a  da R im ini o v e r tu r e s ,  or i n  th a t  o f  th e  
F i f t h  Symphony. The "sumptuous c h o rd s"  which g a th e r  
and a r r e s t  th e  f l i g h t  o f  th e  m usic a re  w ith o u t 
g e n iu s .45

I t  was q u i te  in  c h a ra c te r  f o r  R o sen feld  to  tak e  up the  to p ic  of ex ­

p r e s s io n  in  m usic w ith  S tra v in s k y , when g ran te d  an in te rv ie w  w ith  th e

composer in  th e  s p r in g  o f 1925.46 The r e p o r t  i s  un ique among R o s e n fe ld 's  

colum ns fo r  i t s  c l a r i t y  and d i r e c tn e s s .  I t  d e a ls  w ith  many of th e  a e s th e t ­

i c  q u e s tio n s  b e ing  d eb a ted  d u rin g  th e  1920s. I s  th e  co m p o se r's  own emo­

t io n  r e l a te d  d i r e c t l y  to  th e  e m o tio n a l c o n te n t  o f  th e  music? Can em otion

be d en ied  o r re p re s s e d ?  Does an  a r t  work haye e x is te n c e  a t  a  p re -c o n s c io u s

45pau l R osen feld , "Musical c h r o n ic le ,"  D ial 78 (January 1925):
86 .

46xhe composer was on a  s h o r t  Am erican to u r  in  Jan u ary  1925 as  con­
d u c to r  o f  h i s  own works and a s  s o l o i s t  i n  h i s  new p ian o  c o n c e r to .
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l e v e l?  How does th e  em otion evoked in  th e  l i s t e n e r  r e l a t e  to  th e  com­

p o s e r 's  in te n t io n ?  Do works o f  a r t . r e l a t e  to  l i f e  o u ts id e  i t s e l f ?  Or 

does a r t  e x i s t  in  and o f  i t s e l f  a lo n e?  More i n t e r e s t i n g  th an  S tra v in s k y 's

answ ers i s  th e  s u c c in c t  summary o f c u r r e n t  a e s th e t i c  c o n c ern s .

R osenfeld  had h e a rd , he s a id ,  t h a t  S tra v in sk y  was s t r i v in g  to  keep 

a l l  p e rs o n a l  em otion  o u t o f  h i s  m u sic , was p u zz led  by th e  e x p re s s io n , and

wanted to  know more o f what S tra v in sk y  m eant.

He m easured me a moment, th en  s a id  s u d d e n ly ,
"We a re  going  to  exchange r o le s .  I t  i s  I  who am
going  to  in te rv ie w  you. I  want you to  b eg in  by 
t e l l i n g  me e x a c t ly  what i t  i s  you mean by 'p e rs o n a l  
e m o tio n . ' "

I  lau g h e d . "But, Mr. S tra v in s k y , I  am n o t  a 
g e n iu s ."

" N e ith e r  am I , "  he r e t o r t e d .  Then a f t e r  a  moment,
"Suppose you w ent o u t and n a rro w ly  escaped  b e in g  ru n
over by a t r o l l e y - c a r .  Would you have an em otion?"

" I  sh o u ld  hope so , Mr. S tra v in s k y ."
"So sh o u ld  I .  But i f  I  went o u t  and n arro w ly  e s ­

caped b e in g  run  o ver by a t r o l l e y - c a r ,  I  would n o t 
im m edia te ly  ru sh  fo r  some m usic p ap er and t r y  to 
make som ething  o u t o f  th e  em otion I  had j u s t  f e l t .
You u n d e rs ta n d ."

"Y es, o f  c o u rs e . But i t  would ce ase  b e in g  p e r­
so n a l as  soon as one began. However, Mr. S t ra v in s k y , 
do you impose an i n t e l l e c t u a l  th eo ry  o f em otion  o r 
non-em otion  upon y o u r s e l f  when you compose?"

" I n t e l l e c tu a l  th e o r y ,"  he s n o r te d ,  as i f  I  had 
w ished  to  accu se  him of c r e t in i s m ,  " c e r t a in l y  no t!
I  don't th in k  I  go to  work tw ice i n  th e  same fa s h io n .
B esides., what i s  t h i s  a l l  about p e rso n a l  em otion?
A ll  em otion  goes back to  th e  p e rso n a l  e q u a tio n .
What i s  e m o tio n a l f o r  one man i s  n o t  e m o tio n a l fo r  
a n o th e r .  But th e re  a re  c e r t a in  a r t i s t s  who go o u t 
b e fo re  th e  w orld  and commence c ry in g ,"  and h e re  he 
r a i s e d  h i s  arms w h ile  a lo o k  of d i s g u s t  p assed  oyer 
h i s  f a c e ,  "Oh, I  am such a  g r e a t  man, such a  g re a t  
a r t i s t !  I  haye a l l  th e se  w onderfu l f e e l in g s  and 
th e s e  w onderfu l e x p e r ie n c e s . I  see  God, th e  whole 
and Heaven knows what e l s e . "

" T h a t 's .m e re  im p o ten ce ."  Here he sh o t a g lan ce  
a t  m e.. "What I  am t ry in g  to  f in d  o u t ,  i s  w hether 
you have any k in d  of id e a  t h a t  c e r t a in  th in g s  
which we c a l l  f e e l in g ,  o r th e  h e a r t ,  o r  th e  s o u l ,
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a re  p a s s in g  o u t o f  l i f e ?  You know, th e re  a re  c e r ­
t a i n  p eo p le  who a re  t ry in g  to  s t r i k e  th e  s c i e n t i f i c  
a t t i t u d e  in  l i v i n g ,  and w orking w ith o u t p i t y ,  w ith o u t
sympathy, w ithout d e s ir e ,  e v e n  "

" T h a t 's  u t t e r l y  a b s u rd ,"  he in te r r u p te d ,  " th e  v e ry  
th in g  which you a re  a f r a id  o f ,  and t r y  to  r e p r e s s — 
t h a t ' s  th e  v e ry  th in g  w hich i s  going  to  s e iz e  you in  
th e  end. Anyway, th e  form  o f th e  r e p r e s s io n  i s  e q u iv a ­
l e n t  to  th e  form o f  th e  e x p re s s io n .  But o f  course 
th e re  i s  ro m an tic ism , and perh ap s th a t  i s  go ing  o u t 
o f l i f e .  But i n  t h e i r  v e ry  e f f o r t  to  e scap e  rom anti­
cism , p eo p le  a re  co m m itting  th e  m ost g ro te sq u e  e r r o r s .  
Take Schoenberg f o r  exam ple. Schoenberg i s  r e a l ly  a 
ro m an tic  a t  h e a r t  who would l i k e  to  g e t  away from
ro m an tic ism .^ ^

" . . .  But when you compose, i s  th e re  n o t som ething 
w hich g u id es  you? A f e e l in g  of form ? A se n se  of 
rhythm ? A r e n 't  you s e ek in g  to  draw a l in e  about some­
th in g  which you f e e l  has an e x is te n c e  p r io r  to  your
e f f o r t  o f  c o m p o s i tio n ? " ^

"B u t, su p p o se, Mr. S t ra v in s k y , I  h e a r  one o f your 
c o m p o s itio n s , and c e r t a in  im ages o f  th e  w o rld , or of 
th e  human c o n d it io n ,  come in to  my mind. Do you f e e l  
t h a t  I  am re a d in g  som ething  in to  your c r e a t io n s  which 
does n o t e x i s t  th e r e ? "

"B ut my dear s i r ,  who i s  th e  i n t e r p r e t e r  h e re ?  I t  
i s  you. That i s  f o r  y o u , and n o t f o r  me, to  s a y ."49

"Then l e t  me ask  you one more q u e s tio n ,  M r. S tra v in ­
s k y . Do you th in k  any w ork, any work of to -d a y , I  
m ean, which i s  g e n u in e ly  l i v i n g ,  can f a i l  to  i n t e r p r e t  
to  us e lem en ts  o f  th e  d a i l y  l i f e ,  say  our r e l a t i o n s h ip s  
w ith  p e o p le ? "

He s a t  r e f l e c t i v e  a moment. "Perhaps n o t , "  he s a id .
" I  d o n 't  know. We d o n 't  know what th e  c r e a t iv e  mo­
m ent i s  made up o f .  I t  may even be a n e c d o ta l.  You 
see  I  m yse lf have n o t  th e  same f e e l in g  a g a in s t  what 
p u re ly  a n e c d o ta l  a s  a g a in s t  what i s  e i t h e r  p ic tu re s q u e  
o r l i t e r a r y .  I  f e e l  th e re  i s  a  d i f f e r e n c e ,  and I  am 
p e r f e c t l y  w i l l in g  to  acknowledge t h a t  c e r t a in  b i t s  of 
th e  Sacre have an a n e c d o ta l  i n t e r e s t .  But n o t  p ic ­
tu re s q u e .  And in  th e  m ain , th e  i n t e r e s t  i s  a r c h i t e c t u r a l .

^ ^R o se n fe ld , By way o f a r t , pp . 30 -31 . 

4 8 ib id . ,  p . 33.

4 9 ib id . ,  p . 34.

5 0 ib id .
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R o s e n fe ld 's  a r t i c l e ,  " I g o r ,  tu  n ’e s t . q u ’un v i l l a i n ! "  was w r i t t e n  

a f t e r  t h i s  in te rv ie w . R osenfeld  cou ld  n o t ,  on f u r th e r  r e f l e c t i o n ,  accep t 

what S tra v in sk y  had s a id .  Re f e l l  b ack , once m ore, on th e  i n t e r p r e t a t i o n  

t h a t  was m ost c o m fo rtab le  to  him . He was n o t a lo n e , o f  c o u rs e , i n  r e ­

j e c t i n g  S tra v in sk y  th e  a e s th e t i c ia n .  Everyone read  what th e  composer 

s a id ,  b u t nobody b e lie v e d  i t .  Henderson had wondered why "A ll th e  p o th e r  

ab o u t s u b je c t iv i t y  and o b j e c t i v i t y . " 5-*- Gilman had co n c lu d ed , a f t e r  h e a rin g  

O edipus re x  t h a t  " f o r tu n a te ly  f o r  th e  peace o f  th e  com m entators and th e  jo y  

o f  th e  m usic l o v e r s ,  S tra v in sk y  i s  b e t t e r  th an  h is  d o c t r i n e s . " 52 For 

R o se n fe ld , S tra v in sk y  was s t i l l  an e x tr a o rd in a r i ly  ab le  m u sic ia n  in  1930, 

b u t he seemed to  have l o s t  " th e  b e t t e r  p a r t  o f  th e  gen iu s  and e le m e n ta l 

power t h a t  had once t h r i l l e d  u s ,  and to  have become som eth ing  o f a c ran k , 

to  b o o t ." 55 The v a r io u s  f o r m a l i s t i c  (R osenfeld  l ik e d  to c a l l  them "a rch ­

i t e c t u r a l " )  m u sic a l a d v e n tu re s  t h a t  tu rn ed  up w ith  in c r e a s in g  freq u en cy  

a f t e r  m id-decade l e f t  him c o ld . For such an e m o t io n a l is t ,  n o th in g  could  

have been w orse. Even Bloch ( in  h i s  Concerto g ro ss o ) had abandoned th e  

approved "H eb ra ic"  s h ip .  R osenfeld  d e sc r ib ed  the  tre n d  a s  a  trium ph o f 

"humanism" o ver a ro m an tic ism  no lo n g e r  l e g i t im a te  f o r  t h i s  c e n tu ry . In  

an e s sa y  from  h i s  By way o f a r t  (1928) he commented t h a t :

. . . th e  predom inance o f th e  h u m an is tic  ten d en cy , 
w ith  i t s  p re fe re n c e  fo r  th e  uniform  and r e g u la r  in  
s ty l e  and c o lo r ,  f o r  th e  grand b a n a l i t i e s ,  s u b je c t s ,

^ H e r a l d ,  10 F eb ru ary  1924.

52T rib u n e , 9 March 1928.

53pau l R o se n fe ld , D isc o v e r ie s  of a  m usic c r i t i c  (New Y ork: H a rc o u rt, 
B race , 1 936), p . 182.
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id e a s ,  and em otions r e l a t e d . t o  th e  g e n e ra l  e x p e r i­
ence o f  th e  r a c e ;  f o r  a more humble, so b er and 
communal approach  to l i f e ; . i s  u n d e n ia b le . Major 
i n  th e  e a r ly  e ig h te e n th  c e n tu ry , i t  was m inor in  
th e  n in e te e n th ;  b u t some s u b t le  change w i th in  mu­
s ic i a n s  has  r e s to re d  i t  to  p r i o r i t y .

R o sen fe ld  was n o t a t  th e  o u ts e t  a champion o f  th e  new American 

m u sic , as h as  som etim es been supposed. He admired s p e c i f ic  w o rk s ,55 b u t in  

November 1921, he was is s u in g  d isc la im e rs  about i t .  The example below i s  

from  h i s  a r t i c l e  on John Alden C arp en te r .

We p e rc e iv e  a g a in  t h a t  no n a tiv e  b o rn  m usic ian  
can y e t  g iv e  us what dozens o f Europeans do. We 
p e rc e iv e  th a t  no American composer can  y e t perform  
a f e a t  o f  im a g in a tio n  in  m usic . For an a c t  of 
im a g in a tio n  i s  th e  p ro cess  of p e rc e iv in g  an ob­
j e c t i v e  v e r i t y ,  and no one born  th i s  s id e  o f th e  
A t la n t ic  can s ta n d  lo o k in g  long  in to  th e  fa c e  o f  
t r u t h . 5**

The c r i t i c  fo llo w ed  f a i t h f u l l y  th e  p r e s e n ta t io n s  of th e  s o c ie t i e s  f o s t e r ­

in g  new m usic d u r in g  th e  decade,how ever. One s e r i e s  of e ssa y s  i n  By way 

o f  a r t  was c o lle c te d  under th e  t i t l e  "Thanks to  th e  I n te r n a t io n a l  G u ild ."  

The Am erican m usic s in g le d  o u t fo r  s p e c ia l  m ention h e re  i s  t h a t  o f C ow ell,

S ^R o sen fe ld , By way o f a r t , p . 81.

S ^H ora tio  P a rk e r ’ s o p e ra , Mona, f o r  exam ple. The co in c id en ce  th a t  
P a rk e r  was a t  Yale d u r in g  R o se n fe ld 's  s tu d e n t days, and th a t  th e  work was 
produced  a t  th e  M e tro p o litan  th e  y ea r he g rad u a te d , canno t be o v erlo o k ed . 
The c r i t i c  was rev ie w in g  "The f a t e  o f Mona" sev en teen  y e a rs  l a t e r .  See 
R o se n fe ld , Hour w ith  American m usic , pp. 114-15 , i n  which he r a te d  i t  f a r  
aboye Deems T a y lo r’s The k in g 's  henchman, R osenfeld  has been accused  of 
f a v o r i t i s m  as  a c r i t i c .  Edmund W ilson p o in te d  to  h i s  a d m ira tio n  of 
A lf re d  S t i e g l i t z ,  p h o to g ra p h e r, a r t  c o l l e c to r ,  and g u id in g  s p i r i t  o f 
"291 F i f t h  Ayenue," th e  g a l l e r y  t h a t  was a r a l l y in g  p o in t  fo r  i n t e l l e c ­
tu a l s  d u r in g  th e  second decade of th e  c e n tu ry . In  W ilso n 's  o p in io n , 
R o s e n fe ld 's  e v a lu a t io n s  i n  th e  p l a s t i c  a r t s  were n o t independen t o f 
S t i e g l i t z 's  in f lu e n c e .  W ilson, "Paul R o se n fe ld ,"  p . 7.

56P au l R o sen feld , "M usical c h ro n ic le ,"  D ia l 71 (November 1921):
619.
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R u g g les , Dane Rudhyar, and V a re se . The f i r s t  th re e  he grouped to g e th e r  

as e x h ib i t in g  "ro m an tic"  te n d e n c ie s  because  0f  t h e i r  i n d iv i d u a l i ty .  V arese 

was more " a r c h i t e c t u r a l / ’ By th e  n e x t  y e a r,  Copland had become an  impor­

ta n t  f ig u r e ,  though a t  tw en ty -sev en , he  was s t i l l  "a c o l t  u n stead y  on i t s  

s t i l t s . " 57 R osenfeld  b e fr ie n d e d  a number of American a r t i s t s  d u r in g  th e  

d ecad e , among them Copland and David Diamond. However, th e  c r i t i c ’ s c h ie f  

co n c e rn , u n t i l  th e  l a t e r  tw e n tie s ,  was w ith  new European m usic .

A ttem pts by b o th  European and American com posers a l i k e  to  compose f o r  

a  b ro ad e r  au d ie n c e , d u rin g  th e  1930s, met w ith  h i s  d isa p p ro v a l.  As W ilson 

r e p o r te d ,  "he was shocked, a lm ost p e rs o n a l ly  h u r t ,  when Americans whose 

work he had th o u g h t prom ising  d id  a n y th in g  fo r  th e  r a d io  o r  Hollywood, o r  

p u b lis h e d  p o p u la r  b o o k s ." 5®

For th e  g e n e ra l  co n c e r t aud ien ce  i n  A m erica, R o sen feld  had few k ind  

w ords. H is v e ry  f i r s t  column f o r  th e  D ia l5^ a tta c k e d  i t  a s  th e  r o o t -  

cau se  o f  th e  s ic k n e s s  he  found p e rv a d in g  New York c o n c e r t  l i f e .  "We poor 

A m erican s,"  he s a id ,  "do n o t b e l ie v e  i n  p a s s io n ."  The ty p ic a l  aud ience  

was u n ab le  to  e n te r  in to  th e  em o tio n al e x p e rie n ce  o f m u sic .

The A m erican 's  d i s b e l i e f  i n  h i s  em otions h as  de­
bauched th e  a r t i s t ’ s ,  to o . For in  o rd e r  t h a t  he 
may g iv e  h im s e lf ,  a m u sic ian  must b e l ie v e ,  must 
know, t h a t  th e  em otion he i s  s t r i v in g  to  communi­
c a te  w i l l  be c a r r ie d  o u t in to  th e  w orld by th e  f o lk  
to  whom he i s  a d d re s s in g  h im s e lf .60

M usic h a d , u n f o r tu n a te ly ,  become m a te r ia lis m ’ s c o n fe d e ra te .  But why could

n o t  " th e  c r e a t iv e  power o f  a r t  war upon th e  m achine as  th e  m achine has

57P au l R o se n fe ld , "M usical c h ro n ic le ,"  D ial 77 (A p ril  1 927): 358.

5®Wilson, "P au l R o se n fe ld ,"  p . 18.

5 ®Paul R o se n fe ld , " I n t r o i t , " D ia l 69 (November 1920): 550-54. The 
t i t l e  i t s e l f  was p s e u d o - re l ig io u s .

60I b i d . , p .  552.
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w arred  upon i t ,  and conquer the- m achine?" . asked R o sen fe ld . "Could n o t 

th e  a r t i s t ,  to g e th e r  w ith  h i s  a l l y  th e  s o c ia l  re fo rm e r , d e s tro y  th e  

m achine and c re a te  l i f e  anew?" R o sen feld  b e lie v e d  t h a t ,  in  w a rrin g  "on 

th o se  m u sic ian s  who subm it w ith o u t s tr u g g l in g  to  th e  d e s ir e s  o f  th e

Am erican crowd; i n  c a l l in g  o u t th an k s  to  th e  men who a re  f ig h t in g  f o r  th e

i n t e g r i t y  o f t h e i r  a r t , "  he was " b a t t l i n g  f o r  th e  l i f e  o f th e  re p u b l ic  

i t s e l f . " ^ l

The theme was a r e c u r r in g  one i n  h i s  w r i t in g .  Most o f  th e  c r i t i c s  

i n  a tte n d a n c e  a t  th e  f i r s t  perfo rm ance o f  S t ra v in s k y 's  C o n ce rtin o  fo r  

s t r i n g  q u a r te t  (23 November 1920) n o ted  th e  h i s s e s  o f  th e  a u d ie n c e . 

R o se n fe ld , however, drew a "d eep er"  m eaning th an  d id  h i s  c o lle a g u e s  from

t h i s  u n u su a l p u b lic  d i s p la y .  The d e m o n s tra tio n , he  s a id ,  u n d e rsco red

" th e  f a t i g u e ,  th e  f l a c c id i ty  o f th e  American p u b l ic ."  They had fo o d , 

money, com placent c o i f f u r e s " ;  b u t " n e i th e r  y o u th , n o r e a g e rn e s s ,  n o r j o y ,  

n o r  r e s i l i e n c y  were v i s i b l e .  . . . L ife  was what th e  m usic w a s — t i r e d ,  

in a n e , th e  weary r e v o lu t io n s  o f  a m achine no man can  r e s i s t . "  The au d i­

ence h is s e d  "because i t  d i d n 't  want to  know th e  t r u th  of l i f e . "  For 

R o se n fe ld , i t  was th e  au d ien ce  t h a t  was a "m illio n -h e a d e d  C a n u t e . T h e  

a r t i s t  who e x p ressed  th e  tim es was t h e i r  enemy.

L ike G ilm an, R osenfeld  c a s t  h im se lf  in  th e  r o le  o f a c r e a t iv e  a r t i s t  

i n  w r i tin g  h is  c r i t i c i s m .  G ilman, to o , had l i t t l e  sympathy f o r  th e  a u d i­

e n c e , even a f t e r  h i s  appoin tm ent to  th e  T rib u n e . Y et Gilman se rv e d  th e

63-Rosenfeld, " I n t r o i t , "  p .  553.

62 R o sen fe ld , M usical c h r o n ic le , p . 101. Note t h a t . t h e  q u o ta t io n s  a re  
from  th e  r e w r i t t e n  v e rs io n  o f  1923.
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b ro a d e r  p u b l ic  t h a t  h e  in h e r i te d  a lo n g  w ith  th e  new spaper p o s t w ith  good 

g ra c e .  R o se n fe ld , e s p e c i a l l y  in  l a t e r  y e a rs ,  w ithdrew  in  d iscouragem ent 

i n s  t e a d .

One o th e r  a s p e c t  of R o se n fe ld ’ s p o s i t io n  i n  New York c r i t i c i s m  must 

b e  n o ted . Racism was by no means new. There was, how ever, a p a r t i c u l a r l y  

v i r u l e n t  o u tb u r s t  o f  a n ti-S e m itism  in  America d u rin g  th e  p o s t-w ar d ecade. 

I n s t i t u t i o n s  t h a t  had t r a d i t i o n a l l y  been  to le r a n t  adop ted  p o l ic i e s  o f 

d i s c r i m i n a t i o n . ^  R o s e n fe ld 's  p o s i t io n  a t  th e  D ia l was a d e l i c a te  one .

H is  own r a c i a l l y - o r i e n t e d  th e o r ie s  o f a r t  were n e c e s s a r i l y  s o f t - p e d a l le d .  

R o sen fe ld  spoke d i r e c t l y  to th e  s u b je c t  o f th e  ram pant p re ju d ic e  o n ly  

o nce in  t h a t  m agazine, i n  a long  a r t i c l e  (n o t h i s  r e g u la r  column) in  

November 1 9 2 5 . That  he shou ld  a t t a c k  th e  fo rm alism  he d e te s te d  i s  n o t 

s u r p r i s i n g .

To-day form alism  has i t s  s tu p id ly  c o n s t r ic t in g  
g rasp  n o t  a lo n e  on m u sic , where i t  has te m p o ra r i ly  
produced an unengaging s i t u a t i o n ,  b u t on a r t  and 
l i t e r a t u r e  th ro u g h o u t th e  w o rld . I t  h as  an hundred 
names: i n te l le c tu a l i s m  and a e s th e t ic is m  a re  the  more 
p o p u la r  ones; and a e s t h e t i c  h y p o th e s e s , B yzantine  
p reo c c u p a tio n  w ith  q u e s tio n s  o f  form , and g l o r i f i ­
c a t io n  o f  a u to m atic  w r i t in g  a s  a c r e a t iv e  method 
a re  a few o f  th e  more amusing of i t s  m asks. Behind 
i t s  hundred r a t i o n a l i z a t i o n s  i t  rem ains reco g n iz ab ­
ly  the  fo rc e  se ek in g  to  narrow  and r e s t r i c t  the

^ C o lu m b ia  U n iy e rs i ty  i n s t i t u t e d  a Jew ish  quo ta  f o r  th e  f i r s t  tim e 
i n  th e  e a r ly  tw e n tie s ,  as d id  New York. U n iv e rs i ty , .  P r in c e to n ,  and W illiam s 
C o lle g e . The p re s id e n t  o f  H arvard su p p o rte d  a Jew ish  quo ta  f o r  t h a t  
i n s t i t u t i o n ,  as  w e ll a s  a ban on B lacks in  th e  d o r m ito r ie s ,  bu t was 
o v e rru le d  on b o th  c o u n ts , See Thomas F . G o s s e t t ,  Race: th e  h i s to r y  of 
an  id ea  in  Am erica (D a lla s :  S o u th ern  M eth o d is t U n iv e r s i ty ,  1 9 6 3 ), pp . 
3 7 2 -7 3 .

6^Paul R o se n fe ld , "A v iew  of m odem  m u s ic ,"  D ia l 79 (November 1925): 
375 -9 6 .
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i n t e r e s t s  o f  th e  a r t i s t ,  to  keep him from u sin g  
th e  t o t a l i t y  o f h i s  re so u rc e s  by c u tt in g  him o f f  

. from  th e  so u rce  of power i n .p e r s o n a l i t y  and f e e l in g ,  
to  impose as  a b s o lu te s  upon him th e  m a te r ia l  l im i t s  
of o th e r  tim es and o th e r  c o n d i t io n s .65

The fo llo w in g  pages c o n s t i tu t e  R o se n fe ld ’ s r e p ly  to  r a c i s t  a t t a c k s .  

F e a rs  t h a t  th e  s o -c a l le d  "N ordic r a c e "  was th re a te n e d  w ith  e x t in c t io n  w ere 

w id esp read  in  America a t  t h i s  t im e . R osenfeld  su g g e sts  th a t :  (1) some 

b e l ie v e  fo rm alism  to be th e  r e s u l t  o f  N ord ic  com posers' a tte m p ts  to  

p r o te c t  t h e i r  W estern i n t e l l e c t u a l  h e r i t a g e ;  (2) t h i s  cannot be th e  c a se  

s in c e  t h re e  o f th e  le a d e r s  o f  th e  f o rm a li s t  movement a re  n o t N ordic 

(M ilhaud, C a s e lla ,  R a v e l);  (3) E a s te rn  in f lu e n c e  (" O rie n ta lism " )  in  

e a r l y  tw e n tie th  c e n tu ry  m usic canno t be tra c e d  to  Jew ish  o r ig in s  though 

Jew ish  com posers have found i t  i n v i t in g  to  th e  Jew ish  tem peram ent; (4) 

th e  c o n tr ib u t io n  o f  th e  Jew ish  c u l t u r a l  h e r i t a g e  to  W estern a r t  has been  

c o n s id e r a b le .  I t  h as  n o t  sought to  underm ine, b u t to  b len d  w ith  W estern  

c u l t u r e .

F a m ilia r  v o ic e s  w i l l  n o t f a i l  to  tak e  advantage 
o f  th e  s i t u a t i o n  and d e c la r e  th e  p s e u d o -c la s s ic  
r e a c t io n  an e x p re s s io n  o f th e  W estern w i l l ,  the  
W estern u n co n sc io u s , and an e f f o r t  o f th e  W estern 
i n t e l l e c t u a l s  to  p r o te c t  t h e i r  h e r i ta g e  from de­
s t r u c t i o n  a t  th e  hands o f  a  c e r t a in  sower o f  
anarchism  and sap p er o f  th e  b ig  blond and b e a s t ly  s o u l.
They w i l l  n o t be s i le n c e d  by th e  t r u t h  t h a t  a t  l e a s t  
t h re e  o f th e  le a d e r s  o f th e  f o r m a l i s t i c  movement, M il­
haud, C a s e lla ,  and R av e l, and perhaps m ore, a re  n o t o f  
d i s t i n c t l y  "N ordic" b lo o d ; t h a t  th e  composers who f i r s t  
b rid g ed  a  way fo r  th e  h i e r a t i c  E ast to  move westward 
were n o t Jew ish  [M oussorgsky and D ebussy]; and th a t  
em inent among th o se  who co n tin u e  th e  u n c o n sc io u s ly  
m o tiv a te d  p ilg rim a g e  tow ards a new g en u in e ly  W estern 
a t t i t u d e ,  a t  l e a s t  tow ard a  b a lan ce  o f the  two p r in ­
c ip le s .b e g u n  by t h e i r  g e n e ra t io n ,  s ta n d  B loch .and

^  R o se n fe ld , "View o f  modern m u s ic ,"  p . 387.
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Schoenberg . For s t i l l  i t  m oves, and i f  energy  h as  
b een  s lack en ed  in  a l l  l iy in g  com posers, i n  c e r t a in ,  
th e  e s s e n t i a l  d i r e c t i o n  has n o t  been l o s t ;  and th e  
modern o r ie n t a t i o n  has been p a r t i c u l a r l y  i n v i t in g  to  
th e  Jew ish  tem peram ent. I f . th e  o r ie n ta l is m  of 
M oussorgsky and Debussy awoke a  co rresp o n d in g  o r ie n ­
ta l i s m  i n  th e  Jew ish  b r e a s t ,  i t  awoke to g e th e r  w ith  
t h a t  s u p e r f ic i a l  o r ie n ta l i s m  the  p a r t i c u l a r  a ff irm a ­
t i v e ,  s tu b b o rn , a g g re s s iv e  s p i r i t  which has always 
u n i te d  the  Jew ish  ra c e  w ith  Europe, made i t s  c u l tu r e  
an i n t e g r a l  p a r t  o f  th e  s t r i c t l y  M edite rranean  one,
b ro u g h t i t s  B ib le  to  p o r t  in  th e  W est, and made i t s
mode r e v e rb e ra te  i n  th e  c h o ir s  o f  G othic c a th e d r a ls

T o  be a  Jew ish  c r i t i c  in  New York d u rin g  the  1920s w a s  n o t  a co m fo rtab le

p o s i t io n .

R o s e n fe ld 's  c r i t i c i s m  was a d d ressed  more to  the l i t e r a r y  i n t e l l i g e n t s i a  

th an  to  th e  c o n c e r t-g o in g  p u b lic  o f  New York. This f a c t  d im in ish ed  h i s  i n ­

f lu e n c e  as an a p p re c ia to r  o f  m u sica l m odernism . F i f ty  y e a rs  l a t e r ,  h i s

r e p u ta t i o n  a s  an ad v o cate  o f  new m usic f a r  exceeds aw areness of th e  b ases

f o r  h i s  ju d g m en ts. Many thank him , b u t few rea d  him.

^ R o s e n fe ld ,  "View o f  modem m u sic ,"  p . 388.
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Chapter V II

OLIN DOWNES 
(1886-1955)

O lin  Downes, " th e  l a s t  o f  the m usic rev ie w e rs  to en jo y  m u s i c , w a s  

bo rn  in  E vanston , I l l i n o i s  i n  1886. Though he d id  n o t a t te n d  c o lle g e ,  

h i s  m u sica l s tu d ie s  began a t  an e a r ly  ag e . A fte r  a  c h ild h o o d  in  New 

J e r s e y ,  Downes moved to  B oston , where he  became m usic c r i t i c  fo r  th e  

B oston P o s t i n  1906. The th in n in g  in  the  ranks o f the  Old Guard c r i t i c s  

o f  New York i n  the  e a r ly  1920s prov ided  a f u r th e r  p r o fe s s io n a l  oppor­

t u n i t y .  In  Jan u ary  1924, he succeeded R ichard  A ld r ic h  a t  th e  New York 

T im es. During th re e  decades in  t h is  p o s t ,  he  was a ls o  a l e c t u r e r  and 

r a d io  comm entator on m usica l s u b je c ts ,  head o f  m usic programming fo r  the  

New York W orld’ s F a i r  (1939), and a u th o r  of numerous a r t i c l e s  and books.

By th e  tim e o f  h i s  d e a th  i n  1955, he had  been a " p a r t i c ip a n t  o b s e rv e r" 2 

o f m u sica l l i f e  fo r  fo r ty -n in e  y e a r s .3

The y e a r  a f t e r  h i s  a r r i v a l  in  New York, Downes c o n tr ib u te d  an a r t i c l e  

to  Modern m usic c a l le d  "P lac in g  the  c r i t i c s . I t  was n e x t  to  im p o ss ib le , 

he  s a id ,  to  d e te rm in e  th e  v a lu e  of c r i t i c a l  o p in io n s  a t  th e  tim e  they  

w ere o f f e r e d .  D e s ig n a tio n s  such as  " r a d i c a l , " " c o n s e rv a tiv e ,"  o r  " r e a c ­

^ V irg i l  Thomson, "Review o f O lin  Downes on m u sic , "  T r ib u n e , 27 
Jan u ary  1957.

2 Ib id .

^His books in c lu d e :  The lu re  of m usic  (1918); Symphonic b ro a d c a s ts  
(1931); Symphonic m a s te rp ie c e s  (1935).

^ O lin  Downes, " P lac in g  th e  c r i t i c s , "  Modem m usic 2 (A p r il  1925): 
33-35 .
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tio n a ry "  cou ld  be r e v e rs e d  in  th e  l i g h t  o f  " l a t e r  p r o g re s s ."  In  any 

c a se ,

. . .  a few , a v e ry  few com positions s u rv iv e  
th e  y e a r s ,  to  prove o r  d isp ro v e  the  c o n te n tio n s  
o f  th e  c r i t i c s ,  which in  th e  m ain have been f o r ­
g o t te n .  I t  i s ,  th e r e fo r e ,  e v id e n t t h a t  so f a r  as 
c r i t i c a l  fo r tu n e s  of th e  moment a re  concerned  i t  
i s  e a s i e s t  and o f te n  most e n te r ta in in g  to  w r i te  
abou t new m usic . In  t h i s  f i e l d  the  a p o s tle  o f  th e  
d e rn ie ~ ~ r i  i s  as se c u re  as th e  m ost le a rn e d  and 
l a b o r i c - s  com m entator. G uessing i s  f r e e  fo r  a l l ,  
and th e re  i s  no c r i t e r i o n  by which anyone can be 
confounded. There i s  a ls o  th e  good o ld  gag about 
th e  g en iu s  ahead o f  h i s  t im e , m isu n d ers to o d  by 
th e  ca rp in g  Beckm essers o f th e  p e r io d .  T hat t h i s  
i s  l a r g e ly  f a l l a c y  . . . i s  n o t  reco g n ized  by th e  
p u b l ic  o r  by th o se  m u sic ia n s  to  whom th e  legend  
o f p e rs e c u te d  g en ius h a s  been a s  balm o f G ilea d .^

Downes d i s t in g u is h e d  betw een " c o n s e rv a tiv e "  and " r e a c t io n a r y "  c r i t i c s  as

fo llo w s :

The c o n s e rv a tiv e  i s  an in d is p e n s a b le  e lem ent o f  
a r t i s t i c  p ro g re s s .  The re a c t io n a ry  i s  n o t .  He i s  
th e  man who looks backward and w i l l  t o l e r a t e  no de­
p a r tu r e  from  th e  p a s t .  The c o n s e rv a tiv e ,  i n  th e  
t ru e  sense  o f  th e  w ord, i s  aware t h a t  th e  p a s t  and 
th e  p re s e n t  c o n ta in  th e  f u tu r e ,  and t h a t  th e  f u tu r e  
can n e i th e r  be u n d e rs to o d  n o r e s tim a te d  a p a r t  from 
th e  p a s t .  To conserve  fundam ental p r in c ip le s  and 
develop  them i s  n o t  o n ly  n e c e s s a ry ,  i t  i s  in e v i t a b l e .

In  t h i s  sen se  a l l  g r e a t  a r t  h as  been fundam enta l­
l y  c o n s e rv a tiv e .  The f a c t  t h a t  th e re  have been 
f o o ls  who could  see  no f re s h  h o r iz o n s  i n  T r is ta n  
o r  P e l le a s  i s  no w a rran t f o r  a r t i s t i c  p a rv e n u s , 
ig n o ra n t  o f  th e  g lo ry  o f  P a l e s t r i n a  o r  th e  g ran d eu r 
o f  th e  E .ro jca, p ro c la im in g  to  th e  w orld th e  immor­
t a l i t y  o f a S c r ia b in e  o r S choenberg .6

By h i s  own d e f i n i t i o n ,  O lin  Downes was a c o n s e rv a tiv e  c r i t i c .  The 

m u sic  in  w hich he  cou ld  f in d  no l i n k  w ith  th e  p a s t ,  l i k e  t h a t  o f  V arese,

^Downes, " P la c in g  th e  c r i t i c s , "  p . 34. 

6I b i d . , p . 35.
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e a rn e d  c o n s is te n t  rep ro a c h . Upon h e a r in g  such w o rk s , Downes assumed a 

contem ptuous a t t i t u d e  r e m in is c e n t  o f  W illiam  H enderson. For exam ple, 

o f  H yperprism  h e  s a id :

P e r s o n a l ly ,  the  m usic rem inded us o f  e le c t io n  
n ig h t ,  a m enagerie  o r  tw o, and a c a ta s tr o p h e  in  a 
b o i le r  f a c to r y .  The human p r o p e n s i ty  to  e r r  i s  
b e lie v e d  to  be p a r t i c u l a r l y  s tro n g  in  music c r i t i c s .
But we do n o t  b e lie v e  th e  day w i l l  e v e r  come when 
t h i s  k in d  o f  th in g  w i l l  be tak en  s e r i o u s ly .  There 
a r e  v a r io u s  ways o f making n o is e .  Mr. V a re se ’ s 
t a l e n t  i s ,  we b e l ie v e ,  somewhat w asted  in  th e  con­
c e r t  h a l l . ^

U nlike H enderson , Downes n e v e r  q u e s tio n e d  t h a t  h i s  judgm ents were 

s u b je c t iv e .  "The ta s k  o f th e  p r o fe s s io n a l  com m entato r,"  he w ro te , " is  

o b v io u sly  to p re p a re  h im s e lf  as co m p le te ly  as he can  fo r  th e  h e a r in g  o f  

th e  new m usic , and th en  to pu t h im s e lf  on re c o rd .  . . . W hether he i s  

r i g h t  o r  wrong h e  w i l l  n ev er know nor does i t  m a t t e r . " 8 N ine y e a rs  l a t e r ,  

h i s  o p in io n  a b o u t c r i t i c i s m  was much th e  same, th ough  he was no lo n g e r  

convinced  o f th e  c r i t i c ' s  r e l a t i o n  to  a r t i s t i c  p r o g r e s s .9

The c r i t i c  l i s t e n s  to th e  m usic w i th  a p e r ­
s o n a l c u r i o s i t y  and a  p r o fe s s io n a l  endeavor to  
weigh h i s  r e a c t io n s  as c a r e f u l l y  as p o s s ib le  b e ­
fo re  th ey  a re  p r in t e d .  He e x p re s s e s  h i s  co n c lu ­
s io n s  f o r  what they  may be w o rth . T hat i s  th e  
b e - a l l  and e n d - a l l  o f  m usic c ritic ism .-* -8

He d en ied  th a t  th e  c r i t i c  was i n  any se n se

. . . th e  d iv in e ly  ap p o in te d  ju d g e , a ss ig n e d  by 
d e s t in y  to  th e  momentous t a s k  o f s e p a r a t in g  wheat

7Times, 17 December 1924,

8Downes, "P la c in g  the c r i t i c s , "  p . 34 .

^See above q u o t e , 'p .  . "The c o n s e rv a tiv e  i s  an in d is p e n s a b le  
e lem en t of a r t i s t i c  p r o g r e s s ."

l ^Tim es, 4 March 1934.
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from  c h a f f ,  sheep from g o a ts ,  and r e g u la t in g  the 
p ro g re s s  o f  th e  m u sic a l a r t .  The c r i t i c  h e a rs  
m usic and r e g i s t e r s  an o p in io n . . . . C r i tic is m
i s  one of th e  p ro c e sse s  which go to  th e  shaping
o f  th e  m u sica l te n d e n c ie s  o f  a  p e r io d .H

Downes d id  n o t  a tte m p t to  communicate h i s  judgm ents im p r e s s io n is t ic a l ­

l y ,  i n  th e  manner o f  R osenfeld  o r Gilman. His s ty l e  was f irm ly  ro o te d  in  

j o u r n a l i s t i c  t r a d i t i o n .  He b e lie v e d  th a t  a s id e  from h is  b o ss , th e  e d i t o r ,  

th e  c r i t i c ’ s  o n ly  c o u r t  o f  a p p ea l was " th e  g r e a t  p u b lic  t h a t  rea d s  him,

and t h a t  he  m ust t r y  to  i n t e r e s t  i n  h i s  work and convince of h i s  good

12f a i t h  and c o n s c ie n c e ."  He w ro te  n e i th e r  f o r  th e  ages n o r fo r  th e  d e le c ­

ta t i o n  o f  th e  l i t e r a r y  e l i t e .  In  h i s  o p in io n , " th e  f u tu r e  i s  f a r  away 

and we who a re  abou t to  d ie  a r e  w r i t in g  f o r  th e  w aste b a s k e t .

The o v e r ly  s e lf -c o n s c io u s  s ty l e  o f  th e  im p r e s s io n is t ic  c r i t i c s  was 

d i s t a s t e f u l  to  Downes. He applauded th e  e f f o r t s  o f th e  New Humanist 

w r i t e r s ,  l i k e  I rv in g  B a b b i t t ,  who had been a rg u in g  fo r  reform s in  l i t e r a ­

tu re  and in  l i t e r a r y  c r i t i c i s m  s in c e  b e fo re  th e  w ar. T h is group opposed 

m ost o f  th e  r e c e n t  te n d e n c ie s  i n  l i t e r a t u r e ,  in c lu d in g  r e a l is m . They 

sough t i n  humanism a p r e s e r v a tiv e  a g a in s t  th e  decadence o f modern l i f e .

In  l i t e r a r y  c r i t i c i s m  they  uged s e l f - r e s t r a i n t .  As Paul Elmer More had 

s a id ,  " th e  fu n c t io n  o f  c r i t i c i s m  i s  f a r  removed from lu x u rio u s  r e v e ry .

13-Tim es, 4 March 1934.

120 1 in  Downes, " C r i t i c s  and c r i t i c i s m  as view ed by O lin  Downes," 
M usician  33 (December 1928): 13 .

1^ T im es, 10 F ebruary  1924.

^ P a u l  Elmer M ore, S helburne e s s a y s ,  7 th  s e r i e s  (New York: K n icker­
b o c k e r, 1 9 1 0 ) , p .  242.
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In  1928, Downes sough t to  r e l a t e  a  d is c u s s io n  of B a b b i t t 's ,  p u b lish e d  in  

The forum , to th e  s i t u a t i o n  in  m usic c r i t i c i s m .  He sa id  t h a t  B a b b i t t 's

. . . may w e ll be pondered  i n  a day when th e  
t a l k  in  th e  m u sica l w o rld , as e lse w h e re , i s  a l l  
o f  s e l f - r e y e l a t i o n  and s u b je c t iv i ty  on the p a r t  o f  
th e  c r i t i c  as on t h a t  o f  th e  s o -c a l le d  i n te r p r e t iv e  
o r  c r e a t iv e  a r t i s t .  Complete freedom and egoism  in  
e x p re s s io n  a re  presum ed to  be the  p r iv i le g e s  o f  
a r t i s t  o r  c r i t i c ,  p ro v id e d  o n ly  th a t  he fo llo w  th e  
" inw ard  u rg e"  and r e l a t e s  [ s ic ]  to th e  w orld , w ith  
a s  much fra n k n e ss  and la c k  o f  re s e rv e  as p o s s ib le ,  
i n d iv id u a l  " r e a c t io n s "  to  g iv en  im pressions o r  ex­
p e r ie n c e s .  I t  i s  a g a in s t  t h is  tendency and i t s  
accom panying dan g ers  o f  i r r e s p o n s i b i l i t y ,  su p e r­
f i c i a l i t y  and am a te u rish n ess  th a t  P ro fe s s o r  
B a b b i t t  [ sp e a k s ] .

The p e rs o n a l  and s u b je c t iv e  e lem en ts th a t  o p e ra te  
i n  m usic c r i t i c i s m  have been  emphasized on s e v e ra l  
o c c a s io n s  by th e  p re s e n t  w r i t e r .  . . . The h o n e s t 
and th o u g h tfu l  c r i t i c  w i l l  no more be ab le  to  avoid  
th e  e x p re s s io n  o f  h i s  own c h a ra c te r  and id ea s  . . . 
th an  he w i l l  be a b le  to avo id  b re a th in g .  . . .
O th er f a c to r s  than  th e  p u re ly  s u b je c t iv e ,  f a c to r s  
which th e  p re s e n t  g e n e ra t io n  i s  l a r g e ly  in c l in e d  
to  ig n o re ,  a re  in d eed  in d is p e n s a b le  to  c r i t ic i s m  
t h a t  i s  w orth  w h ile ,  however s in c e re  and v ig o ro u s 
i t  may b e . They a re  th o se  o f th e  t r a in e d  i n t e l l e c t ,  
o f  r e s p o n s i b i l i t y  and o f  p o ise d  judgm ent.

I t  i s  a  cu rio u s  f a c t  t h a t  some b ru sh  a s id e  th e se  
c r i t i c a l  d e s id e r a ta  as n o n - e s s e n t ia l .  "As a m a tte r  
o f  f a c t , "  the  e s s a y i s t  [B a b b it t]  rem ark s , "most p e r ­
so n s  nowadays a s p ir e  to  be  n o t  c r i t i c a l  b u t c r e a t iv e . "  
We have n o t  m erely  c r e a t iv e  p o e ts  and n o v e l i s t s ,  b u t 
c r e a t iv e  l i s t e n e r s  and d a n c e rs .  The c r i t i c  h im se lf  
h a s  cau g h t the  c o n tag io n  and a ls o  a s p ir e s  to  be c re a -  
t i y e .  He i s  supposed to  become so when he re c e iv e s  
from  th e  c re a t io n  o f  a n o th e r ,  conceived  as pure  
tem peram enta l o u tf lo w , So v iv id  an im p ressio n  t h a t ,  
when p a sse d  th rough h i s  tem peram ent, i t  i s s u e s  f o r th  
a s  a  fjre sh  c r e a t io n .  What i s  e lim in a te d  in  b o th  
c r i t i c  and c re a to r  i s  any s ta n d a rd  th a t  i s  s e t  above 
tem peram ent and t h a t ,  th e r e f o r e ,  m ight i n te r f e r e  
w i th  t h e i r  ea g ern e ss  to  g e t  them selves e x p re sse d .

15Tim es, 19 F eb ru ary  ±928. The column i s  a d i r e c t  a t t a c k  on th e  
s ty l e  o f  Gilman and R o sen fe ld . The view s o f  B a b b i t t ,  who tau g h t a t  Har­
v a rd ,  had p ro b ab ly  been lo n g  f a m i l i a r  to  Downes.
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The m o r a l i s t i c  to n e  o f th e  New Humanists was co n g e n ia l to  Downes. He 

jo in e d  them in  d e p lo r in g  th e  la c k  o f modern s o c ia l  v a lu e s .  More s p e c i ­

f i c a l l y ,  he s a id  th e re  was a  "decay of m usic ians in  our t im e ."

A s i n i s t e r  c h a r a c te r i s t i c  of modern m u sic , o r ,  
say  b e t t e r ,  th e  modern p e r io d , i s  th e  m anner in  
w hich com posers of g re a t  genius seem su d d en ly  to  
s to p  in  t h e i r  p ro g re s s  and f a l l  s h o r t  o f t h e i r  
d e s t in y .  [The w r i te r  c i t e s  S t ra u s s ,  S ib e l iu s ,
D eb u ssy .]16

Downes b e lie v e d  th e  r e a so n  la y  beyond m a tte rs  of te c h n iq u e , o f  a e s th e t i c  

s ta n d a rd s ,  o r  even o f  m u sic a l in v e n tio n . The cause l a y ,  he b e l ie v e d ,

"n o t i n  th e  i n d iv id u a ls ,  b u t i n  th e  a g e ."

The th in g  e s s e n t i a l  to  the  ap p earan ce  o f  a  
l i v i n g ,  v i r i l e ,  p ro p h e tic  a r t  i s  fu n d am en ta lly  
f a i t h .  I t  i s  t h a t  which i s  l a c k in g ,  and which 
f a i l s  th e  composer when he needs i t  to d ay . Old 
f a i t h s  [n o t  d e fin e d ]  have gone. New ones . . . 
have n o t  a r r i v e d .  . . .  We b e lie v e  t h a t  th e  f a t ig u e  
o f th e  p a s t ,  th e  t e r r o r  and u n c e r ta in ty  of th e  p r e s ­
e n t ,  th e  l a c k  of f a i t h  i n  th e  f u tu r e  a re  th e  rea so n s  
why no in d iv id u a l  composer o f t h i s  epoch h a s  been 
a b le  to r e a c h  a  h e ig h t  from which he cou ld  lo o k  f o r ­
w ard, c l e a r ly ,  c o n f id e n tly ,  and p ro c la im  f o r  th e  
g e n e ra t io n s  to  come h is  v i s i o n .17

How was th e  c r i t i c  to  v iew  a r t  " in  th is  s in g u la r ly  confused  and p erhaps

d is h e a r te n e d  p e rio d ? "  He p roposed  e n th u s ia s t i c  and f e a r le s s  in q u ir y ,  b u t

a lso  " c a re f u l  and c o n s c ie n tio u s  e v a lu a t io n ."  For him , th e  l a s t  th in g

sho u ld  be r e c k le s s  a c cep tan ce  o f  what i s  new and f a s c in a t in g  a s  "m a tte r

o f  perm anent y a lu e ."  Our p re s e n t  view should in c lu d e  " v e n e ra t io n  f o r  p a s t

16Tim es, 17 F eb ru ary  1924. 

1 7 lb id .
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g r e a t s  we know a re  g r e a t ." 10

The a im les s  s p i r i t  o f  th e  age was a lso  Downes’ r e f e re n c e  p o in t in  

a s s e s s in g  th e  " c r i s e  S tra v in sk y "  th e  fo llo w in g  y e a r .  The composer was 

h im s e lf  i n  New York to  conduct and to  perfo rm  h is  new p iano  c o n c e r to . 

T his tim e Downes c r ie d  o u t i n  f r u s t r a t i o n ,  "Who, w hat i s  th e  e s s e n t ia l  

S tra v in sk y ?  Every tim e he w r i te s  he i s  some one e l s e ,  w hich i s  n o t  th e  

h a b i t  o f  g r e a t  m a s te r s ."  His r i s e

. . . from a p p a re n t  c r e a t iv e  n o n e n ti ty  to  th e  
p o s i t io n  o f  composer o f "Le Sacre du P rin tem p s"  
has been fo llo w ed  by a d e c lin e  f u l l y  as  r a p id  and 
d e s t r u c t iv e  o f th e  h ig h  hopes of th o se  who b e lie v e d  
t h a t  in  him  th e re  was a  p ro p h et o f  a  new a g e . The 
t ro u b le  i s  th a t  S tra v in sk y  appears to  have been  
p r e c i s e ly  th e  o p p o s ite  o f  a p ro p h et o f  a new age ; 
h e  seems to  have succumbed u t t e r ly  to  th e  a im le s s ­
n e s s ,  th e  s u p e r f i c i a l i t i e s  and p re te n s e s  o f t h i s
o n e .19

Downes had n o t  y e t  h e a rd  the  p ian o  c o n c e r to , which was to  be perform ed 

th e  fo llo w in g  week. He, l ik e  h i s  c o lle a g u e s , was sum m arizing th e  d is a p ­

p o in tm en t w ith  S tra v in s k y ’s works h ea rd  s in c e  the  S a c re . He ag reed  w ith  

th e  r e s t  o f  th e  c r i t i c s  t h a t  S tra v in sk y  was speed ing  d o w n h ill.

The same k ind  o f  d e te r io r a t i o n  has been n o ted  
w ith  o th e r  m oderns, p a r t i c u l a r l y  w ith  R ichard  
S tra u s s  and D ebussy. . . . They sud d en ly  f a i l e d  
a t  th e  h e ig h t  o f  t h e i r  pow ers. . . . Few indeed

18Tim es, 17 F eb ru ary  1924. I t  i s  s a fe  to  assume th a t  a r r i v a l  o f  Le 
s a c re  du p rjn tem p s and th e  Symphonies d ’ in s tru m e n ts  a  v e n t  w i th in  th e
p re v io u s  two weeks had g e n e ra ted  some o f th e  u n c e r ta in ty  e x p re sse d  in  
th e  above column. "R eck less a c ce p ta n c e"  o f  the new and f a s c in a t in g  S a c re  
had c e r t a in l y  been  th e  o rd e r  o f  th e  day.

-19 T im es, 1 F eb ru ary  1925.
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a re  th e  a r t i s t s  today  who s ta n d  su c ce ss  and i t s  
m a te r ia l  rew ard s  w ith o u t l o s in g  s in c e r i t y  and c re a ­
t iv e  f o r c e . 20

By th e  end o f th e  d e c ad e , c r i t i c i s m  had v e e re d  in  y e t  an o th e r d i r e c ­

t io n .  The New Hum anists w ere them selves under a t t a c k ,  b e in g  ch ided  f o r

t h e i r  g e n te e l  s ta n d a r d s ,  e x c lu s iv e  t a s t e s ,  and unbudging h a tr e d  o f  th e  

modern w orld . A nother group o f  w r i t e r s ,  th e  s o - c a l le d  New C r i t i c s ,  

sough t to c o n c e n tra te  a t t e n t i o n  on th e  work of a r t  i t s e l f ,  r a th e r  th an  on

21i t s  a u th o r ’ s p e r s o n a l i ty  or on th e  age in  which i t  was produced . Mean­

w h ile ,  th e  b a t t l e  a g a in s t  f l o r i d  im p r e s s io n is t ic  c r i t i c i s m  had been won.

Downes rec o g n iz ed  th a t  th e  New C r i t ic is m  had d isp e n se d  once and f o r  

a l l  "w ith  th e  ro m an tic  and s u b je c t iv e  ty p e  o f  ’ c r i t i c i s m . ’ I t  approaches 

th e  s u b je c t  . . . from  a more s c i e n t i f i c  s ta n d p o in t ."  But Downes could  

n o t approve c r i t i c i s m  t h a t  so u g h t to  re p la c e  t o t a l  s u b je c t iv i ty  w ith  

b a rre n  t e c h n ic a l  a n a ly s i s .

The g e n e ra t io n s  t h a t  p ass  w i l l  se e  th e  [Beethoven]
symphony in  d i f f e r e n t  l i g h t s  and g iv e  i t  new i n t e r ­
p r e t a t i o n s ,  a l l  o f which w i l l  be t r u e ,  and ev ery  one 
o f  them f a l s e ,  a c co rd in g  to  th e  n a tu r e  o f  th e  be­
h o ld e r .  But th e  one who w i l l  be  th e  f u r t h e s t  of a l l

^^Tim es, 1 F eb ru ary  1925. Downes r e v e rs e d  h i s  o p in io n  the  fo llo w in g  
week, a f t e r  h e a r in g  th e  c o n c e r to . The c r i t i c a l  f r a t e r n i t y  had been p re ­
m atu re  in  " b u ry in g "  S tra y in s k y .  O ther c r i t i c a l  o p in io n s  a t  th is  ju n c tu re  
were t h a t  S tra y in s k y  needed th e  b a l l e t  to  i n s p i r e  him  (F in c k ) ; t h a t  S t r a ­
y in sk y  wasn’ t  composing p ie c e s  a t  a l l ,  o n ly  o r c h e s t r a l  s tu d ie s  (Henderson) 
t h a t  S tra y in sk y  was a  t ra d e  name f o r  a  c o llo q u y  o f  com posers (G ilm an); 
th a t  m usic whose i n t e r e s t  was m ain ly  rh y th m ic  was u n in te r e s t in g  (T a y lo r );  
th a t  S tra y in sk y  was a  l i t t l e  m aster who had w r i t t e n  one o r  two charm ing 
m in ia tu re s  (Newman); o r t h a t  S tra v in sk y , as an em ig re , was a  head w ith o u t
a body (R o se n fe ld ),

2 1 jo e l  S p ingarn  (1875-1939) had in d ic a te d  th e  d i r e c t i o n  o f th e  New 
C r i t i c is m  as e a r ly  as 1910, in  an a d d re s s  a t  Columbia U n iv e rs i ty .
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from  th e  s e c r e t  o f  th e  symphony w i l l  be a b l in d ­
fo ld e d  a n a ly s t  to  whom a theme i s  a theme and 
n o th in g  m o r e .22

For Downes,

The e sse n c e  of a r t  i s  i t s  r e v e la t io n  o f  b eau ty  
and f e e l in g  and , p e rh a p s , in c o rp o ra te d  in  t h a t  ex­
p r e s s io n ,  th e  e x p re s s io n  o f  c e r t a in  i d e a s . The 
c r i t i c  i s  la c k in g  h im s e lf  i n  c a p a c ity  fo r  resp o n se  
— and i s  th e re fo re  h o p e le s s ly  out o f  th e  ru n n in g  — 
who i s  n o t  p a s s io n a te  enough and courageous enough 
to  p e e r  as e a rn e s t ly  as he can in to  th e  m ystery  o f 
b e a u ty , and s t a t e ,  as c le a r ly  a s  he may, what he 
f in d s  and f e e l s  t h e r e . 23

In  a d d it io n  to  b e in g  a c o n s e rv a tiv e  c r i t i c ,  Downes was more s p e c i ­

f i c a l l y ,  in  th e  term in o lo g y  of t h i s  s tu d y , a n o n -c o g n itiv e  e m o t io n a l is t .  

I t  i s  no s u r p r i s e  to  d isc o v e r  him co n c u rr in g  in  B a b b i t t ’ s a t t a c k  on 

fo rm a lism .

Can i t  n o t  be r e jo in e d ,  fo r  in s ta n c e ,  to t h e i r  
[ th e  f o r m a l i s t s ’ ] e x a l t a t i o n  o f  "rhythm " and " l i n e "  
and “a b s t r a c t  form " above em o tio n al e x p re s s io n  — 
an  a t t i t u d e  which o f te n  im p resses  th e  l i s t e n e r  as 
a  th eo ry  r a th e r  th an  a  c r e a t iv e  im p u lse , and p o s­
s ib l y  an unconscious c o n fe s s io n  o f hav ing  n o th in g  
o f  im portance  to  say — th a t  i t  i s  wrong, consequen t 
upon th e  p o s t-w a r " c o lla p s e  o f  rom an tic  id e a l is m " ,  
to  assume th a t  human id e a lis m  and i t s  warm and 
e n n o b lin g  im pulses have "faded  away in to  sh e er r o ­
m an tic  u n r e a l i ty " ?  That th e  em o tio n al f a i l u r e  and 
s t e r i l i t y  of a lm ost a l l  modern composers o f th e  
younger g e n e ra t io n  i s  consequent upon " th e  f a i l u r e  
o f  o u r contem porary l i f e  i n  g e n e ra l" ,  and th a t  un­
l e s s  some s o lu t io n  i s  reach ed  which makes p o s s ib le  
an in n e r  deyelopm ent and assessm en t o f  r e a l  v a lu e s  
"one rem ains a mere m o d ern is t and n o t a . . . 
m odern"?24

22Tim es, 30 J u ly  1933.

23ib id .

2^Times, 19 February 1928. The q uotations re fe r  to B a b b itt’s a r t i c le  
in  The forum.
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Downes had n o ted  th e  d a rk  c loud  of fo rm alism  on th e  a e s th e t i c  h o r iz o n  as 

e a r ly  as  1924, a f t e r  th e  c e le b ra te d  f ia s c o  o f  th e  Symphonies d 1 i n s t r u ­

m ents a v e n t .

. . . th e r e  was i n f i n i t e l y  m ore su p p re s s io n  o f 
s u b je c t iy e  f e e l in g  i n  th e  "Symphonies fo r  wind 
in s tru m e n ts "  th an  in  S tra y in s k y ’s e a r l i e r  sc o re s  
known h e re . . . .  I s  th e r e  n o t  som ething o v e r-  
r e f in e d  and even a  l i t t l e  h y s te r ic a ] ,  in  t h i s  a t ­
t e m p t— and we b e lie v e  i t  to  be an u n su c ce ss fu l 
a t te m p t anyhow— a t  com plete n e g a tio n  o f  th a t  
w hich i s  commonly human, o r  se n su o u s ly  b e a u t i fu l  
o r  h e a l t h i l y  em o tio n al i n  our e x i s t e n c e ? 2 5

By d e f i n i t i o n ,  m usic  w ith o u t em otive im pact was u n s u c c e s s fu l.  The e v i­

dence re v e a le d  by su rv e y in g  a  q u a n t i ty  o f  h i s  c r i t i c i s m  in d ic a te s  th a t  

m usic o f  r e c o g n iz a b le  r a c i a l  (o r  n a t io n a l)  c h a ra c te r  p ro je c te d  th e  most 

g enu ine  e x p re s s iv e  power f o r  Downes. By th e  1930s, t h i s  was no lo n g er 

th e  predom inant v iew . Yet Downes h e ld  f irm  in  h i s  b e l i e f s .

A g a in s t th e  a n t i - r o m a n t i c i s t s ,  n e o - c l a s s i c i s t s ,  
e x p r e s s io n i s ts  in  a m u sica l a r t  may be p laced  
such  f ig u r e s  as  Vaughan W illiam s, a  g r e a t  to n a l 
p o e t  o f  h i s  r a c e ;  Jean  S ib e l iu s ;  and E rn e st B loch.
B loch’ s m usic has a r a c i a l  i n t e n s i t y  and hum anity 
and a p a s s io n  and d ram a tic  a c ce n t which p lac e  him 
i n  a  lo n e ly  p o s i t io n  o f  h i s  own. S ib e liu s  i s  more 
i n t r o s p e c t iv e  and a r c h i te c t o n ic .  But b o th  th ese  
men have w r i t t e n  p r im a r i ly  w ith  e x p re s s iv e  and 
com m unicative p u r p o s e .26

Vaughan W illia m s’ F a n ta s ia  on a theme o f  T a l l i s  had earn ed  Downes’ 

a d m ira tio n  as e a r ly  as 1926, Here was m usic " u n q u e s tio n ab ly  r a c i a l  in  

o r ig i n  and f e e l in g  , . , th e  y o ice  o f  a  c r e a t iv e  a r t i s t ,  g iv in g  h e ig h te n e d  

b e a u ty  to  th e  sp eech  o f h i s  p e o p le . , . . The em o tio n al im port o f  h i s  mu­

s i c  r e s t s  n e i th e r  upon harm onic a c id i ty  o r  modern rh y th m ica l e f f e c t s  fo r

25Tim es, 10 F eb ru ary  1924.

26T im es, 18 March 1934.

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



176

w hich we a re  in d eb te d  in  a l a rg e  d e g re e . to  s a v a g e s ,2? bu t upon th e  flow  

and s t r e s s  o f  a f in e  and n ob le  polyphony, and melody w hich, t ru e  to 

genu ine  E n g lish  t r a d i t i o n ,  i s  more o f te n .v o c a l  th an  in s tru m e n ta l  in  i t s

I t s  v i t a l i t y  shou ld  be e n d u rin g , because i t s  
ro o ts  go so  f a r  in to  th e  p a s t ,  so deep in to  the  
s o i l ,  and i t s  pu rpose  i s  so o b v io u sly  th e  e x p re s ­
s io n  o f  a b eau ty  which i s  n e i th e r  f e v e r is h  nor 
e v a n esc e n t. . . .

There i s  som ething w ith in  th e  sounds o f th e  
r a c i a l  m elo d ies  f o r  th e  composer to  be aware o f 
and r e c r e a te  i n  new im ages, som ething more th an  
r e p e t i t i o n ,  by which r a c e s ,  as w e ll as sch o o ls  of 
a r t ,  r e d is c o v e r  and r e ju v e n a te  t h e m s e l v e s . 29

Downes had been a champion o f th e  works of S ib e liu s  s in c e  h i s  e a r ly  

days as a  Boston c r i t i c .  In  New York, perform ances o f S ib e l iu s 1 sym­

p h o n ies  were few and f a r  betw een d u r in g  th e  1920s. The com poser’ s  s i x t i e t h  

b i r th d a y  in  December 1925 p ro v id ed  Downes w ith  an o p p o r tu n ity  to  p lead

The w r i te r  o f  th e s e  l i n e s  h as  more th an  once 
m arveled  why, i n  a p e r io d  when ev ery  Tom, Dick 
and H arry o f modern m usic i s  g la d ly  g iven a h e a r in g ,  
th e  symphonies of S ib e l iu s ,  th e  most h e ro ic  s p i r i t  
i n  th e  m usic o f  to d ay , goes so  g e n e ra l ly  ig n o re d .

. . . I t  i s  u n q u e s tio n a b le  t h a t  [th e  fo u r th  and 
f i f t h  symphonies r e f l e c t ]  im p ress io n s  o f N orthern  
n a tu re  and th e  p e n t up em otions of a man c a s t  in  no 
o rd in a ry  mold —  a g i a n t , indeed  a k ind  o f b a rb a r ia n  
dazed and a s tr a y  in  a  L i l l i p u t i a n  ag e . But i t  i s  
t h e i r  h ig h e s t  compliment t h a t  by and la rg e  th ey  a re

from  th i s  g roup . Downes had c a lle d  
a p r im i t iy e ,  t in c tu re d  w i th , edu cated  
s a t i e t i e s  of a  worn-out c i v i l i z a t i o n . "

28xim es, 24 O ctober 1926.

29ibid.

27stray in sk y  was not excluded  
him "fundam entally a barbarian and 
i n ,  the utmost so p h is t ic a t io n s  and 
T im es, 16 March. 1924.
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m u sic , n o th in g  e ls e , .n e e d in g  no e x p la n a tio n  o u ts id e  
th em se lv e s , save t h a t  they o b v io u sly  r e f l e c t  in  an 
id e a l iz e d  m anner environm ent and a p ro fo u n d ly  o r ig i ­
n a l  tem peram ent. T his tem peram ent i s  m elancholy 
and  a lo o f ,  v e ry  p o w erfu l, o f  th e  N orth and o f  a n o th e r 
t im e .3°

Downes f e l t  S ib e l iu s  had been p assed  over " in  a p e rio d  which e x a l t s  te c h ­

n ique  above e x p re s s io n ,  s t y l e  and a r t i f i c i a l i t y  oyer f e e l in g ,  fo r  a 

hundred l e s s e r  men who have n o t ,  as a r t i s t s ,  th e  r i g h t  to  l a t c h  h i s  

sh o e s ."31  Downes h o p e d 'th a t  S ib e liu s  would a t  l a s t  emerge from com­

p a ra t iv e  o b s c u r i ty  to  ta k e  h i s  r i g h t f u l  p la c e .  He n ev e r re l in q u is h e d  

h i s  b e l i e f  in  S i b e l i u s ’ g r e a tn e s s ,  n o r th e  w ish  th a t  i t  would f in d  

r e c o g n i t io n .

However much Downes d isap p ro v ed  th e  im p r e s s io n is t ic  mode o f  such a 

c r i t i c  as  R o se n fe ld , h e  sh a re d  a b a s ic  i n t e l l e c t u a l  assum ption  w ith  t h a t  

c o lle a g u e . Both b e lie v e d  t h a t  su b lim a tin g  h e re d i ty  to  en v ironm enta l 

c o n s id e ra t io n s  was l e t h a l  fo r  th e  c r e a t iv e  p ro c e s s . A llu sio n s  to  r a c i a l  

(o r n a t io n a l)  m u sic a l d e te rm in a n ts  appear i n  Downes' w r i t in g  even b e fo re  

h i s  a r r i v a l  i n  New Y o r k .32 They form  a p e rv a s iv e  th re a d  in  h is  c r i t i c i s m  

d u rin g  th e  tw e n t ie s ,  and d u r in g  th e  r e s t  o f  h i s  l i f e .  One o f  h i s  l a s t  

colum ns, i n  1955, r a i s e d  th e  q u e s tio n  a g a in  o f  what M endelssohn m ight 

r e a l l y  have a c h ie v e d , had he n o t d en ied  h i s  t ru e  h e r i t a g e  and had r e ­

m ained under th e  in f lu e n c e  of h i s  p ro u d ly  Jew ish  Aunt Sarah in s te a d :

-30Times, 2 December 1925.

3 l Tim es, 6 December 1925.

3 2 g e e ,  f o r  exam ple, h i s  rev iew  o f  th e  perform ance o f  B loch’ s 
Schelomo, B oston  P o s t , 15 A p r i l  1923.
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. . . c e r t a in l y  th e r e  i s  n o t a  t r a c e  o f th e
Jew ish  elem ent in  M endelssohn 's  b e a u t i f u l  m usic
t h a t  we know. . . .  A g r e a t  and im m ortal m aste r
he w as, b u t  one has good reaso n  to  wonder as  to
th e  h e ig h ts  t h a t  he m ig h t haye a t t a in e d  th rough  
a  s t r o n g e r  a f f i rm a tio n  o f  h i s  h e re d i ty .-33

Howeyer, th e re  was a  d i f f e r e n c e  betw een th e  b e l i e f s  o f  Downes and Rosen- 

f e ld  c o n c ern in g  th e  r a c i a l  in f lu e n c e  on a r t .  For R o se n fe ld , th e  work of 

a r t  was th e  p ro d u c t  o f  th e  i n t e r a c t io n  o f th e  a r t i s t  ( r a c i a l l y  c o n d it io n e d )  

w ith  h i s  m i l ie u .  In  Downes' m odel, though th e  h e r e d i ta r y  e lem en t f ig u re s  

s t r o n g ly ,  th e  f a c t o r  o f  " m il ie u ’1 i s  a b s e n t .  The a r t i s t  could  w r i te  ap­

p r o p r i a te  m usic w herever he was, a s  long  as he was t ru e  to  h i s  h e re d i ty .

Being " t r u e  to h i s  h e re d i ty "  m eant e x p re s s in g  a u th e n t ic  r a c i a l  f e e l in g  in  

m u sic , o r ,  more a c c u r a te ly ,  what Downes c o n s id e red  such e x p re s s io n  to  b e . 

None o f  th e  o th e r  c r i t i c s  i n  t h i s  s tu d y  was concerned  ( a t  l e a s t  i n  p r in t )  

w ith  th e  r e l a t i o n s h ip  o f  r a c e  and a r t .

In  th e  m ora l to n e  h e  assum ed, Downes sto o d  c lo s e s t  to  W illiam  

H enderson, whom h e  adm ired . Yet th e r e  was a  d i f f e r e n c e  betw een th e se  two 

a l s o .  Where H enderson assumed m usic to  be th e  v e h ic le  f o r  im proving  so­

c i e t y ,  Downes assumed t h a t ,  on th e  c o n tr a ry ,  a  b e t t e r  s o c ie ty  would p ro­

duce b e t t e r  m u sic .

T h is con firm ed  e m o t io n a l is t  r e a c te d  w ith  z e s t ,  e n th u s ia sm , o r  in ­

d ig n a t io n  to  th e  new m usic  p re s e n te d  d u rin g  th e  1 9 2 0 s. His im m ediate 

r e sp o n se s  were o f te n  m ore p e rs u a s iv e  than  h is  m o re -c a re fu lly -c o n s id e re d  

second th o u g h ts .  He was a t  h i s  b e s t  when d e s c r ib in g  h i s  e x p e rie n c e s  im­

m e d ia te ly , as  th ey  w ere , b e fo re  he had tim e to  c o n s id e r  w hat, p e rh a p s , 

th ey  oug h t to  have been .

33T im es, 27 F e b ru ary  1955.
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C hapter V III

KENNETH BURKE 
(1897- )

Kenneth Burke was born  i n  P i t t s b u rg h  in  1897, and educated  a t  Ohio 

S ta te , and Columbia U n iv e r s i t i e s ,  From 1922, Burke was a s s i s t a n t  

m an a g in g -e d ito r  o f  th e  D ia l,  as  w e ll a s  a f re q u e n t c o n tr ib u to r  o f s h o r t  

s t o r i e s ,  t r a n s l a t i o n s ,  p o e try ,  and l i t e r a r y  c r i t i c i s m .  In  1927, he a ls o  

took  o v e r  th e  ''M usical c h ro n ic le "  column from P au l R o se n fe ld , who had 

r e t i r e d  to  e d i t  a n th o lo g ie s  o f  new American w r i t in g .  Lawrence Gilman 

d e c lin e d  th e  p o s t  a t  th e  l a s t  moment, and Burke was p re s se d  in to  s e rv ic e .  

Burke w as, even th e n , f i r s t  and fo rem o st a w r i te r  and l i t e r a r y  c r i t i c ,  

how ever, and i t  i s  in  th e s e  f i e l d s  t h a t  he h as  s in c e  b u i l t  h is  r e p u ta t io n .  

The th e o ry  o f  l i t e r a r y  c r i t i c i s m  i n t e r e s t s  him  in  p a r t i c u l a r ;  he has 

made im p o rtan t c o n tr ib u tio n s  i n  t h i s  a re a  f o r  more th an  fo u r  d ecad es .^  

D uring th e  1920s, th e  D ia l p ro v id ed  B u rk e 's  m ost f re q u e n t  forum . S ev era l 

volumes o f  h i s  w r i t in g  from l a t e r  y e a rs  had t h e i r  g e n e s is  in  a r t i c l e s  o r 

rev iew s p u b lish e d  in  th a t  m agazine. In  1928, Burke r e c e iv e d  the  D ia l 

award f o r  d is t in g u is h e d  s e rv ic e  to  American l e t t e r s . ^  When th e  magazine 

f a i l e d ,  in  1929, Burke tu rn e d  to  te a c h in g  and w r i t in g  books. He d id  n o t 

re tu r n  to  m usic c r i t i c i s m  e x c e p t  f o r  a  s h o r t  p e rio d  in  th e  1930s, when he

Ifiu rke  w rote  no books on m u sic . His books in c lu d e :  C oun ter-
s ta te m e n t (1931); Permanence and change; anatomy of p u rp o se  (1935); 
A t t i tu d e s  toward h i s t o r y , 2 v o l s . (1937)• Ph ilo so p h y  o f  l i t e r a r y  form . 
(1941); A grammar of m o tiv e s  (1950); A r h e t o r ic  o f  m o tiv es  (1950); The 
r h e t o r ic  of r e l i g io n  (1961); P e r s p e c t iv e s  by in c o n g ru i ty  (1964); Lan­
guage as sym bolic  a c t io n  (1967).

^O ther r e c i p ie n t s  in c lu d e d  Ezra  Pound and T .S . E l io t .
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w r o te  f o r  th e  N a t io n . 3

K enneth Burke i s  a ’’New C r i t i c . "  H is i n t e r e s t  l i e s  " in  what th e  

a r t i s t  i s  sa y in g  a s  opposed to  why he i s  sa y in g  i t , " ^  t h a t  i s ,  in  th e  

work i t s e l f ,  r a th e r  th an  i t s  a u th o r 's  p e r s o n a l i ty  o r th e  age in  which i t  

was w r i t t e n .  The n a tu re  o f a r t i s t i c  comm unication f a s c in a te s  him . H is 

a r t i c l e  on "P sychology and fo rm ,"  p u b lish e d  in  the  D ia l in  1925, was one 

o f h i s  e a r l i e s t  fo rm u la tio n s  o f  h i s  view s abou t th e  p r o c e s s .3 He d e f in e d  

th e  term s in  th e  t i t l e  a s  fo llo w s :

I f ,  in  a  work o f a r t ,  th e  p o e t say s  som eth ing , 
l e t  us s a y ,  ab o u t a  m ee tin g , w r i te s  i n  such a way 
th a t  we d e s i r e  to  o b serv e  t h a t  m ee tin g , and th en , 
i f  he  p la c e s  t h a t  m eeting b e fo re  us — th a t  i s  form .
W hile o b v io u s ly , t h a t  i s  a ls o  th e  psychology o f th e  
a u d ie n c e , s in c e  i t  in v o lv ed  d e s i r e s  and t h e i r  ap­
peasem ents . ^

Burke d is t in g u is h e d  betw een th e  "psychology o f  form " (p ro c e s s ) ,  and th e  

"psycho logy  o f  in fo rm a tio n "  ( s t a s i s ) .  In  w r i t in g ,  a m ix tu re  o f  th e  two 

was i n e v i t a b l e ,  he s a id ,  because th e  fu n c t io n  o f words was so complex.

He f e l t  t h a t  m usic was d i f f e r e n t .

One re a so n  why m usic can s ta n d  r e p e t i t i o n  so  much 
more s tu r d i ly  th an  co rre sp o n d in g ly  good p ro se  i s  be­
cause m u sic , o f  a l l  the  a r t s ,  i s  l e s s  s u i te d  to  th e  
psycho logy  o f in fo rm a tio n , and has rem ained c lo s e r  
to  th e  psychology o f  form . Here form  cannot a tro p h y .
Every d is s o n a n t  chord  c r i e s  f o r  i t s  s o lu t io n ,  and 
w hether th e  m u sic ia n  re s o lv e s  o r  r e fu s e s  to  r e s o lv e

31934-1936.

^Kenneth Burke, "On re  and d i s , "  D ia l 79 (J u ly  1925): 167. The 
t i t l e  r e f e r s  to th e  term s " rec o v e ry "  and " d is c o v e ry ."

5Kenneth Burke, "Psychology and fo rm ,"  D ia l 79 ( Ju ly  1925): 34 -4 6 .

6I b i d . , p .  J 5 .
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h i s  d isso n an ce  in to  th e  chord which th e  body 
c r i e s  f o r ,  he i s  d e a lin g  in  human a p p e t i t e s . ?

B u rk e 's  s ta te m e n t i s  an example o f  what Leonard B. Meyer c a l le d  th e

" k in e t ic - s y n ta c t i c "  th eo ry  o f comm unication,®  a view  th a t  was g a in in g

a d h e re n ts  r a p id ly  i n  th e  e a r ly  decades o f  t h i s  c e n tu ry .

For Burke, a work, once e x p e rie n c e , had y ie ld e d  i t s  in fo rm a tio n . 

However, he b e lie v e d  th a t

. . . w ith  a d e s ir e  . . . i t s  reco v ery  i s  as 
a g re e a b le  as i t s  d isc o v e ry . One can memorize the  
d ia lo g u e  betw een Hamlet and G u ild e n s te rn . . . .
Once th e  speech i s  known, i t s  r e p e t i t i o n  adds a 
new e lem en t to  com pensate f o r  th e  lo s s  o f n o v e lty .
We cannot tak e  a r e c u r r e n t  p le a s u re  in  th e  new ( in  
in fo rm a tio n )  bu t we can  in  th e  n a tu r a l  ( f o r m ) .9

M usic, th e n , f i t t e d  l e s s  than  any o th e r  a r t  f o r  
im p a r tin g  in fo rm a tio n , d e a ls  m in u te ly  in  f r u s t r a ­
t io n s  and f u l f i l lm e n t  o f  d e s i r e ,  and fo r  t h a t  reaso n  
more o f te n  g iv es  us th o se  cu rv es  of em otion w hich, 
becau se  th ey  a re  n a tu r a l ,  can b ear r e p e t i t i o n  w ith ­
o u t  l o s s . 10

B u rk e 's  th eo ry  seem s, in  r e t r o s p e c t ,  an o v e r s im p l i f i c a t io n .  N e v e r th e le s s ,  

i t  r e v e a ls  one tendency o f  th e  tim e , which was to  c o n s id e r  a r t  in  term s 

o f  p ro c e s s ,  and i t s  re c e p t io n  in  term s o f th e  i n te r a c t io n  between o b je c t  

and s u b je c t .  For Burke, th e re  was an e s s e n t i a l  b reach  betw een s c i e n t i f i c  

and a r t i s t i c  t r u t h .  The p ro ce ss  Burke d e s c r ib e d  as th e  comm unication o f 

a r t  was a  f a r  c ry ,  in d e e d , from Matthew A rn o ld 's  aim " to  see  th e  o b je c t

7B urke, "Psychology and fo rm ,"  p , 38,

^Leonard B. Meyer, "On r e h e a r in g  m u s ic ."  M usic, the  a r t s  and id e a s  
(C hicago; U n iy e .rs ity  of C hicago, 1 967), pp . 42 -53 . Meyer l a t e r  r e v is e d  
h i s  v iew  o f  th e  p o s s ib le  p o s i t io n s  re g a rd in g  m u sic a l s ig n i f ic a t i o n .  
B u rk e 's  was a f o rm a l i s t  approach , in -M e y e r 's .r e v is e d  n o m en cla tu re . See 
n o te , p .  42 , i n  Meyer.

^B urke, "Psychology and fo rm ,"  pp . 38 -39 . 

l O l b id . ,  p p . 39-40.
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as in  i t s e l f  i t  r e a l l y  i s . "

When Burke became m usic  c r i t i c  f o r  . the  D ia l,  in  December 1929, he 

is s u e d  a p o s i t io n  s t a t e m e n t a s  R osenfeld  had done in  1920. The two 

co u ld  h a rd ly  have been more d i f f e r e n t .  Burke r e j e c te d  "music as a  sub­

s t i t u t e  f o r  r e l i g io n ,  a  s e c u la r  m y stic ism , b e l i e f  w ith o u t th e o lo g y ."  He 

a ls o  r e fu s e d  to  see  "m usic as th e  in d iv id u a tio n  o f  c e r t a in  harm onic p r in ­

c ip l e s ,  to  be  d isc u s s e d  i n  term s o f  m o d u la tio n , cad en ce , augmented f i f t h s ,  

and a s  many o f  th e  newer c lu s t e r s  as one could  f in d  names f o r . "  N e ith e r  

"m usic as o rg y "  nor "m usic a s  m echanism" would be s u b je c t s  of h i s  c r i t i ­

c is m .-^

Burke f ir m ly  r e j e c t e d  th e  im p r e s s io n is t ic  method o f  h i s  p red e c e s s o r .

One m ust tu rn  to th e  m usic i t s e l f  fo r  th e  s t e r l i n g  
e x p e r ie n c in g  o f  th o se  moments w h ere in  th e  medium o f 
to n es  i s  m ost s k i l l f u l l y  and m agnanimously exem pli­
f i e d .  We c a te g o r ic a l l y  r e fu s e  to  o e 'd e p re s se d  a t  
l e a s t  i n  t h i s ,  our f a i l u r e  to  r e g iv e  i n  an o th e r m edi­
um th e  e q u iv a le n t  o f  th e s e  w holly  m u sica l e v e n ts . ^

Burke b e lie v e d  in  s u b s t i t u t i n g  " in v e s t ig a t io n "  f o r  "sym pathy ." " In  f iv e

h o u rs  o f  W agner," he s a id ,  " a re  n o t  a t  l e a s t  th re e  o f  them b e s t  sa lvaged

by ’ s tu d y ? ' R e lax in g  from  th e  a tte m p t to  v ib r a t e  av ec , one w atches ’what

he d oes w ith  th e  h o rn s ’ ?"-*-4

For B urke, m usic was no u n iv e r s a l  lan g u ag e . I t  was a v o cab u la ry , and , 

l i k e  a l l  v o c a b u la r ie s ,  s u b je c t  to d i s r u p t io n  in to  d i a l e c t .  M usicians w ere,

^ K e n n e th  Burke, "M usical c h r o n ic le ,"  D ia l 83 (December 1927): 535-
39 . '

12I b i d . ,  p .  535.

1-3I b i d . , p .  536.

14I b id . ,  p .  537.
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he f e l t ,  c r e a t in g  a  new idiom  in  th e  f i r s t  decades  o f  th e  c e n tu ry , 

r a t h e r  th an  c o n c e n tra t in g  on th e  e x p lo i t a t io n  o f such an idiom  f o r  emo­

t iv e  p u rp o se s . "M erely because  t h i s  ten d en cy  i s  in  many c a se s  s t e r i l e ,  

o r t r i v i a l ,  we need n o t  condemn i t  in  th e  a b s o lu te .  Those who rea p  th e  

rew ards of a  method a re  alw ays r a r e  i n  p ro p o r t io n  to  th o se  who exem plify  

i t . T h i s  was a f a i r l y  common view  in  th e  tw e n tie s ,  even among com­

p o s e rs .  Aaron Copland su g g ested  t h i s  p o s i t io n  in  an  a r t i c l e  fo r  Modern 

m usic i n  1928 . ^

N o tw ith sta n d in g  th e  many d i a l e c t s ,  Burke b e lie v e d  t h a t  a l l  W estern  

m usic  was a continuum , " a l l  o f  i t  e x e m p lify in g , w ith  v a ry in g  d eg rees  o f  

o b serv an ce  and  v i o l a t i o n  ( th e  v i o l a t i o n  b e in g  an in v o lu te  form  o f  o b se r­

v an ce) th e  same a e s t h e t i c  p r i n c i p l e s , '  TTe d id  n o t d e f in e  th e s e  a e s th e t i c  

p r in c i p le s ,  however.

T h is o v e r tu re  to  Burke’ s m usic c r i t i c i s m  fo r  th e  D ia l was h i s  m ost 

ro b u s t  s ta te m e n t d u r in g  th e  two y e a r  p e r io d  o f  h i s  "M usical c h ro n ic le "  

s te w a rd s h ip . The seaso n s  th em selv es  were r e l a t i v e l y  p la c id ,  as f a r  as  

new m usic was co n cern ed . By 1928, th e  I n te r n a t io n a l  Com posers' G u ild  had 

d isb a n d e d , and th e  League o f Composers had begun programming "new works" 

from  1600 [ s i c ] ,  as w e ll  as th e  new m usic o f  1927. I t  had been , Burke 

s a id  i n  one r e p o r t ,  "a q u ie t  ev en in g  a t  th e  L eague ."

This " q u ie t  ey en in g "  i s  b u t  so much more ev id en ce  
th a t  modern a r t  i s  now w ith o u t  a  3undschuh [ in s u r r e c ­
t io n ]  . There i s  no lo n g e r  any c a te g o r ic a l  h y s te r ia  
m aking f o r  e i t h e r  th e  a c ce p ta n c e  o r  th e  r e j e c t i o n  o f

15Burke, "M usical c h ro n ic le ,"  83 :5 3 8 .

16Aaron C opland, "Music s in c e  1 9 2 0 ,"  Moderh Dlusic 5 (M archrA pril 
1925): 1 6 -2 0 .
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any b rand  o f  w ork. T h e .u su a l symphony c o n c e r t  i s  
n o t  a  programme, b u t a museum. I t  i s  u n th in k a b le  
t h a t  an a u d ie n c e ’ s welcoming of w id e ly  d iv e rg e n t  
modern composers i s  founded upon sympathy; i t  m ust, 
r a t h e r ,  o r ig in a te  in  a k in d  o f b la n k e t  endorsem ent, 
i n  a s u b s t i tu t io n  o f a q u e s tio n in g  a t t i t u d e  f o r  a 
d i c t a t i n g  one . A new medium h a s , in  a s e n s e ,  been 
acce p te d  w ith o u t n a tu r a l i z a t i o n .  H en cefo rth  p erhaps 
a r t i s t s  them selves  w i l l  haye to  p ro v id e  t h e i r  own
i n to l e r a n c e .- ^

S e v e ra l o f  S t ra v in s k y ’s works re c e iy e d  m ention  d u rin g  B urke’ s s h o r t  

te n u re  a s  D ia l c r i t i c .  His o p in io n  about th e  S a c re , in  June 1928, was 

q u i te  th e  r e v e r s e  o f  o th e r  c r i t i c s ’ who had n o ted  a d e c lin e  i n  th e  w o rk 's  

e f f e c t i v e n e s s .  For Burke, S tra v in sk y  in  the  Sacre had l o s t

. . . a l l  h i s  s tra n g e n e s s  and ga ined  in  s o l i d i t y .
The in n o v a tio n s  have ceased  to  p ro tru d e . The m usic, 
as i t  rec e d e s  i n  tim e w i l l  d o u b tle s s  sh a re  th e  an- 
t h o lo g ic a l  f a t e  o f  E in H eldenleben  and Tod and 
V e rk la ru n g , works whose s tra n g e n e s s  be lo n g s to  
h i s t o r y ,  and whose m aste ry  to  a e s t h e t i c s .  . . .
T h is  work [ th e  S a c re ] ,  which was once "sp eak in g  in  
to n g u es"  i s  now dogma.18

Among S tra v in s k y ’s newer w orks, Oedipus rex  won B u rk e 's  t o t a l  a d m ira tio n .

He r e fu s e d  to  a tte m p t any m etaphor f o r  i t s  c r i t i c a l  d e s c r ip t io n :  he f e l t

any such  would be t r i v i a l .  B eside i t ,  th e  r e s t  o f  th e  new works of th e

se aso n  seemed p a le ,  in d eed .

One weakness o f  B u rk e 's  th e o ry  o f a r t i s t i c  com m unication ap p ears  in  

th e  d isa p p o in tm e n t ev id en ced  i n  c e r t a in  of h i s  e v a lu a t io n s .  I f  a  p ie c e  of 

m usic d id  n o t  s e t  up e x p e c ta tio n s  a cco rd in g  to  the  p rev io u s  ex p e rie n ce  of 

th e  l i s t e n e r ,  th e re  cou ld  be no r e s o lu t io n  o f  a p p e t i t e s ,  h ence no a p p re c ia ­

17K enneth B urke, "M usical c h ro n ic le ,"  D ia l 84 (March 1928): 266.

18K enneth B urke, " M u s ic a l  c h r o n ic le ,"  D ia l 84 (June 1 9 2 8 ): 537.

1 9Kenneth B urke, "M usical c h r o n ic le ,"  D ia l 84 (May 19 2 8 ): 445.
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t io n  o f  the  " fo rm ."  As Burke h im se lf  had s a id  i n  1925,

. . . com m unication e x i s t s . i n  th e  m arg in  of o v e r­
la p  betw een th e  w r i t e r 's  e x p e rie n c e  and th e  r e a d e r 's .  
Awareness o f  t h is  f a c t  g o e s . f a r  tow ards c la r i f y i n g  
f lu c tu a t io n s  in  p re fe re n c e s ;  i t  need n o t  be made th e  
b a s is  f o r  th e  c la im  th a t  each  of us i s  "im prisoned  
w i th in  th e  w a lls  o f  h i s  p e r s o n a l i ty "  (as  th e  sub­
j e c t i v i s t s  would i n t e r p r e t - i t )  n o r im prisoned  w ith in  
th e  w a lls  o f  h i s  t im e s , a s . t h e  h i s t o r ia n s  would i n ­
t e r p r e t  i t . 20

W ithout any o v e rla p  i n  ex p e rie n ce  betw een composer and l i s t e n e r ,  th e re  

co u ld  be c o n s id e ra b le  in fo rm a tio n  conveyed by th e  w ork, b u t l i t t l e  com­

m u n ic a tio n . The p e rc e p t io n  o f th e  l i s t e n e r  would th en  become t o t a l l y  

s u b je c t iv e .  Burke r e l a t e d  one such e x p e rie n ce :

The Krenek number f o r  s t r i n g s  . . . was perhaps 
th e  g r e a t e s t  d isap p o in tm en t o f  th e  ev e n in g . S aid  
to  have been  w r i t t e n  d u r in g  a t r a i n  r i d e ,  i t  seems 
to  have embraced th e  n o t n o v e l b u t  s t i l l  u ncom plicated  
t a s k  o f  a b s t r a c t i n g  th e  m usic from such  unm usical 
sounds as a r i s e  from g r in d in g  s t e e l .  I t  c o n ta in s  
many la b y r in th s  o f d isco rd an cy  w hich , on f i r s t  h e a rin g  
a t  l e a s t ,  su g g e st no a e s th e t i c  p u rp o se . One canno t 
a n t i c ip a t e  and be c o rro b o ra te d ;  one can  fo llo w , o r  
cease  to  fo l lo w .21

The f in a l  work on th e  same program  gave Burke pause f o r  c o g i ta t io n .  

H earing  t h i s  new c l a r in e t  t r i o  by G ragnani he rem arked t h a t  " i f  th e  e a r ­

l i e r  numbers on the  program  were r i g h t ,  t h i s  one was wrong; and i f  t h i s  

was r i g h t ,  a l l  t h a t  had preceded  was a b s u rd ."

Here i n  sh am eless ly  p r e t t y  m usic sy m m etrica lly  
r e p e a te d ,  i n  happy moods such  as a re  found o f te n e s t  
on o ld  c a le n d a rs ,  no le s s  th an  150 y e a rs  o f  te c h n ic a l  
q u e s tin g  w ere c a n c e lle d . Was t h i s  a d i s c o v e r y — o r a
breakdow n?22

20B.urke, "Re and d i s , "  p . 168.

2 lR enneth  B urke, "M usical c h ro n ic le ,"  D ia l 86 (January  1929): 87. 

2 2 i b id . , p .  88.
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Burke saw th e  same " c a n c e l la t io n ” in  a n o th e r  work th a t  week, one by no 

le s s  a composer th an  S tra v in sk y . A pollon m usage te , he  announced, was 

calm and sunny " p a rlo u r  m usic .

Some composers in  New York w ere them selves wondering about the  s t a t e  

o f  a f f a i r s  in  new m usic by th i s  tim e . "Where do we go from h e re ? "  was 

th e  a c tu a l  t i t l e  o f  an a r t i c l e  by Emerson W hithorne f o r  Modern m usic a t  

th e  end o f  1 9 2 6 . "For  th e  p r e s e n t ,  now here ," r e p l i e d  Aaron Copland in  

1928. "L e t us be c o n te n t to  r e s t  f o r  aw h ile , to  t i l l  th e  ground o th e rs  

have c le a r e d .  Soon enough th e  tim e w i l l  come to  s e t  o f f  a g a in  f o r  u n d is ­

covered  t e r r i t o r y ."25

N o tw ith sta n d in g  th e  a r r i v a l  o f  Oedipus r e x , the  seaso n  o f  1927-1928 

was n o t  an e x c i t in g  one fo r  in n o v a tiv e  m usic in  New York. Even R a v e l 's  

v i s i t  was g re e te d  w ith o u t g r e a t  e n th u s ia sm . ^  The most honored f ig u re  o f 

th e  seaso n  was S c h u b e rt, who had been dead j u s t  a  hundred  y e a rs .

I t  was a tim e f o r  a  new b eg in n in g , fo r  a  reg ro u p in g  o f  th e  fo rc e s  

s t i l l  concerned  w ith  th e  p la c e  o f  new music i n  th e  c o n c e r t l i f e  o f  th e  

c i t y .  Two o f th e  younger com posers, Aaron Copland and Roger S e ss io n s , 

announced a s e r i e s  of two c o n c e r ts  t h a t  s p r in g ,  to  be g iv en  a t  th e  New 

School f o r  S o c ia l  R esea rch . Burke was th e  o n ly  c r i t i c  s tu d ie d  i n  th ese

23Burke, "M usical c h ro n ic le ,"  86 ;88 .

2^Emerson W hithorne, "Where do we go from h e rs ? "  Modern m usic 4 
(Noyember-December 1926); 9 -14 .

2 5 c o p la n d , "Music s in c e  1920 ,"  p p. 19-20.

2bRayel had been in v ite d  on a n a t io n a l  to u r  sponsored  by th e  P ro - 
M usica S o c ie ty . I r o n i c a l l y ,  h is  New York c o n c e r t in  which he conducted 
h i s  own works was sched u led  f o r  e x a c t ly  the  same even ing  as  th e  prem iere  
o f Oedipus r e x .
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pages c o n s i s t e n t ly  to  a t te n d  th e  e a r l y  C o p lan d -S essio n s  c o n c e r t s .  He 

c a l l e d  them m u sic ’ s L i t t l e  rev ie w , a f t e r - t h e  a v a n t-g a rd e  l i t e r a r y  v e n tu re  

o f t h a t  name. He tho u g h t s e v e r a l  o f  th e  e a r ly  c o n c e r ts  tam e, b u t  by th e  

s p r in g  of 1929, he could  c o n g ra tu la te  th e  o rg a n iz e rs  fo r  hav in g  p re se n te d  

an  a u th e n t ic  " e v e n in g ." 2^

The f a i l u r e  o f  th e  D ia l i n  1929 b ro u g h t Burke’ s "M usical c h ro n ic le s "  

to  and end . He was n o t s o rry  to  s to p .  He had s a id  th a t  A p r i l :

We should  d e c id e  to  r e t i r e  ( to  r e t r e a t ,  to  p e r i s h ) .
There a re  two m ajo r a s p e c ts  o f b e in g  a  p r o fe s s io n a l :  
th e  c a p a c i ty  f o r  q u ick  d i s i l lu s io n m e n t ,  fo r  d i f f id e n c e  
in  th e  m id s t o f  o t h e r s ’ p le a s u r e s ;  and th e  a b i l i t y  to  
s t a t e  w ith  accu racy  e x a c t ly  why a  c e r t a in  th in g  seems 
good o r  bad . The form er o f  th e s e  two i s  o b v io u sly  a 
n u isa n c e , th e  l a t t e r  i s  a g rave  desiderandum . And 
a f t e r  two y e a rs  o f  h e a rk e n in g , th e  g rave  desiderandum  
has n o t  grown s tro n g  w i th in  u s ,  w h ile  th e  obvious 
n u isa n c e  g a in s  d a i l y  i n  h e a l th  and p r o s p e r i t y .28

B urke’ s c h ie f  c o n tr ib u tio n s  have been a s  a  l i t e r a r y  c r i t i c .  I f  he

d id  n o t ,  l i k e  R o se n fe ld , a c c la im  m ost o f  th e  n e w  m usic i t s e l f ,  he  must

be thanked  f o r  b r in g in g  to  m usic c r i t i c i s m  the most advanced th e o r ie s

from  th e  l i t e r a r y  f i e l d .

27Kenneth B urke, "M usical c h ro n : .c le ,"  D ia l 86 (A p ril  192 9 ): 358.

28I b i d . ,  p . 356 .
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C hap ter IX 

PQSTLUDE

The s t y l i s t i c  d i v e r s i t y  among th e  new m u sica l works perfo rm ed  in  

New York betw een 1919 and 1929 was u n p rec e d e n te d . The c r i t i c s  u n d er­

sto o d  th a t  th ey  w ere w itn e s s in g  a  d i s i n te g r a t i o n  of t r a d i t i o n .  What 

manner o f  m u sica l P hoenix  would e v e n tu a l ly  a r i s e  from th e  a sh es  was, 

how ever, u n c le a r .  From th e  v a n ta g e  p o in t  o f  th e  l a t e  tw e n tie s ,  th e  a l ­

t e r n a t iv e s  appeared  to  them e x c ee d in g ly  b le a k .

Not s in c e  th e  tim e o f M onteverd i had th e r e  been  a  p e rio d  o f  such 

d r a s t i c  ch an g e. The analogy  betw een th e  s i t u a t i o n  in  th e  e a r ly  seven­

te e n th  and th e  tw e n tie th  c e n tu r ie s  was commonly d isc u s s e d  d u r in g  th e  

p o s t-w a r  decad e . The c r i t i c s  co u ld  (and d id )  tak e  com fort in  such  an 

an a lo g y . In n o v a tio n  had u l t im a te ly  se rv e d  o rd e r ly  p ro g re s s  in  th e  

e a r l i e r  p e r io d  (o r so i t  seemed i n  r e t r o s p e c t ) , and th ey  were rea so n a b ly  

c e r t a in  t h a t  h i s to r y  would r e p e a t  i t s e l f .  A g e n e ra l i n t e r e s t  developed 

among c r i t i c s ,  composers and m usic o rg a n iz a t io n s ,  in  th e  m usic o f  the  

e a r ly  Baroque. The League o f Com posers, f o r  exam ple, found a p la c e  on 

i t s  program s f o r  "new m usic from  1600" as w e ll a s  th e  l a t e s t  p ie c e s  by 

M ilhaud o r  C opland. A q u a r t e r ly  m agazine founded in  1927 f o r  th e  pur­

pose o f p u b l is h in g  a v a n t-g a rd e  co m p o sitio n s  to o k  th e  name New m u sic . 

Though Henry Cowell ( th e  e d i t o r )  may n o t  have been  in v o k ed  th e  shade 

of C a c c in i d i r e c t l y ,  th e r e  can  be l i t t l e  d oub t t h a t  by th e  1920s, the  

b re a k  w ith  m u sica l t r a d i t i o n  was rec o g n iz ed  as th e  m ost p ro fo u n d  ru p tu re  

i n  th re e  hundred y e a rs .

The c r i t i c s  i n  t h i s  s tu d y  s to o d  on th e  th re s h o ld  of a  new e r a  of

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



189

c r i t i c i s m  a s  w e l l  as o f m u sic a l s t y l e .  The new age cou ld  n o t a d eq u ate ly

be d e s c r ib e d  i n  term s o f th e  o ld . This was i n  i t s e l f  a c r u c i a l  d e p a rtu re

n o t g e n e ra l ly  re c o g n iz ed  a t  th e  tim e . Leonard B. M eyer's  assessm en t o f 

th e  m u sic a l sc en e  s e v e ra l  decades l a t e r  a p p lie s  to  th e  1920s as w e ll:

The p r e s e n t  seems to  be a b e r r a n t ,  u n c e r ta in ,  
and b a f f l in g  b ecau se  th e  p re v a le n t  view  o f s ty l e  
change — in v o lv in g  n o tio n s  o f  p ro g re s s  and t e l e ­
o lo g y , Z e i tg e i s t  and c u l t u r a l  co h e ren ce , n e c e s ­
s i ty  and o rg a n ic  developm ent, o r  some com bination
o f  th e s e  — p o s i t s  th e  e v e n tu a l e s ta b lis h m e n t o f  a 
s in g l e  common s ty l e  i n  e ach , o r even in  a l l  o f  th e  
a r t s .  As a r e s u l t ,  composers a s  w e ll as c r i t i c s  
and h i s t o r i a n s  have come to  ex p e c t t h a t  one domi­
n a n t  s ty l e  w i l l  emerge in  th e  a r t s  — w hether as  
th e  r e s u l t  o f  r a d i c a l l y  new developm ents, an  
accom m odation o f  p r e v a i l in g  s ty l e s  to  one ano­
t h e r ,  o r  th e  " tr iu m p h "  of some e x is t in g  s ty l e .
Thus W inthrop S a rg e a n t ,  commenting upon th e  works 
o f  com posers who employ q u i te  d i f f e r e n t  s t y l e s ,  
s a y s ,  "The a s to u n d in g  th in g  i s  th a t  th e s e  com­
p o s e rs  a l l  e x i s t  a t  th e  same tim e , and th e  i n f e r ­
en ce  to  be drawn from th is  f a c t  i s  t h a t  none of
th e  r e v o lu t io n s  have been d e f i n i t i v e . "  And, 
though composing i n  an idiom  anathema to  Mr.
S a rg e a n t ,  Boulez a ls o  t a c i t l y  assumes a m o n o lith ic  
m odel o f  s ty l e  developm ent, a s s e r t i n g ,  "Anyone who 
h as  n o t  f e l t  . . . th e  n e c e s s i ty  of th e  1 2 - to n e  
lan g u ag e  i s  SUPERFLUOUS. For a n y th in g  he w r i te s  
w i l l  f a l l  s h o r t  o f  th e  im p e ra tiv es  of ou r t im e ."1

" B u t ,"  s u g g e s ts  M eyer, "suppose t h a t  th e  paradigm  which p o s i t s  cum ula tive

change and th e  d isc o v e ry  o f  a  common s ty le  i s  no lo n g e r  p e r t i n e n t  and

v ia b le ?  P e rh ap s none o f  th e  'r e v o l u t i o n s '  w i l l  be d e f i n i t i v e .  . . . 1,2

T h is  id e a  would have a p p a lle d  m o st, b u t n o t a l l  o f  th e  c r i t i c s  in

th e  1 9 2 0 s. The m a jo r i ty  o f  th e  men endured th e  a r t i s t i c  tu rm o il ,

^Leonard B. M eyer, M usic , th e  a r t s ,  and id e a s  (C hicago: U n iv e rs i ty
o f C h icago , 1 9 6 7 ) , p .  171.

2 Ib id .
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s tre n g th e n e d  by t h e i r  b e l i e f  t h a t  a  g en iu s  would appear a t  l a s t  to  g iv e  

m eaning to  th e  ag e , th a t  " s p i r i t u a l "  v a lu e s  would f i n a l l y  p r e v a i l  in  a r t  

o v e r th e  f o rc e s  o f  a n a rch y , and t h a t  o r d e r ly  p ro g re s s  would resum e.

There were a ls o  th o s e ,  l ik e  Gilman and R o se n fe ld , who b e lie v e d  i n  a 

n in e te e n th - c e n tu r y  Romantic a r t  t h a t  had " th e  lo g ic  o f  p r iv a t e  e x p e r i ­

e n c e , '* n o t o f  a common s t y l e . 3 Yet th e s e  men, to o ,  were e v e n tu a l ly  

a l i e n a te d  from  th e  m usic th ey  h eard  i n  th e  tw e n tie s .  They were among 

th e  l a s t  to  show d isco u rag em en t, how ever.

A number o f  th e  c r i t i c s  could  a c c e p t  change on ly  in  sm all amounts 

o r  a lo n g  f ix e d  l i n e s .  The o ld e r  men i n  p a r t i c u l a r  were d e e p ly  d i s t r e s s e d  

by th e  obv ious te c h n ic a l  in n o v a t io n s , e s p e c i a l l y  in  the  a r e a  o f  harmony. 

Th is  in c lu d e d  b o th  d i s t a s t e  f o r  ex trem e d isso n a n c e  and f o r  unorthodox  

harm onic p ro ced u res  seem ing ly  u n r e la te d  to  a  w o rk 's  th em a tic  m a te r ia l .  

P o ly to n a l i ty  and a to n a l i t y  were e q u a lly  d isp a ra g e d  by th ese  men.

A second d isc o u ra g in g  f a c to r  was th e  la c k  o f  c o n tin u i ty  o f  s ty l e ,  

n o t  o n ly  among d i f f e r e n t  a r t i s t s ,  b u t  among th e  works of a s in g l e  compo­

s e r .  Though th ey  m igh t v a lu e  i n d iv id u a l i ty  h ig h ly ,  most o f  th e  c r i t i c s  

b e lie v e d  th e  c r e a t iv e  a r t i s t  to  be i n  some way shaped e i t h e r  by th e  

Z e i t g e i s t , o r  h e r e d i ty ,  o r  a  com bina tion  of th e  two. They e x p ec ted  a  

c o n s is t e n t  and u n i f ie d  p e r s o n a l i ty  to  produce works o f  a r t  t h a t  were 

i n t e r n a l l y  c o n s is t e n t  a l s o .  Though a  g rad u a l developm ent o f  s ty l e  was 

a n t i c ip a t e d  betw een w orks, th e  e v o lu t io n  shou ld  in v o lv e  some e v id e n t  

c o n t in u i ty .  S tra v in s k y , among o t h e r s ,  d isa p p o in te d  them on b o th  c o u n ts .

^Meyer, M usic, th e  a r t s ,  and i d e a s , p . 191.
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By 1925, both  Downes and Gilman were seek in g  th e  " e s s e n t ia l  S t r a ­

v in s k y ."  They com plained t h a t  ev ery  tim e he w rote  an o th e r p ie c e ,  he 

became someone e l s e ,  "which i s  n o t  the  h a b i t  o f  g r e a t  m a s te rs "  (Downes). 

I t  seemed t h a t  S tra v in sk y  "wished to  t ry  e v e ry th in g  once" (G ilm an). 

M oreover, Gilman accused  S tra v in sk y  of "am ateur to n a l  Burbankiug" i n  h is  

p ian o  c o n c e r to , in  which he had g r a f te d  to g e th e r  he te ro g en eo u s m u sica l 

borrow ings in to  a  s in g le  com p o sitio n .

The c r i t i c s  concluded , r e l u c t a n t ly ,  t h a t  each work o f  a  g iv en  

a r t i s t  m ust be co n s id e red  and a p p ra ise d  s e p a r a te ly .  Composers could  no 

lo n g e r  be counted  on to  w r ite  p ie c e s  in  th e  same v e in  as b e fo r e ,  o r  even 

c o m p o sitio n s  whose p a te r n i ty  was c le a r ly  e v id e n t .  The case  o f  th e  re c e p ­

t io n  o f  S tra v in sk y * s  works in  New York may se rv e  a s  an example o f  th e  

g e n e ra l  c r i t i c a l  f r u s t r a t i o n  o f th e  p e r io d . I t  i s  th e  m ost famous c a se , 

b u t th e  r e c e p t io n  was ty p ic a l  o f  th e  com positions o f  l e s s e r  men as  w e ll.

Two o f  th e  New York c r i t i c s  were l e f t  behind  a f t e r  L*Oiseau de feu  

(K re h b ie l and A ld r ic h ) . The m a jo r ity  w eathered  th e  adven t o f  P e tro u c h k a , 

and o f  th o s e ,  m ost h a i le d  Le s a c r e . However, some wondered l a t e r  w hether 

the  S acre  had n o t been o v e rra te d  (T a y lo r, Newman). A rr iv a l  o f  th e  

Symphonies d * in stru m e n ts  a v e n t  (F ebruary  1924) p r e c ip i t a te d  what I  have 

c a l le d  th e  " c r i s e  S tra v in s k y ."  For the  n e x t  s e v e ra l  y e a rs  th e  s u b je c t  

of S t r a v in s k y 's  " d e c lin e "  provoked s e r io u s  c r i t i c a l  d i s c u s s io n .  A ll 

ag reed  th a t  som ething had happened to  th e  composer, b u t no two c r i t i c s  

e x p la in e d  i t  i n  q u i te  th e  same way. L e a s t o f  a l l  d id  they  b e lie v e  what 

S tra v in s k y  h im s e lf  was sa y in g .

One th o u g h t th e  composer m igh t need th e  i n s p i r a t i o n  o f  th e  b a l l e t  

to  a c t i v a t e  h i s  im ag in a tio n  (F in c k ) . A nother (Henderson) d ec ided  th a t
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S tra v in sk y  was n o t  w r i t in g  co m positions a t  a l l ,  m ere ly  o r c h e s t r a l  

s tu d i e s .  There was i n  them no "song o f b e a u ty , no s p i r i t u a l  m essage f o r  

m ank ind ."  Gilman p r o te s te d  th e  com poser’ s avowed i n te n t io n  o f  re tu rn in g  

to  e ig h te e n th - c e n tu r y  form s in  o rd e r  to  evade th e  " la n g u o rs  o f  Romanti­

c is m ."  The e a r l i e r  epoch , h e  d e c la r e d ,  would n o t be r e in c a rn a te d  by 

anyone, even S tra v in s k y . He d id  n o t  p e rc e iv e  t h a t  th e r e  was som ething 

o f  t h e  composer h im se lf  i n  even  th e  m ost obvious p a ro d ie s ,  o r  i f  he d id  

n o te  th e  com poser’s own h a n d , he d isap p ro v ed  th e  m ix tu re  o f  th e  p a s t  w ith  

the  p r e s e n t .  Downes saw i n  S tra v in s k y ’ s works a f t e r  th e  S acre  a d e n ia l  

o f  h i s  R u ssian  h e r i t a g e .  The composer had , fu r th e rm o re , f a l l e n  p rey  to  

th e  a im les sn e ss  o f  th e  a g e . R osenfeld  t i t l e d  one o f  h i s  e s s a y s ,  " I g o r ,  

tu  n ' e s t  q u 'u n  v i l l a i n ! "  A r t  fo r  R o sen feld  was th e  r e s u l t  o f  the  a r t i s t ’ s 

i n t e r a c t io n  w ith  h i s  en v iro n m en t, p r e f e r r a b ly  h i s  n a t iv e  la n d .  The a r t  

o f  t h e  em igre was e s s e n t i a l l y  s t e r i l e .  R osenfeld  n o ted  th e  work o f T .S . 

E l io t  by way o f  f u r th e r  exam ple of a r t i s t i c  im poverishm ent. For Deems 

T a y lo r,  m usic i n  which th e  i n t e r e s t  was p r im a r i ly  rh y th m ic  soon became 

b o r in g .  By th e  f o u r th  h e a r in g ,  th e  S acre  no lo n g e r  moved him.

The r e c e p t io n  o f O edipus rex  was m ixed. One c r i t i c  acclaim ed  i t  as 

"w ild ly  ro m a n tic "  and " in d e c e n tly  s u c c e s s f u l"  (G ilm an). A nother found 

i t  b e t t e r  th an  some o f  th e  co m p o ser's  e f f o r t s ,  b u t  n o t  so  good a s  th o se  

p ie c e s  w r i t t e n  "when S tra v in s k y  was s t i l l  lo o k in g  w i th in  h im se lf  in s te a d  

of a l l  a round" (Downes). R o sen feld  d i s l ik e d  i t ;  Burke adm ired i t  en­

orm ously . But th e  fo llo w in g  season S tra v in sk y  was w r i t i n g  what Burke 

cou ld  o n ly  c h a ra c te r iz e  as "sunny p a r lo u r  m usic" — A p o llo n  m usagete .

These c r i t i c s  were ab le  to  d isc o v e r  no c o n s is te n c y  i n  th e  com poser’ s 

w orks.
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The m u l t i p l i c i t y  o f  s ty l e s  among th e  v a r io u s  com posers w r itin g  

d u r in g  th e  f i r s t  decades of t h i s  ce n tu ry  was more t o le r a b l e  to  th e  

c r i t i c s .  An a r t i s t  m ust, a f t e r  a l l ,  e x p re s s  h i s  own in n erm o st th ough ts  

arid e m o tio n s , o r  so th e  c r i t i c s  th o u g h t a t  f i r s t .  E v en K reh b ie l adm itted  

t h i s  when d is c u s s in g  Schonberg’ s Funf O rc h e s te rs tu c k e . He concluded , 

how ever, t h a t  a lth o u g h  Schonberg m ight be s in c e r e ,  an a e s th e t i c  t h a t  

in c lu d e d  th e  u g ly  had no p la c e  i n  a r t .  So th e  c o n f l i c t  was jo in e d  b e ­

tween th o se  who v a lu ed  above a l l  th e  e s s e n t ia l  i n d iv i d u a l i ty  o f the 

a r t i s t  and th o se  f o r  whom a r t  was p r im a r i ly  a r e v e l a t i o n  o f beau ty  ( in  

th e  n a rro w e s t  se n se  o f  th e  term ) and em otion . When th e  o r ig in a l i ty  o f  

th e  a r t i s t  no lo n g e r  se rv e d  th e  a e s th e t i c  id e a l  c h e r is h e d  by th e  c r i t i c ,  

m ost o f  th e  men r e je c te d  th e  a r t i s t  and h i s  a r t .  C r i t i c s  l ik e  Gilman 

and R o se n fe ld  o f te n  defended  th e  a r t i s t ,  b u t  o n ly  up to  a  p o in t:  the  

p o in t  where ( fo r  them) th e  a r t i s t  no lo n g e r  m ain ta in e d  h i s  own i n t e g r i t y .  

Composing b a s ta r d  works i n  t h i s  o r  t h a t  borrowed s ty l e  was d e f i n i te l y  

n o t a  s ig n  o f  a r t i s t i c  i n t e g r i t y .  S tra v in sk y  (a g a in ,  among many o th e r s )  

d is a g re e d  w ith  them.

S tra v in sk y  n ev er renounced  h i s  in d iv id u a lis m . He p e r s i s te d  in  

w r i t i n g  what i n te r e s t e d  him , though he knew f u l l  w e ll  t h a t  h is  works 

s in c e  1920 had been  p o o r ly  r e c e iv e d  by  m ost c r i t i c s  and aud iences 

everyw here . As he s a id :

T h e ir  a t t i t u d e  c e r t a in ly  can n o t make me 
d e v ia te  from  my p a th .  I  s h a l l  a s s u re d ly  
n o t  s a c r i f i c e  my p r e d i le c t io n s  and my a s ­
p i r a t io n s  to  th e  demands o f  th o se  who, i n  
t h e i r  b l in d n e s s  do n o t r e a l i z e  th ey  a re  
s im ply  a sk in g  me to  go backw ards. I t  sh o u ld  
be obvious t h a t  what they  w ish had become
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o b s o le te  f o r  me, and t h a t  I  cou ld  n o t  fo llo w  
them w ith o u t  do ing  v io le n c e  to  m y se lf .4

In  t h i s  a r t i s t i c  in d ep en d en ce , S tra v in s k y  rem ained  t ru e  to  h i s  Romantic

h e r i t a g e .  However, by th e  tim e o f th e  F i r s t  World War, he had become

more i n t e r e s t e d  i n  th e  e le g a n t  and im a g in a tiv e  o rd e r in g  o f  m u sica l

m a t e r i a l s ,  th an  i n  th e  p e rs o n a l  e x p re s s io n  o f  in n e r  e x p e rie n c e . This

r e j e c t i o n  o f  " e x p re s s io n "  a s  an avowed g o a l i n  m u sic a l co m position  was

th e  u l t im a te  d isa p p o in tm e n t f o r  th e  c r i t i c s  i n  th e  1920s.

N ine o u t  o f  th e  t e n  men d isc u s s e d  i n  t h i s  s tu d y  w ere confirm ed 

t r a d i t i o n a l i s t s  as f a r  as " e x p re s s io n "  was con cern ed . Music m ust con­

t a i n ,  e x p re s s ,  o r  evoke em o tio n , and was judged by t h i s  c r i t e r i o n .  By 

1925, B u rk e , th e  te n th  and y o u n g es t o f  th e  g roup , d isc u s s e d  th e  r e l a t i o n ­

s h ip  betw een p sycho logy  and form from  a  new p o in t  o f  v iew . He d e sc r ib e d  

form  i n  m usic  a s  a  p ro c e ss  t h a t  a ro u sed  em o tio n al a p p e t i te s  i n  th e  au d i­

ence and th en  g r a t i f i e d  (o r  d e c lin e d  to  g r a t i f y )  su ch  e x p e c ta t io n s .  The 

p ro c e s s  of form was s t i l l  s t a t e d  i n  term s o f  em otion , a lb e i t  t h a t  o f  th e  

a u d ie n c e . Such p ro ce ss  was c o n s id e re d  i n  r e l a t i o n  to  th e  com p o sitio n  - 

i t s e l f ,  in v o lv in g  n e i t h e r  th e  composer o f  th e  work, n o r  th e  s p i r i t  o f  

th e  a g e  h e  m igh t r e p r e s e n t .

H e re in  l a y  th e  new d e p a r tu re  i n  c r i t i c i s m .  The decade had se en , 

f i r s t ,  th e  r e j e c t i o n  o f  th o s e  a r t  works w hich d id  n o t  conform  to  p re ­

co n ceiv ed  a e s t h e t i c  s ta n d a rd s  o f  th e  c r i t i c s .  There had  fo llow ed  th e  

r e j e c t i o n  o f  th o se  a r t i s t s  who had (a p p a re n tly )  g iv en  up t h e i r  i n t e g r i t y  

a s  spokesm en f o r  t h e i r  own in n e r  e x p e r ie n c e . The s o - c a l le d  n e o - c l a s s i c a l

4 Ig o r  S tra v in s k y , An au to b io g rap h y  (New York: N o rto n , 1 9 3 6 ), p .  176 . 
[T ran s , from  C hroniques de ma v i e  ( P a r i s ,  1 9 3 5 ) .]
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m ixing  o f th e  p re s e n t  w ith  th e  p a s t  m u st, by d e f i n i t i o n ,  be a l i e n  to  

t h a t  e x p e r ie n c e . There rem ained  a  t h i r d  c o u rse : to  e v a lu a te  th e  m usic 

i n  i t s  own te rm s, to  ju d g e  in  how much th e  composer had succeeded  o r 

f a i l e d  to  accom plish  what he had a tte m p te d . The c r i t i c  m igh t a lso  ap­

p rove  o r  d isap p ro v e  th e  composer*s i n te n t io n .

N ine o u t o f  te n  c r i t i c s  c o n s id e red  i n  t h i s  s tu d y  d id  n o t  wish to  

h e a r  w hat S tra v in sk y  was sa y in g . The r e s u l t  was t h a t  the  composer spoke

For I  c o n s id e r  t h a t  m usic i s ,  by i t s  v e ry  
n a tu re  e s s e n t i a l l y  p o w e rle ss  to  e x p re s s  a n y th in g  
a t  a l l ,  w hether a  f e e l in g ,  an a t t i t u d e  of m ind, 
a  p sy c h o lo g ic a l  mood, a  phenomenon o f  n a tu r e ,  
e t c .  . . . E xp ressio n  has n ev e r been  an in h e re n t  
p ro p e r ty  o f  m u sic .5

T his s ta te m e n t ,  p ro b ab ly  h i s  m ost famous o n e , has b een  much d isc u s s e d ;

th e  composer has been f a u l t e d  as an a e s t h e t i c i a n .  The p a ssa g e  s ta n d s

as an o v e rs ta te m en t o f  th e  a n ti-e m o tio n a lis m  o f th e  day. I t  should  be

p o in te d  o u t t h a t  th e  s ta te m e n t does n o t  deny to th e  l i s t e n e r  w hatever

em o tio n a l g r a t i f i c a t i o n  h e  may d isc o v e r  i n  p e rc e p t io n  of th e  work o f  a r t .

The composer had s ta t e d  h i s  r e a l  c a se  to  R o sen feld  i n  th e  1925

What i n t e r e s t s  me most o f  a l l  i s  c o n s tr u c tio n .  
What g iv es  me p le a s u re  i s  to  see how much o f  my 
m a te r ia l  I  can g e t  in to  l i n e .  I  want to  see  what 
i s  coming. I  am i n te r e s t e d  f i r s t  i n  th e  m elody, 
and th e  volum es, and th e  in s t ru m e n ta l  sounds, and 
th e  rhythm . . . . You f in d  y o u r s e l f ,  you d o n 't  
know how, i n  p o s s e s s io n  o f ,  s a y , fo u r  b a rs  o f  
m usic . W ell, th e  r e a l  m u sic ia n  i s  th e  one who 
knows what th e re  i s  to be done w ith  th e s e  fo u r

5 S tra v in s k y , A u tob iography , p .  53 .
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b a r s ;  knows what he can make o u t o f  them.
Com position r e a l l y  comes from th e  g i f t  o f  b e in g  
a b le  to  see  what your m a te r ia l  i s  cap ab le  o f . 6

N e o -c la s s ic ism  was o n ly  one approach  ev o lved  d u r in g  th e  p a s t  h a l f -  

ce n tu ry  in  an a tte m p t to  evade t r a d i t i o n a l  Rom anticism . T o ta l s e r i a l -  

ism , chance m u sic , and musique c o n c re te  a re  o th e r  exam ples. The com­

p o s e r ,  r e le a s e d  from  the  o b l ig a t io n  to be " e x p re s s iv e ,"  may employ any 

m u sic a l ( o r ,  in d e e d , even n o n -m u sica l) m a te r ia ls  o f  h i s  ch oosing . T h e ir  

s e le c t i o n  and s k i l l f  u l  o rd e r in g  may be h i s  main concern  (such  i s  th e  

c h ie f  t e n e t  o f  fo rm a lism ). That some composers m ight n o t  w ish to  escape 

t r a d i t i o n  i s  a ls o  a  p o s s ib i l i t y .  The v e ry  m u l t i p l i c i t y  o f c o -e x is te n t  

ch o ic e s  may be th e  o u ts ta n d in g  f e a tu re  o f  m u sica l s ty l e  s in c e  World 

War I .

In  th e  1920s, th e  au d ien ce  f o r  m usic o f  a l l  k in d s  b o th  d iv id e d  and 

m u l t ip l ie d .  The move toward s t y l i s t i c  p lu ra l is m  in  m usic i t s e l f  was 

m atched , im m ediately  a f t e r  th e  w ar, by p ro g re s s iv e  abandonment o f  th e  

myth of a s in g l e ,  c u l t i v a t e d  aud ience  embodying s o c i e t a l  s ta n d a rd s  o f  

"m u s ic a l t a s t e . "  T h is , to o , caused c h a g rin  among m ost o f  th e  c r i t i c s ,  

e s p e c i a l l y  th o se  who had been " g u id e s , c o u n s e l lo rs ,  f r i e n d s "  to th e  

c o n c e r t-g o in g  p u b l ic  o f  t h e i r  tim e . They d ep lo red  th e  c o te r ie s  t h a t  

su p p o rte d  th e  contem porary music s o c i e t i e s .  There was a ls o  a w idening 

c l e f t  betw een th e  a u d ien ces  se rv ed  by the new spaper j o u r n a l i s t s  and th e  

re a d e rs  o f  th e  a v a n t-g a rd e  l i t e r a r y  m agazines. S ince th e  p e rio d  de­

s c r ib e d  in  t h i s  s tu d y ,  in d iv id u a l  t a s t e  i n  m usic , r a th e r  th an  f a c to r s

6pau l R o se n fe ld , By way o f a r t  (New York: H arco u rt, B race, 1928),
p .  33
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such  a s  c la s s ,  p r o fe s s io n  o r  income l e v e l ,  has de te rm ined  th e  s iz e  and 

co m p o sitio n  of th e  a u d ie n c e s . C onversely , th e  s iz e  of th e  au d ien ce  f o r  

a p a r t i c u l a r  type  o f m usic no lo n g e r  d e te rm in es  i t  s o c ie t a l  w o rth .

A gain , n o th in g  has  been  l o s t .  There a re  s t i l l  th o se  who adm ire and 

a t t e n d  c o n c e r ts  o f  s ta n d a rd  r e p e r to i r e  of sym phonic, o p e r a t ic ,  o r  

chamber m usic . There seem a ls o  to  b e  an in c re a s in g  number o f a f f i c i o -  

nados o f  R e n a issa n c e , Baroque, In d ia n , ro ck , j a z z ,  and a v a n t-g a rd e  

m u sic , o r  any com bination  o f  th e  above.

C r i t i c is m  flo u n d e red  in  th e  1920s. One m ust f e e l  sympathy f o r  

th e  dilemma o f  th e  c r i t i c s .  Nowhere were th e  problem s a d e q u a te ly  de­

f in e d .  There was a growing aw areness t h a t  d e s c r ip t i o n  and e v a lu a t io n ,  

o r  " f a c t  and o p in io n "  as C a lv o c o re s s i c a lle d  them i n  1923, could  and 

sh o u ld  b e  d is t in g u is h e d  from  each o th e r .  The m u l t i p l i c i t y  o f  c r i t i c a l  

approaches c o -e x is te n t  i n  th e  l a s t  f i f t y  y ea rs  has i t s  r o o ts  i n  t h i s  

aw aren ess . For c r i t i c s  l i k e  K re h b ie l and H enderson, th e  d i s t i n c t io n  

d id  n o t e x i s t .  When th ey  s a id  a work was " b e a u t i fu l"  o r  " s in c e r e , "  

th ey  th o u g h t they  were d e s c r ib in g  c h a r a c t e r i s t i c s  in h e re n t  i n  th e  m usic . 

T a y lo r,  though j u s t  a s  c o n s e rv a tiv e  as they  in  m u sica l t a s t e ,  knew he 

was o f f e r in g  h i s  own s u b je c t iv e  e v a lu a t io n s .  Gilman a ff irm e d  th a t  

"b e a u ty "  la y  i n  th e  e a r  o f  th e  l i s t e n e r .

What co u ld  be th e  j u s t i f i c a t i o n  fo r  c r i t i c i s m  based  f ra n k ly  upon 

no more se c u re  fo o tin g  th an  p e rso n a l  o p in io n  (and  o p in io n  shaped, more 

o f te n  th a n  n o t ,  by e x tra -m u s ic a l  c o n s id e ra t io n s )?  P erhaps such m usic 

c r i t i c i s m  was i r r e l e v a n t . ^  Gilman defended th e  c r i t i c  who, he s a id ,

?The term  i s  B u rk e 's .  He n o ted  th e  problem  i n  h is  f i r s t  "M usical 
c h ro n ic le "  i n  th e  D ia l  83 (December 1927): 536. Downes v a lid a te d  c r i t i c i s m  
on th e  grounds t h a t  n o t  a l l  o p in io n s  w ere of e q u a l w e ig h t; th e  c r i t i c  had 
th e  ad v an tag e  o f more e x p e rie n c e . Downes, "P la c in g  th e  c r i t i c s , "  p .  34.
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m igh t be  " b e t t e r  th an  i n f a l l i b l e " ;  he m igh t be " r e v e a l in g ,  p ro v o c a tiv e , 

d e l i g h t f u l ." ^  O th ers  tu rn e d  to  methods o f m u sic a l e v a lu a t io n  more 

d i r e c t l y  r e l a te d  to  th e  m usic i t s e l f .  As a  r e s u l t ,  a  v a r i e ty  o f  tec h n iq u e s  

f o r  m u sica l d e s c r ip t io n  ( a n a ly s is )  h a s  been  developed i n  th e  e n su in g  

d e c ad e s . W hether th e  o b je c t  i s  to  re v e a l  th e  work in  i t s  i n d iv id u a l i ty ,  

o r  in  i t s  r e l a t i o n  to  o th e r ,  s im i l a r ,  w orks, th e s e  approaches bexong to  

th e  rea lm  o f c r i t i c i s m .  A n a ly tic a l  means s e rv e  a  v a r i e ty  of ends —  indeed , 

some would make them ends i n  th em se lv e s . The c r i t i c ,  l i k e  th e  com poser, 

may choose among th e  w e a lth  o f p o s s i b i l i t i e s ,  knowing, how ever, t h a t  he i s  

no lo n g er  th e  a b s o lu te  a r b i t e r  o f  t a s t e  who u sh e red  a g e n e ra t io n  o f  con­

c e r t  g o e rs  i n to  th e  h a l l s  o f  a r t  a t  th e  tu rn  o f th e  c e n tu ry .

^T rib u n e , 4 F ebruary  1929.
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Appendix

T h is  Appendix c o n ta in s  l i s t i n g s  o f m usic  composed in  1912 o r  l a t e r  

and p erfo rm ed  in  New York betw een O ctober 1919 and May 1929. The c h a r ts  

w ere com piled  on th e  b a s i s  o f  n o t ic e s  i n  th e  New York Times and th e  New 

York T ribune  ( a f t e r  1924 th e  New York H era ld  T rib u n e ) . Com positions a re  

e n te re d  by com poser, t i t l e ,  and p e rfo rm e r  o r  p erfo rm in g  o rg a n iz a tio n .

They a re  l i s t e d  i n  o rd e r  of pe rfo rm an ce  w i th in  each  month of th e  c o n c e r t  

s e aso n . The c h a r t s  do n o t  d i s t in g u i s h  among th e  works acco rd in g  to  s t y l e .  

In c lu s io n  in  the  A ppendix does n o t n e c e s s a r i l y  mean t h a t  a work was r e ­

view ed by a  c r i t i c  chosen  f o r  t h i s  s tu d y .

E l ig i b le  works ap p ear i n  th e  l i s t i n g s  each tim e th ey  w ere p erfo rm ed , 

w ith  th e  fo llo w in g  e x c e p t io n s :

1) O p e ra tic  w orks, once m ounted , were u s u a lly  g iven  s e v e r a l  

tim es d u r in g  a  se aso n . Only the  f i r s t  perform ance in  each  se aso n  i s  

n o ted . When th e  work was p roduced by a n o th e r  company, th e  f i r s t  p e r f o r ­

mance f o r  ea ch  se aso n  by th e  second  company i s  a ls o  in c lu d e d .

2) Symphonic program s, to o ,  w ere o f te n  r e p e a te d .  A g ain , only  

th e  f i r s t  p e rfo rm an ce  o f a  co m p o s itio n  in  a  g iv en  seaso n  is  n o te d ,  u n le s s  

i t  was a ls o  programmed by a n o th e r  o rg a n iz a t io n .

An a s t e r i s k  (*) a f t e r  th e  t i t l e  o f  a co m p o sitio n  in d ic a te s  t h a t  

th e  work h a s  a lre a d y  appeared  i n  th e  c h a r t s .
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TABLE 1

Perform ances of new m usic* in  New York, 1919-1929** 

O ctober 1919

Composer 

P ro k o fie v , S e rg e i 

O rn s te in , Leo

B u rle ig h , C ec il

T i t l e

f iv e  p iano  p iec e s

Poems o f 1917 ( fo u r  s e le c t io n s )  
Three moods: a n g e r, jo y ,  g r ie f

V io lin  co n certo  no. 2

Perform er 

S e rg e i P ro k o fiev  ( p ia n is t )  

Leo O rn s te in  (p ia n i s t )

C ec il  B u rle ig h  ( v io l in i s t )

Sm ith, David S tan ley

S tra v in sk y , Ig o r

Dworsky, M ichael

Indy, V incent d' 
Debussy, Claude

Rogers, Bernard

November 1919

P rin c e  Hal o v e rtu re

L 'O iseau  de feu  ( s e le c t io n s )  
(1910)

The haun ted  c a s t le

S in fo n ia  b re v is  de B e llo  G a lileo  
B erceuse h e ro iq u e

D irge, "To th e  f a l l e n "

New Sym. Orch. (Bodanzky) 

Boston Sym. Orch. (Monteux) 

P h i la .  Orch. (Stokow ski) 

N.Y. Sym. Soc. (Damrosch)
I

P h i lh a r .  Soc. (S transky)

* In c lu d es  com positions com pleted in  1912 o r t h e r e a f t e r ,  to g e th e r  w ith  a sm a ll number o f s l i g h t l y  
e a r l i e r  works whose d a te s  o f com position  a re  shown in  p a re n th e se s .

** In c lu d es  works g iven  d u ring  th e  ten  c o n c ert seasons f a l l i n g  w ith in  th e  p e rio d  o f O ctober 1919- 
A p ril  1929; under each'.monthly subheading., works a re  l i s t e d  in  th e  o rd er of t h e i r  e a r l i e s t  p u b lish ed  
r e p o r t .
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Composer

G r if f e s ,  C harles

Bloch, E rn e st

R avel, M aurice

B loch, E rn e st

Hofmann, Jo se f  
Mason, D an iel Gregory

G ra in g e r, Percy

G r i f f e s ,  C harles 

Le G u i l la rd , A lb e rt 

S tra v in sk y , Ig o r

Perform ances of new m usic i n  New York

November 1919 (c o n t’ d)

T i t l e

Poem fo r  f l u t e  and o rc h e s t ra  

S u ite  fo r  v io la  and p iano  

V aises n ob les e t  s e n tim e n ta le s  

Schelomo

In  F lan d ers  f i e l d
W ell he s lu m b ers , g r e a t ly  s la i n
My love i s  gone in to  th e  E ast

C h ild re n ’s march: Over th e  h i l l s  
and f a r  away

December 1919

The p le a s u re  dome of Rubla Khan

S tr in g  q u a r t e t ,  op. 5

K orm ilo ; N atashka 
The co lo n e l
The o ld  man and th e  beggar

Perform er 

N.Y. Sym. Orch. (Damrosch) 

Emil F e r i r  ( v io l i s t )  

P h i lh a r .  Orch.

May Muckle ( c e l l i s t )

George H a r r is ,  J r .  ( te n o r)

N.Y. Sym. Orch. (Damrosch)

Boston Sym. Orch. (Monteux) 

F lonzaley  Qt.

Vera Janacopulos (soprano)

2Q
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Composer 

Montemezzi, I t a l o  

P u c c in i , Giacomo 

Rabaud, H enri 

W olff, A lb e rt

I re la n d ,  John 

Debussy, Claude 

C arp en te r , John Alden 

Mason, D an iel Gregory

Koven, R eginald  de 

H adley, Henry 

Goossens, Eugene

Perform ances o f  new m usic in  New York

December 1919 ( c o n t 'd )  

T i t l e  

L’Amore de i t r e  re  

I I  t r i t t i c o

M arouf, s a v e t i e r  du C aire  

L 'O iseau  b leu

January  1920 

Sonata f o r  v io l in  and p iano  

Jeux

Symphony, "Sermon in  s to n e s"

S tr in g  q u a r te t  on negro them es, 
op, i9

Rip Van Winkle

C le o p a tra ’s n ig h t

Phantasy  q u a r te t

Perform er 

Met. Opera 

Met. Opera 

Met. Opera 

Met. Opera

H erb e rt D i t le r  ( v io l in i s t )  

Boston Sym. Orch. (Monteux) 

N.Y. Sym. Orch. (Damrosch) 

F lonzaley  Qt.

Chicago Opera 

Met. Opera 

B erk sh ire  Q t.
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Perform ances o f  new m u sic in  New York

Composer 

A ubert, Louis 

R ie se n fe ld , Hugo 

Converse, F re d e rick  S. 

Rachmaninov, S e rg ei 

S tra v in sk y , Ig o r 

Goldmark, Rubin 

S p a ld in g , A lb e rt 

Tommasini, Vincenzo 

C arp en te r , John Alden

February 1920 

T i t l e

Hab anera

O vertu re  in  rom antic  s ty l e  

Symphony no. 2 

The b e l l s

Q uatre chansons p la i s a n te s  

Requiem

Theme and v a r ia t io n s

C h ia ri d i lu n a

The b ir th d a y  of th e  in fa n ta

Perform er 

N.Y. Sym. Orch. (Damrosch) 

P h ilh a r .  Orch. (R iese n fe ld ) 

Boston Sym. Orch.

P h i la .  Orch. (Stokow ski)

Eva G a u tie r  (soprano) 

P h i lh a r .  Orch.

A lb e rt Spald ing  ( v io l in i s t )  

P h i lh a r .  Orch. (Damrosch) 

Chicago Opera

March 1920

Moor, Emanuel S u ite  fo r  double q u in te t  N.Y. Chamber Music Soc.

H adley, Henry O th e llo  o v e rtu re  P h ila .  Orch.
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Corap0 9 e r  

K e lly , Edgar S tillm a n

R o p artz , Guy 

Dukas, P au l

Roger-D ucasse, J e a n -J u le s  

M alip ie ro , Gian Francesco

M alip ie ro , Gian Francesco 
K ubelik , Jan 
Faure, G a b rie l

Bloch, E rn e st

Performances o f new music in  New York

A p ril 1920 

T i t l e

The p i lg r im 's  p ro g ress

* * * * * * * * * * * *  *********

O ctober 1920 

Sonata f o r  v io l in  and p ian o , no. 2 

Le p e r i

Marche f r a n f a is e  

Im p ress io n i d a l  vero

November 1920

*Im p ress io n i d a l vero 
V io lin  concerto  in  C 
Masques e t  bergamasques

S u ite  f o r  v io la  and o rc h e s t ra

P erfo rm er 

O ra to r io  Soc.

Grace Freeman ( v io l in i s t )  

B a l le t  ru s s e

N.Y. Sym. Orch. (Damrosch) 

N a tio n a l Sym. Orch.

P h i lh a r .  Orch. (Bodanzky) 

N a tio n a l Sym. Orch. 204
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Composer 

S c o t t ,  C y r il

M ilhaud, D arius 

S tra v in sk y , Ig o r 

C arp en te r , John Alden

R e sp ig h i, O tto rin o  
R avel, M aurice

P ick -M a n g ia g a lli , R iccardo

C a se lla ,  A lfredo

Ravel, M aurice

R ousse l, A lb e rt 
Rachmaninov, S e rg ei

Indy, V incent d'

P erform ances o f  new m u sic in  New York

November 1920 ( c o n t 'd )

T i t l e

Piano co n certo  in  C m ajor 
Two p a s sa c a g lia s  fo r  o rc h e s t ra

P iano so n a ta  no. 1

C oncertino  fo r  s t r i n g  q u a r te t

C oncertino  fo r  p iano  and 
o rc h e s t ra

December 1920

I  p in i  u i Roma
Le tombeau de Couperin

I I  c a r i l l o n  magico 

Le couvent su r  1* eau 

T rio  in  A m inor 

E vocations
E tu d e s- tab le a u x , op. 39 

(2 p ie c e s )

La legende de S t. C hristophe

P erform er 

^P h ila . Orch. (composer as s o lo i s t )

E. R obert Schmitz ( p ia n i s t )  

F lonzaley  Qt.

N.Y. Sym. Orch. (Damrosch)

Boston Sym. Orch. (Monteux)

I
Met. Opera

N.Y. Sym. Orch. (Damrosch) 

E lshuco T rio

^P h ilh a r. Orch. (S transky) 

N.Y. Sym. Orch. (Damrosch) 20 
5
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Composer 

Moor, Emanuel

Vaughan W illiam s, Ralph

M ontemezzi, I t a l o

S ab a ta , V ic to r  de

Indy, V incent d '

M a lip ie ro , Gian F rancesco 
G r if f e s ,  C harles

P i z z e t t i ,  I ld eb ran d o

T ay lo r, Deems

C arp en te r, John Alden

M a lip ie ro , Gian Francesco 
B usoni, F e rru c c io

Perform ances o f  new m usic in  New York

December 1920 (c o n t’ d)

T i t l e  P erform er

Concerto fo r  s t r i n g  q u a r te t  and P h i la .  Orch. (Stokow ski) 
o rc h e s t ra

A London symphony N.Y. Sym. Orch. (C oates)

January  1921 

L'Amore d e i t r e  r e  

Juven tus

La legende de S t. C h risto p h e*

Im p ressio n i d a l vero*
The p le a s u re  dome of Kubla Khan

Sonata fo r  v io l in  and p ian o  in  A

S u i te ,  "Through th e  look ing  g la s s "

program of songs

G ro ttesco
C oncertino  f o r  c la r in e t  and 

sm a ll o r c h e s t ra

Met. Opera

La S ca la  Orch. (T o scan in i) 

Boston Sym. Orch. (Monteux) 

Boston Sym. Orch. (Monteux)
lI

A lexander Blocks ( v io l in i s t )  

N.Y. Chamber Music Soc. 

B i r g i t  E n g re ll  (soprano)

Soc. of th e  F rien d s o f Music
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Composer 

Jongen, Joseph 

H adley, Henry 

Sowerby, Leo

M a lip ie ro , Gian Francesco

S c o t t ,  C y ril  

Yon, P ie t r o

Bloch, E rn e st 

Bloch, E rn e st

I r e la n d ,  John

Perform ances o f  new m u sic in  New York

January  1921 (c o n t 'd )  

T i t l e

Serenade d ram atique , op. 61 

C le o p a tra 's  n ig h t*

Piano concerto  

R i s p e t t i  e s tr a m b o t t i

February 1921

Two p a s sa c a g lia s  fo r  o rc h e s t ra  *

Concerto g reg o rian o  fo r  organ 
and o rc h e s t ra

Sonata fo r  v io l in  and piano

Schelomo

March 1921 

P iano so n a ta

Perform er 

F lonzaley  Qt.

Met. Opera

N.Y. Sym. Orch. (Damrosch) 

Lenz Qt.

Boston Sym. Orch.

N.Y. Sym. Orch. (Damrosch)

P au l Kochanski ( v io l in i s t )  

N a tio n a l Sym. Orch. (Mengelberg)

A lix  Young Maruchess ( p ia n i s t )
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Composer 

N elson , John Louw

P ow ell, John

G r if f e s ,  C harles 
C arp en te r , John Alden

Szymanovsky, K arol

B artok , BAla

S tra u s s ,  R ichard

Loomis, C larence

P i z z e t t i ,  I ld eb ran d o  

M o rris , H arold

Perform ances o f  new m usic in  New York

March 1921 ( c o n t 'd )

T i t l e  

fo u r s e ts  o f songs

Negro rhapsody fo r  p iano  and 
o rc h e s tra  

The w h ite  peacock 
A dventures in  a peram bulator

N ottu rno  e t a r a n t e l l a

A lleg ro  b a rb a ro  (1911)

S u i te ,  "Le b ourgeo is gentilhomme"

f iv e  songs
v io l in  so n a ta
two p iano  p iec e s
s o n a ta  fo r  c e l lo  and p iano

La p i s a n e l la  s u i t e

program of re c e n t  works

A p ril 1921 (over)

P erform er

C harles H arriso n  (b a r i to n e )
Jeanne L aval ( c o n tr a l to )
M arie S u n d e liu s  (sop ran o)

N.Y. Sym. Orch.

Pau l Kochansky ( v io l in i s t )

E rn s t von Dohnanyi (p ia n i s t )  

N a tio n a l Sym. Orch. (M engelberg) 

C larence Loomis

La S ca la  Orch. (T oscan in i)

H arold M orris

tos
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Composer 

Dohnanyi, E rn s t von

Palm gren, Selim

I re la n d ,  John 
P ou lenc, F ran c is  
C arp en te r , John Alden

B ra u n fe ls , W alter

R oger-D ucasse, J e a n -J u le s  

G ruenberg, Louis 

Mason, D aniel Gregory

S in d in g , C h r is t ia n  
S c h e ll in g , E rn e st

P erform ances o f  new m u sic in  New York

A p r il  1921 

T i t l e

V a r ia t io n s  on a n u rse ry  song

* * * * * * * * * * * * * * * * * * *

O ctober 1921

M askenball, op. 36

Im pressions fo r  v o ice  and p iano  
Le co rte g e  d 'O rphee 
s e t  of songs

Die Vogel, op. 30 
P h a n ta s t ic h e  E rscheinungen e in es  

Themas von H. B er lio z

Marche f ra n g a is e *

The h i l l  of dreams

P re lu d e  and fugue fo r  p iano  and 
o rc h e s t ra

S u ite  in  A minor f o r  v io l in  
V io lin  concerto

Perform er 

N a tio n a l Sym. Orch. (Dohnanyi)

Selim  Palmgren ( p ia n i s t )  

Hager, Mina ( c o n tr a l to )

I
P h i la .  Orch. (Stokow ski)

I
N.Y. Sym. Orch.

N.Y. Sym. Orch.

P h i lh a r .  Orch. (S tran sk y )

Efrem Zim ba-list ( v io l in i s t )
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Composer 

C a s e lla ,  A lfredo

W arner, H. Waldo

Sowerby, Leo 
C a3 e lla , A lfredo

M alip ie ro , Gian F rancesco 
C a se lla ,  A lfredo

S ib e l iu s ,  Jean

H adley, Henry

Korngold, E rich

Enesco, George

S k i lto n ,  C harles Sanford

B ern e rs , Lord

Schonberg, Arnold

N ie lse n , C arl

Perform ances o f  new m u sic  in  New York

November 1921 

T i t l e

A n o t te  a l t a  fo r  piano  and 
o rc h e s t ra

The p ixy  r in g ,  op. 23

F isherm an 's  t ru n e  
S onatina

Risonanze
U ndici p ezzi i n f a n t i l i  

Symphony no. 5 

The ocean 

Die to te  S ta d t 

S tr in g  q u a r te t  no. 1 

S u ite  p rim eval 

F a n ta s ia  espagfiola,

Fiinf O rch este r-S tiick e  

V io lin  so n a ta  no. 2

Perform er

P h i la .  Orch. (S tokow ski; composer 
as s o lo i s t )

London Qt.

^S ilv io  S c io n ti  ( p ia n i s t )

^Alfredo C a se lla  ( p ia n i s t )

P h ilh a r .  Orch. (S transky)

P h i lh a r .  Orch.

Met. Opera

F lonzaley  Qt.

P h i lh a r .  Orch.

N.Y. Sym. Orch. (Damrosch)

P h i la .  Orch. (Stokow ski)

Emil Telmanyi ( v io l in i s t )

December 1921 (over)
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Composer

Le Flem, Paul- 
Indy , V incent d ' 
R ousse l, A lb e rt

K om gold, E rich

McEwen, John

Sm ith, David S tan ley  
G ra in g e r, Percy

Goossens, Eugene 

H o ls t,  Gustav 

G i lb e r t ,  Henry F. 

O rn s te in , Leo

W illiam s, John G errard  

F a l la ,  Manuel de

P erform ances o f  new m u sic in  New York

December 1921

T i t l e

Pour le s  m orts 
Poeme de r iv a g e s ,  op. 77 
E v o ca tio n s: Le d ieu  dans 1 'ombre 

des cavem es

S u i te ,  "Much ado about n o th ing"

Threnody ( s t r in g  q u a r te t)

F ete  g a la n te  
M olly on the  sh o re  
S hepherd 's  hey

Im pressions o f a h o lid a y

The p la n e ts

In d ian  sk e tch es

Sonata fo r  two p ianos

January  1922

P o tp o u rr i

E l sombrero de t r e s  p ico s  
(3 s e le c t io n s )

Perfo rm er 

N.Y. Sym. Orch. ( a 'In d y )

I
Soc. of th e  F rien d s o f  Music 

London Qt.

N.Y. Sym. Orch. (Damrosch)

I
T rio  C lassiq u e

N.Y. Sym. Orch. (Coates)

P h i lh a r .  Orch.

Leo O rn s te in  ( p ia n i s t )

N.Y. Sym. Orch.

Boston Sym. Orch. (Monteux) 211
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Composer

L eg inska , E th e l

W hithom e, Emerson

Szymanowski, K arol 
Poldow ski, Mme. 
C arp en te r , John Alden

P ro k o fiev , S e rg e i

G oossens, Eugene

Saminsky, Lazare  
Thewman, Samuel

R avel, M aurice

C arp en te r , John Alden

P ro k o fie v , S erg ei

W hithom e, Emerson

G ruenberg, Louis

P erform ances o f  new m usic in  New York

January  1922 (c o n t 'd )

T i t l e

From a l i f e

In  the c o u rt  o f pom egranetes

f iv e  songs 
p iano  com positions 
Krazy k a t

Piano c o n c e r to  no. 3 

Four c o n c e its

F ebruary  1922

Four sa c re d  songs 
Der Abend

La v a lse

B irth d ay  o f the  in f a n ta

Love f o r  th re e  oranges

Three Greek im pressions fo r  
s t r i n g  q u a r te t  

P o lychrom atics

P erform er 

N.Y. Chamber Music Soc. 

P h i lh a r .  Soc.

L i t t l e  Symphony (B arre re )

N.Y. Sym. Orch.

N.Y. Sym. Orch. (C oates)

Soc. o f th e  F rien d s of Music 
. (Bodanzky)

P h i lh a r .  Orch.

Chicago Opera

Chicago Opera

I n t .  Composers' Guild

212
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Composer

M a lip ie ro , Gian Francesco 
Honegger, A rthur 
G oossens, Eugene

M alip ie ro , Gian Francesco

B loch , E rn e st 

S c h e ll in g , E rn e st 

C a rp en te r , John Alden 

L o e f f le r ,  C harles M artin

R avel, M aurice

B l is s ,  A rthur 
Kramer, A. W alter 
Delage, M aurice 
S tra v in sk y , Ig o r

D ukelsk i, V ladim ir

P erform ances o f  new m usic in  New York

F ebruary  192.2 (c o n t 'd )

T i t l e

s e v e ra l  songs 
•Paques a New York 

Sonata fo r  v io l in  and piano

Im p ressio n i d a l vero*

March 1922

S tr in g  q u a r te t  no. 1

Im pressions from an a r t i s t ' s  l i f e

A p ilg r im  v is io n

Five I r i s h  f a n ta s ie s  ( s e le c t io n  
o f 3 songs)

T ro is  poemes de Stephane M allarme: 
P la c e t  f u t i l e  

Madame Noy
I n te r lu d e  fo r  a drama
B enares: La n a is sa n c e  de Buddha
Two c h i ld r e n 's  songs
M yosotis
Le p igeon
Two songs

P erform er 

I n t .  Composers' Guild

Soc. o f the  F rien d s o f  Music 
(Bodanzky)

F lonzaley  Qt.

P h i lh a r .  Orch.

P h i la .  Orch.

Boston Sym. Orch. (Monteux) 

I n t .  Composers' Guild

to
Id
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Composer

K odaly, Z o ltan  
S ch m itt, F lo re n t 
E ngel, C arl

Vaughan W illiam s, Ralph

H adley , Henry

M a rio tte , A ntoine 
Honegger, A rthur 
Debussy, Claude

P i z z e t t i ,  I ld eb ran d o

M alip ie ro , Gian Francesco

Dopper, C o rn e lis  
Goudoever, H.D. van

Dopper, C o rn e lis  
D iepenbrock, Alphons

S to e s s e l ,  A lb e rt 
H arm ati, Sandor

P erform ances o f  new m u sic i n  New York

March 1922 ( c o n t 'd )  

T i t l e

r ia n o  works
S onata fo r  v io l in  and p iano  
M arching
In  a tw i l ig h t  garden 
Bredon H i l l

Andante and sch erzo

Im pressions u rb a in es  
T occata  e t  v a r ia t io n s  
two e tu d es

Lament on th e  death  of H ippoly- 
tu s  (e x c e rp t  from "F edra") 

S t .  F ran c isco  d 'A s s is i

Ciaconna g o t ic a
S u ite  fo r  c e l lo  and o rc h e s tra

A p ril  1922

Theme w ith  v a r ia t io n s  
O v ertu re , "The b i rd s "

P erform er 

I n t .  Composers' G uild

N.Y. Chamber Music Soc. 

Concerts In te m a t io n a u x

I
S chola Cantorum (S c h in d le r)

I
P h i lh a r .  Orch.

P h i lh a r .  Orch. (Mengelberg)

V io lin  so n a ta  in  G m ajor American Music Guild
two movements o f a s t r i n g  q u a r te t  |
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Composer

Gruenberg, Louis 
J a c o b i ,  F re d erick  
C arp en te r , John Alden 
L o e f f le r ,  C harles M artin

V arese, Edgar 
S a lzedo , C arlos

Cotapos, Acario 
Ja c o b i ,  F re d erick  
M iaskovsky, N ic o la i  
K oshetz, Nina 
S a t ie ,  E rik  
Pou lenc, F ran c is  
D iereh , B ernard van

G r if f e s ,  C harles

Korngold, E rich

P erform ances o f  new m usic in  New York

A p ril 1922 ( c o n t 'd )

T i t l e

P iano concerto  
Love and d ea th ; B a llad e  
The p la y e r  queen 
Bolero t r i s t e

D e d ic a tio n s; Chanson de la - h a u t  
Four p re lu d es  to  th e  a fte rn o o n  of 

a te lephone  
P h ilip p e  l 'A ra b e  
C irce ; Medusa 
To th e  u n s u ffe r in g  m aste r 
To th e  sun
Choses vues a d r o i te  e t  a  gauche 
Sonata f o r  two c la r in e t s  
Rhapsody

S a lu t  au monde

**************************

October 1922 

Sursum corda

November 1922 (over)

Perform er 

American Music G uild

I n t .  Composers' Guild

Neighborhood P layhouse

P h i lh a r .  Orch. (S transky)
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Composer 

W einer, Leo 

Laidov, A nato l 

W einer, Leo

Szymanowski, K arol

E lg a r, Edward 

G a llic o , Paolo 

Vaughan W illiam s , Ralph 

P i z z e t t i ,  I ld eb ran d o  

K orngold, E rich

Mason, D an ie l Gregory 

Honegger, A rthur

P erform ances o f  new m usic in  New York

November 1922 

T i t l e

S tr in g  q u a r te t  in  F -sharp  m inor

From the Apocalypse

In tro d u c tio n  and sch erzo : P rin ce  
Csonger and th e  gnomes

A l a  l i s i e r e  du b o is ;  S t .  F ra n c is ;  
Feu de j o ie  
two o th e r  songs

C ello  c o n certo , op. 85

The Apocalypse'

P a s to ra l  symphony

La p i s a n e l la  *

Die to te  S ta d t*

December 1922 

Symphony in  C m inor 

Horace v ic to r ie u x

P erform er 

W endling Qt.

N.Y. Sym. Orch.

P h i lh a r .  Orch.

I
|A lice  Merriam

P h i la .  Orch.

O ra to r io  Soc.

P h i lh a r .  Soc.

N.Y. Sym. Orch. (Damrosch) 

Met. Opera

P h i lh a r .  Orch. (S transky)

8
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Composer 

Sm ith, David S tan ley  

E lg a r ,  Edward

Honegger, A rthur 
Rudhyar, Dane

G a i l la rd ,  M arius-F ranco is 
Saminsky, L azare 
L o u rie , A rthur

R u g g les , C arl 
R avel, Maurice

Gruenberg, Louis 
G r i f f e s ,  C harles 
Mason, D an iel Gregory

Bax, Arnold

G ilb e r t ,  Henry F.

Converse, F re d e r ick  S.

P erform ances o f  new m u sic in  New York

December 1922 ( c o n t 'd )

T i t l e

S tr in g  q u a r te t  in  C m ajor

Q u in te t f o r  p iano  and s t r i n g s ,  
op. 84

Sonata fo r  v i o l i n  and p iano  no. 1
L u c ife r ia n  s ta n z a
Ravissem ent
two songs
two songs
P le u rs  de l a  v ie rg e  M arie fo r  s t r i n g  

q u a r te t
Men and a n g e ls  (se co n d  m v t.)
Sonata fo r  v io l in  and c e l lo

January  1923

Sonata f o r  v i o l i n  and p iano  
Piano so n a ta  
Russians (song cyc le)

November woods

Music f o r  the  P ilg r im  T ercen tenary  
Pageant

Symphony no. 2 *

Perform er 

Lenz Qt.

N.Y. Chamber Music Soc. 

I n t .  Composers' G uild

American Music Guild

Boston Sym. Orch. (Monteux) 

P h i lh a r .  Orch. (Hadley)

P h i lh a r .  Orch. (Hadley)
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Composer

T ay lo r, Deems

Juon, Paul

Chadwick, George W.

R e sp ig h i, O tto rin o

Bax, Arnold

M ilhaud, D arius

Honegger, A rthur

Goldmark, Rubin

W hithom e, Emerson 
Goossens, Eugene 
M ilhaud, D arius

Vaughan W illiam s, Ralph

Schonberg, Arnold

P erform ances o f  new m u sic in  New York

January  1923 (c o n t 'd )

T i t l e  

The s i r e n  song 

L i ta n ia e

A nniversary  o v e rtu re

Three p re lu d e s  on G regorian 
m elodies 

H i l l  tune

B allad e  
Serenade 
P a s to ra le  d 'e t e

Negro rhapsody

New York days and n ig h ts  
N atu re  poems 
Saudades do B ra z il

A London symphony *

February  1923 

P ie r r o t  lu n a ir e

Perform er 

P h i lh a r .  Soc. (Hadley)

Elshuco T rio  

P h i lh a r .  Orch. (Hadley)

^Raymond Havens (p ia n i s t )

^City Sym. Orch. (Milhaud)

P h i lh a r .  Orch. (S tran sk y )

^E. R obert Schmitz ( p ia n i s t )

N.Y. Sym. Orch.

I n t .  Composers' Guild

CD
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Composer

S a t ie ,  E rik  
M ilhaud, D arius 
K oech lin , C harles

E ngel, C arl 
H arm ati, Sandor 
B auer, Marion 
W hithorne, Emerson 
Sm ith, David S tan ley

S tra v in sk y , Ig o r

G r if f e s ,  C harles

McEwen, John 

V i t ta d in i ,  Frank 

T ay lo r, Deems

W etz le r , Herman. 

S c h e ll in g , E rn est

P erform ances o f  new m u sic in  New York

February 1923 (c o n t 'd )  

T i t l e

S p o rts  e t  d iv e r tis se m e n ts  
Saudades do B ra z il*
Sonata f o r  two f lu t e s

T rip ty ch  f o r  v io l in  and p iano  
A p o r t r a i t
Three p re lu d e s , op. 15 
New York days and n ig h ts *
S tr in g  q u a r te t  in  C m ajor

P etrouchka s u i t e

Lake a t  even ing ; Vale of dream s; 
The n ig h t  winds

S trin g  q u a r te t  no. 8

Anima a l le g ra

The r i v a l s ; Song fo r  l o v e r s ;
The m essenger

O v ertu re , "As you l ik e  i t "

V ic to ry  b a l l

March 1923 (over)

Perform er 

I n t .  Composers' G uild

American Music Guild

N.Y. Sym. Orch.

N.Y. Chamber Music Soc.

London Qt.

Met. Opera

R eina ld  W errenrath  (b a r ito n e )

I
P h i lh a r .  Orch. (M engelberg) 

P h i la .  Orch.
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P erform ances o f  new m u sic i n  New York

March 1923

Composer, T i t l e Perform er

S c h i l l in g s ,  Max von Mona L isa Met. Opera

Tommasini, Vincenzo 11 b ea to  regno N„Y. Sym. Orch. (Damrosch)

W hithom e, Wmerson 
O rn s te in , Leo 
S a lzedo , C arlos 
V arese, Edgar

T ears (song)
Nocturne
Sonata fo r  harp  and p iano  
Hyperprism

I n t .  Composers' Guild

Toch, E rn st F a n ta s t is c h e  Nachtmusik N.Y. Sym Orch. (Damrosch)

O rn s te in , Leo 
P ow ell, John 
Vaughan Thomas, David 
S t e in e r t ,  A lexander 
G ardner, Samuel

Sonata fo r  two p ian o s*  
Sonata fo r  v io l in  and pa in o  
th re e  songs 
Lacquer p r in t s  
F ive s h o r t  v i o l i n  p iec e s

American Music G uild

W arner, Waldo Phantasy  q u a r te t* London Qt.

Dohnanyi, Em s t  von 
T a y lo r, Deems

V io lin  c o n c e r to , op . 27
S u i te ,  "Through th e  lo o k in g  g la s s " *

N.Y. Sym. Orch (Damrosch)

Eichheim , Henry O r ie n ta l  im press ions P h i la .  Orch. (Stokow ski)

Saminsky, Lazare 
P ick -M a n g ia g a lli , R iccardo

Symphony o f  the  summits 
S o r t i le g i

P h i lh a r .  Orch. (Mengelberg)

H i l l ,  Edward Burlingame 
R avel, M aurice

S tev en so n ia  no . 2 
Daphnis e t  Chloe

N.Y. Sym. Orch. (Damrosch)
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Composer 

R ousse l, A lb e rt

R esp ig h i, O tto rin o

Tcherepnin , Alexander 

P f i t z n e r ,  Hans 

P ro k o fie v , S erg ei

V illa -L o b o s, H e ito r  

Szymanowski, K arol 

Tansman, A lexander

P erform ances o f  new m usic in  New York

March 1923 (c o n t 'd )

T i t l e

Pour une f£ te  de prin tem ps

A p ril  1923 

B a l la ta  d e l le  gnomidi

* * * * * * * * * * * * * * * * * * * * * * *

October 1923

Contes ru sse s  ( b a l l e t )

Von d e u tsc h e r S ee le

V isions f u g it iv e s  
Scherzo

P ro le  do bebe

N ottu m o  e t  ta r a n te l la *

V io lin  so n a ta

Perform er 

P h ilh a r .  Orch.

Boston Sym. Orch.

Met. Opera

Soc. of the  F rien d s of Music 

Alexander Borovsky (p ia n i s t )

A rtu r R u b in s te in  ( p ia n i s t )  

Robert P e ra tz  ( v io l in i s t )  

Bronislaw  Huberman ( v io l in i s t ) 221
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Perform ances o f  new m usic in  New York

Composer

S tra v in sk y , Ig o r

Hindem ith, P au l

P ie m e , G ab rie l

L eg inska, E th e l

S tra v in s k y , Ig o r 
B l is s ,  A rthur 
B loch , E rn e st

B rid g es , Frank

B rid g es , Frank

B rid g es , Frank

O rn s te in , Leo

T re h am e , Bryceson

P ie rn e , G ab rie l

M ilhaud, D arius 
Honegger, A rthur

November 19?3 

T i t l e  

Chant du ro s s ig n o l  

two songs

S u ite  from th e  b a l l e t ,  "C y d alise"

Dance o f a puppet

Three p iec e s  fo r  c la r in e t  so lo  
Rout; F ive Chinese songs 
Piano  q u in te t

Two poems

C ello  so n a ta  in  D m inor

S tr in g  q u a r te t  in  G minor

Sonata fo r  v io l in  and p iano

W aiting  s t a r l i g h t

S u ite  from the  b a l l e t ,  "C y d alise"  
(p a r ts  2 and 3)

L'Homme e t  son d e s i r  
S ka ting  r in k

P erform er 

N.Y. Sym. Orch. (Damrosch) 

Eva G au th ier (soprano)

N.Y. Sym. Orch. (Damrosch) 

E th e l  Leginska (p ia n i s t )  

League of Composers

I
N.Y. Sym. Orch. (Damrosch) 

F e l ix  Salmond ( c e l l i s t )  

London Qt.

Jerome G o ld ste in  ( v io l in i s t )  

Louis Graveure (b a r i to n e )  

N.Y. Sym. Orch. (Damrosch)

Swedish B a l le t

P o r te r ,  Cole W ith in  th e  quo ta Swedish B a l le t

222
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P erform ances o f  new m u sic in  New York

Composer

Schonberg, Arnold 
S tra v in sk y , Ig o r 
D elage, M aurice 
L o u rie , A rthur 
H indem ith, P au l 
B artok , Bela

V illa -L o b o s , H e ito r  

M o rris, H arold 

L o e f f le r ,  C harles M artin  

N elson , John Louw

P i z z e t t i ,  Ild eb ran d o  
C astelnuovo-Tedesco , Mario 
P ro k o fie v , S e rg ei 
S tra v in sk y , Ig o r 
F a l la ,  Manuel de

Ravel, M aurice

B arto k , B ela

December 1923 

T i t l e

Herzgewachse 
Renard 
T ro is  poeraes 
Syntheses
S u i te ,  "1923": March and N achtstiick  
Two im p ro v isa tio n s  on Hungarian 

fo lk  songs

P ro le  do bebe

T rio  fo r  p iano  and s t r in g s

Music f o r  fo u r  s tr in g e d  in stru m en ts

tw elve works fo r  v o ice  an d /o r 
p iano

San B a s i l io  
S t e l l a  ca d en ti no. 2 
two songs
Klokhes au m onastere 
S ie te  canciones p o p u lares  e spano las 

( s e le c t io n  o f f iv e  songs)
Piano t r i o  in  A m inor*

Ten fo lk  songs arranged  f o r  chorus

January  1924 (over)

Perform er 

I n t .  Composers' Guild

A lfredo  Oswald ( p ia n i s t )  

American Music Guild 

Lenox Qt.

John Louw Nelson

Franco-A merican Soc.

Schola Cantorum (S ch in d le r)
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P erform ances o f  new m usic in  New York

January  1924

Composer T i t l e P erform er

R i c c i t e l l i ,  Primo I  compagnacci Met. Opera

A lb e r t ,  Eugene d ' Die to te n  Augen W agnerian Opera

Bax, Arnold 
B arto k , B ela 
Schonberg, Arnold 
B e rn e rs , Lord

Piano q u a r te t  in  one movement 
Sonata f o r  v i o l i n  and p ian o  no. 2 
S t r in g  q u a r te t  no. 2 (1907)
V aises b o u rg eo ises

American Music Guild

B l i s s , A rthur Color symphony Boston Sym. Orch.

Saminsky, Lazare 
Goldmark, Rubin

V ig i lia e
The c a l l  o f  th e  p la in s

N.Y. Sym. Orch. (Damrosch)

McKinley, C arl The b lu e  flow er P h i lh a r .  Orch. (Hadley)

M ontemezzi, I t a l o L'Amore d e l  t r e  re  * Met. Opera

H indem ith, P aul S trin g  q u a r te t  no. 2 New York Qt.

R ie t i ,  V i t to r io  
S a lzedo , C arlos 
Szymanowski, K arol 
R uggles, C arl 
Var&se, Edgar 
Webern, Anton 
Berg, Alban 
C a se lla ,  A lfredo

S o n atin a  fo r  f l u t e  and p iano
Preambule e t  jeu x
Twelve etudes f o r  piano
Vox dam ans in  d e se r to
O ctandre
two songs
two songs
Five p ieces  f o r  s t r i n g  q u a r te t

I n t .  Composers’ G uild

P ie m e ,  G ab rie l P iano q u in te t P h i lh a r .  Qt.
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Composer 

C arp en ter, John Alden 

L o e f f le r ,  C harles M artin  

S tra v in sk y , Ig o r 

M ilhaud, D arius 

F a i r c h i ld ,  B la ir  

S tra v in sk y , Ig o r

Hanson, Howard

M ilhaud, D arius

B arlo w , S amue1

M alip ie ro , Gian Francesco 
P ou lenc, F ran c is  
Goossens, Eugene 
Schonberg, Arnold 
Cas telnuovo-Tedes co , Mario 
P i z z e t t i ,  Ild eb ran d o

Perform ances o f  new m u sic in  New York

Jan u ary  1924 (c o n t 'd )

T i t l e

A dventures in  a peram bulator*

Music f o r  fo u r  s tr in g e d  in stru m en ts

S u i te ,  "L 'O iseau  de feu"
(2nd re v is io n )

L i t t l e  symphony no. 3

Tone poem on a P e rs ia n  legend

Le s a c re  du prin tem ps

February 1924 

North and w est

Sonata f o r  f l u t e ,  c l a r in e t ,  oboe, 
and p iano  

Three Chinese l y r i c s  f o r  ten o r 
v o ice  and sm all o r c h e s t ra  

S tr in g  q u a r te t  no. 2 
Sonata f o r  b ass  oboe and c la r in e t  
A fan ta sy  
songs 
songs 
songs

Perform er 

P h i lh a r .  Orch.

F lonzaley  Qt.

P h i lh a r .  Orch. (S transky)

I
N.Y. Sym. Orch.

Boston Sym. Orch. (Monteux)

N.Y. Sym. Orch.

. I n t .  Composers' Guild
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Perform ances o f  new m usic in  New York

Composer 

Cowell, Henry

S tra v in sk y , Ig o r 
B loch, E rn est

Bloch, E rn e st

February 1924 (c o n t 'd )  

T i t l e

n in e te e n  p iano  works

Symphonies d 'in s tru m e n ts  a ven t 
Schelomo*

T rilo g y : waves, sh a n ty , a t  sea

Gershwin, George

P ow ell, John

L o e f f le r ,  C harles M artin  
Hammond, R ichard

S tra v in sk y , Ig o r 
I n fa n te ,  Manuel 
V uillem in , Louis 
M ilhaud, D arius 
B l i s s ,  A rthur

L eg inska, E th e l

Rhapsody in  b lu e

V io lin  co n certo  ( re v ise d  v e rs io n )

Music fo r  fo u r s tr in g e d  in stru m en ts*  
La f l u t e  de ja d e  ( s e le c t io n  of 

th re e  songs)
Three s to r i e s  fo r  c h ild re n  
Danses a n d a lo u ses: S en tim ien to  
Two dances 
C atalogue de f le u r s  
I n c id e n ta l  m usic f o r  "The tem pest"

Four poems by Tagore fo r  s t r i n g  
q u a r te t

S tra u s s ,  R ichard

March 1924 

S u ite ,  "Le b ourgeo is gentilhomme" *

Perform er 

Henry Cowell

^Phila . Orch. (Stokow ski)

Soc. of th e  F rien d s o f Music 
(Bodanzky)

P au l Whiteman

P h i lh a r .  Orch.

Franco-A merican Soc.

New York Qt.

N.Y. Sym. Orch. (W alter) 226
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Composer

P ro k o fie v , S e rg ei

Fow ler, B. Sherman 
N ovick, Nathan

S tra v in sk y , Ig o r

B loch, E rn est

P ou lenc, F ran c is  
S tra v in sk y , Ig o r  
M iaskovsky, N ic o la i

T ay lo r, Deems

Goldmark, Rub in

P i z z e t t i ,  Ild eb ran d o

R e sp ig h i, O tto rin o

M ilhaud, D arius 
Honegger, A rthur

P erform ances o f  new m usic in  New York

March 1924 (c o n t 'd )

T i t l e

Chout (adap ted)

A m o o n -lit  sky 
R ussian sk e tch es

Le s a c re  du pri-ntemps *

N octurnes

Rhapsodie neg re  
L’H is to i r e  du s o ld a t  
P iano so n a ta

S u ite ,  "Through th e  lo ok ing  g la s s "  * 

Negro rhapsody *

Requiem

* * * * * * * * * * * * * * * * * * *

October 1924

S in fo n ia  dram m atica

C atalogue de f le u r s  *
P a s to ra le  *

Perform er 

Neighborhood P layhouse. 

A m erican-N ational Orch. (Barlow)
I

Boston Sym. Orch.

N.Y. T r io

League o f Composers

I
P h i la .  Orch.

P h i lh a r .  Orch.

Schola  Cantorum (S ch in d le r)

P h i lh a r .  Orch.

N.Y. Chamber Music Soc.

I 227
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Composer 

Szymanowski, Karol 

S travinsky, Igor 

Schm itt, F lorent 

Honegger, Arthur

Medtner, N icolai

Spalding, Albert

Rogers, Bernard 
Hammond, Richard

S te in e r t, Alexander

A ntheil, George 
Copland, Aaron

Fogg, Eric 
Haba, Alois 
Krenek, E rnst

Performances o f  new music in  New York

October 1924 (cont'd )

T itle

Twelve e tu d es , op. 33 

Song of the haulers on the Volga 

in c id e n ta l  music to "Cleopatra" 

P a c if ic  231

November 1924

Piano concerto no. 2

S tring  q u a rte t in  E minor, op. 10

In the gold room; Nottumo
Dans les  montagnes
Les t ro is  princesses
Lady of the clouds
Snow of tw ilig h t
Footsteps in  the sand
Jazz sonata
Passacaglia
The ca t and the mouse
Faery pieces
Grotesque pieces
Dance study

Performer 

E. Robert Schmitz (p ian ist)  

P h ila . Orch.

P h ilhar. Orch.

N.Y. Sym. Orch. (Damrosch)

P h ila . Orch.

Flonzaley Qt.

League of Composers
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Composer

L aza ru s , D an iel 
M igot, Georges

H indem ith, P au l

H o ls t,  Gustav

R e is e r ,  A lo is

Saminsky, Lazare

Honegger, A rth u r

Honegger, A rthur

K le in , F r i t z  
T cherepnin , A lexander 
Castelnuovo-T edesco , Mario 
Honegger, A rthur

S tra v in s k y , Ig o r 

P ro k o fie v , S e rg ei

P erform ances o f  new m u sic in  New York

November 1924 (c o n t’ d)

T i t l e

Fantasy
T rio  fo r  v io l in ,  v io la ,  and p iano  

Das Nusch-Nuschi 

Hymn o f  Jesus

S tr in g  q u a r te t  in  E m inor, op. 16 

Lament o f  Rachel ( b a l l e t  e x c erp t)  

P a c i f ic  231*

Fragments fo r  chamber o rc h e s t ra  
(two s e le c tio n s )

Die Maschine 
V io lin  so n a ta  
Cop la s  
L ' Omb re
L'Homme e t  l a  mer 
C oncertino  fo r  s t r i n g  q u a r te t*  
two songs

S cy th ian  s u i t e

December 1924 (over)

P erform er 

League o f Composers

I
P h i la .  Orch.

O ra to r io  Soc.

Lenox Qt.

N.Y. Sym. Orch. (Damrosch)

Boston Sym. Orch. (K oussevitzky) 

League o f Composers

Boston Sym. Orch, (K oussevitzky)

6Z
'Z
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Composer

Szymanowski, K arol

Janadek , LeoS

Goossens, Eugene 
Laurence, F re d e r ick  
Ruggles, C arl 
Vaughan W illiam s , Ralph 
R avel, M aurice

Shepherd, A rth u r 
Indy , V incent d '

Hindem ith, Pau l 

G r i f f e s ,  C harles 

V arese, Edgar 

Honegger, A rthur 

B a l la n t in e ,  Edward 

Sowerby, Leo

Perform ances o f  new m usic in  New York

December 1924 

T i t l e

V io lin  co n certo  no. 1 

Jen u fa

Fantasy  f o r  wind in stru m en ts
L ab y rin th
Men and m ountains
songs
Tzigane

O verture  to  a drama 
La legende de S t. Christophe* 

(ex ce rp t)

S tr in g  q u a r te t  no. 3

The p le a s u re  dome o f  Kubla Khan*

Hyperprism*

P a s to ra le  d 'e t e  *

From th e  gardens of H ellas

Synconata

January  1925 (over)

P erform er 

P h i la .  Orch.

Met. Opera

I n t .  Composers' Guild 

C leveland Orch. (S o k o lo ff)

I
New York Q t.

P h i lh a r .  Orch.

P h i la .  Orch.

N.Y. Sym. Orch.

P h ilh a r .  Orch.

Paul Whiteman
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Composer

J o se ly n , Henry 
Eichheim , Henry

S t r a v in s k y , Ig o r

Copland, Aaron

G r if f e s ,  C harles 
L eginska, E th e l 
S tra v in s k y , I. gor 
Le Flem, P au l

B erg, Alban

Webern, Anton

R avel, M aurice 
M ilhaud, D arius

S c h e ll in g , E rn est

S tra v in sk y , Ig o r

Vaughan W illiam s, Ralph

P erform ances o f  new m u sic in  New York

January  1925 

T i t l e

War dance 
Japanese n o c tu rn e

Song of the  h a u le rs  on th e  Volga* 
Chant du ro ss ig n o l*
P u lc in e l la

Organ symphony

Piano so n ata*
S ix  n u rse ry  rhymes 
T ro is  p e t i t s  chansons 
La n e ig e  
Le v r a i  d ieu
Aus 'Dem Schmerz s e in  R e c h t ', 

op. 4 , no. 1 (1908-09)
So ic h  t r a u r ig  b in ,  op. 4 , no. 4 

(1909)

Tzigane *
B ra z il ia n  dances

D ivertim en to

Octour
Ragtime

A London symphony *

Perform er 

P h i la .  Orch. (Stokow ski)
I
P h i lh a r .  Orch. (S trav in sk y )

I
Nadia Boulanger (o rg a n is t)  

Franco-A merican Soc.

Samuel Dushkin ( v io l in i s t )
I
F lonzaley  Qt.

Ig o r  S trav in sk y
I

N.Y. Sym. Orch. (Damrosch) 231
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Composer 

M alip ie ro , Gian Francesco

Berckman, Evelyn

M iaskovsky, N ic o la i 
M edtner, N ic o la i 
P ro k o fie v , S erg ei 
S tra v in sk y , Ig o r

M edtner, N ic o la i

T a y lo r, Deems 

S tra v in sk y , Ig o r

Perform ances o f  new m u sic in  New York

January  1925 (c o n t 'd )  

T i t l e

R is p e t t i  e s tra m b o tt i  *

February 1925

Die N e b e ls ta d t 
Sturm

(song r e c i t a l )

Sonata  in  C m ajor, op. 25 
Canzone m a t t in a ta ,  op. 39, no. A 
Danza s i l v e s t r a ,  op. 38, no. 7 
Danza d i ti ra m b ic a ,  op. AO, no. 6 
V alse , op. 32, no. 5 
To a dream er, op. 32, no. 6 
Impromptu, op. 37, no. 3 
The s in g e r ,  op. 29, no. 2 
The muse, op. 29 , no. 1

P o r t r a i t  o f a lady

Piano concerto

Perform er 

Phi3-har. Qt.

Raymonde D elaunois (soprano)

Euphsly H atayeva (soprano)

N ic o la i M edtner (p ia n i s t )

E liz a b e th  Santagano (soprano)

N.Y. Chamber Music Soc.

P h i lh a r .  Orch. (composer as s o lo i s t ) 232
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Composer

C otapos, Acario 
S a lzed o , Carlos

B iano, Z a n o ttl  
S t i l l ,  W illiam  Grant 
B a rt6 k , B6la 
W ebern, Anton

Chavez, Carlos 
Cow ell, Henry

B arto k , B ela 
I b e r t ,  Jacques

Iv e s , C harles 
B a rth , Hans

T a i l l e f e r r e ,  Germaine

Dohnanyi, E rn s t von

O rn s te ln , Leo

Schonberg, Arnold 
Saminsky, L azare

G ruenberg, Louis

P erform ances o f  new m usic in  New York

F ebruary 1925 (c o n t 'd )  

T i t l e  

Three p re lu d es
Three M allarme poems fo r  v o ice  

and harp  
com position fo r  p iano  
From th e  land  of dreams 
S o n a tin a  fo r  p iano  
Funf Stiicke f u r  S t r e ic h q u a r te t t  

(1909)
Hexagrams 
Thunder S tic k s

A lleg ro  b a rb a ro  (1911)*
Two movements fo r  woodwind 

q u a r te t
Three q u a r te r- to n e  p ian o  p ieces  
q u a r te r - to n e  p iec e s  fo r  two 

p ianos 
V io lin  so n a ta

F e s t iv a l  o v e r tu re , op. 31

Piano concerto

P ie r r o t  lu n a ir e  *
The g a g lia rd a  o f a merry plague 

(opera)
D an ie l ja z z

P erform er 

I n t .  Composers' Guild

Franco-A merican Soc.

S ta te  Symphony 

P h i la .  Orch.

League o f Gomposers
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Composer

S a t ie ,  E rik  
V arese, Edgar 
E ichheim , Henry 
Schonberg, Arnold

S tra v in sk y , Ig o r

W aghalter, Ig n a tz

Mason, D an iel Gregory

T a i l l e f e r r e ,  Germaine

G ardner, Samuel

M a lip ie ro , Gian Francesco

H indem ith, P au l

T a i l l e f e r r e ,  Germaine

P erform ances o f  new m u sic in  New York

March 1925 

T i t l e

Danses de p ieg e  de Meduse 
In te g ra le s  
A Malay m osaic '
Serenade

L’H is to i r e  du so ld a t*

M andragola (opera  comique)

Symphony in  C minor*

Piano concerto

V io lin  concerto

S e tte  canzoni 
S tag io n e  i t a l i c h e  
Rammersymphonie, op. 24, no. 1 
T r io , op. 34

A p r il  1925 

P iano concerto

* * * * * * * * * * * * * * * * * * * * *

Perform er 

I n t .  Composers' Guild

Stringwood Ensemble 

P r in c e ss  T hea te r 

N.Y. Sym. Orch.

P h ila .  Orch.

P h i lh a r .  Orch.

League of Composers
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P erform ances o f  new m u sic in  New York

Composer

H o ls t,  Gustav

Bauer, Marion 
S tra v in sk y , Ig o r 
Gruenberg, Louis 
L abroca, Mario

Honegger, A rthur

C a s e lla ,  A lfredo

F oo te , A rthur 

Godowsky, Leopold

October 1925 

T i t l e  

Japanese s u i t e  

Sonata
Piano so n a ta  
J a z z b e r r ie s  
S tr in g  q u a r te t

Le ro i  David

"La g ia ra "  s u i t e
Partita for piano and orchestra

N octurne and sch erzo  

Java  s u i t e

Perform er 

P h i la .  Orch.

League of Composers

Soc. of th e  F rien d s of Music 

P h ilh a r .  Orch. (composer as s o lo i s t )
I

San F ran c isco  Chamber Music Soc. 

A lexander H ilsb e rg  ( v io l in i s t )

Szymanowski, K arol

P ro k o fiev , S e rg ei

T a y lo r , Deems

G a llic o , P au l 
J a c o b i ,  F re d e r ick

November 1925 

S tr in g  q u a r te t ,  op. 37 

V io lin  co n certo , op. 19 

Jurgen  

S e p te t
P oet i n  th e  d e s e r t

F lonzelay  Qt..

S ta te  Symphony

N.Y. Sym. Orch. (Damrosch)

Soc. o f th e  F rien d s of Music

I
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Perform ances o f  new m u sic in  New York

Composer

Tansman, Alexander

S c h u lh o ff , Erwin

S e r ly , T ibor

Copland, Aaron 
P ro k o fie v , S ergei

Honegger, A rthur 
Tansman, A lexander

November 1925 (c o n t 'd )  

T i t l e

Danse de l a  s o rc ie r e

Five p iec e s  fo r  s t r i n g  q u a r te t

V io lin  so n a ta

Music f o r  the  th e a te r  
Q u in te t f o r  winds and s t r i n g s ,  

op. 39 
Concertino  
S in fo n ie t ta

S ib e liu s ,  Jean  

Gershwin, George 

W etz ler, Hans 

C h ia f f a r e l l i ,  A lb e rt 

S c h e ll in g , E rn e st 

W etz ler, Hans

December 1925 

Symphony no. 5 *

Concerto in  F

Six symphonic movements, op. 12 

Jazz  America

Im pressions from an a r t i s t ' s  l i f e  

S u i te ,  "As you l ik e  i t "

Perform er 

P h i lh a r .  Orch.

New York Qt.

Ruden ( v io l in i s t )  

League o f Composers

P h i la .  Orch.

Symphony Soc.

P h i lh a r .  Orch. (Mengelberg) 

Yerkes Orch.

P h ilh a r .  Orch.

Soc. o f th e  F rien d s of Music 236
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Composer 

Voormolen, Alex 

B loch, E rn est 

F a l la ,  Manuel de 

R esp ig h i, O tto rin o

Gershwin, George

G iordano, Umberto

G oossens, Eugene

L o e f f le r ,  C harles M artin  
M iaskovsky, N ic o la i

B art6 k , Bdla

S tra v in sk y , Ig o r

Hanson, Howard

B loch, E rn e st

P erform ances o f  new m usic i n  New York

December 1925 ( c o n t 'd )

T i t l e

T rio

B aal Shem

E l r e ta b lo  de Maese Pedro 

P iano concerto

January  1926

135th S t .
C ircus day

La cena d e l le  b e f f e

Piano q u in te t ,  op. 23

Canticum f r a t r i s  s o l i s  
Symphony no. 5

Dance s u i t e

Le sa c re  du printem ps*

Lux a e te m a

Concerto g rosso

Perform er 

S i t t i g  T rio

Joseph S z ig e t i  ( v io l in i s t )

League o f  Composers

P h i lh a r .  Orch. (composer as 
s o lo i s t )

Ferde Grofe Orch. (Whiteman)
I

Met. Opera

Hartmann Qt.

P h i la .  Orch.
I

C in c in n a ti  Sym. Orch.

Eugene Goossens 

Eugene Goossens

Boston Sym. Orch. (K oussevitzky)
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Composer

Bax, Arnold

R esp ig h i, O tto rin o

H indem ith, Paul

Ja co b i, F re d e rick

Bax, Arnold

S ab a ta , V ic to r de

R uggles, C arl 
R ie t i ,  V i t to r io

S t i l l ,  W illiam  Grant 
Goossens, Eugene 
R esp ig h i, O tto rin o

F reed , Isa d o re

Tommasini, Vincenzo

P ro k o fie v , S erg ei

P erform ances o f  new m usic in  New York

January  1926 (c o n t 'd )

T i t l e

T in ta g e l  

I  p in i  d i Roma *

Kammermusik no. 2 , op. 36, no. 1 

S t r in g  q u a r te t  on In d ian  themes 

Symphony in  E - f l a t  m inor 

Gethsemani 

P o r ta ls
Sonata f o r  f l u t e ,  oboe, basso o n , 

and p iano  
Levee land
P a s to r a l  and h a rle q u in a d e  
D ie ta  s ilv a n e

Rhapsody

P aesaggi to sc a n i

Perform er 

N.Y. Sym. Orch. (Goossens) 

P h i lh a r .  Orch. (T o scan in i) 

N.Y. Sym. Orch. (Goossens) 

F lonzaley  Qt.

C leveland  Orch.

P h i lh a r .  Orch. (T oscan in i) 

I n t .  Composers' Guild

Stringwood Ensemble 

P h i lh a r .  Orch. (T oscan in i)

February 1926

Piano co n certo  no. 3 Boston Sym. Orch. (K oussev itzky ;
composer as s o lo i s t )
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Composer

Cowell, Henry

R esp ig h i, O tto rin o

S tra v in sk y , Ig o r  
C a s e lla ,  A lfred o

C arp en te r , John Alden

Kfenek, E rn s t

M ilhaud, D arius 
W elles?,, Egon

S tra u s s ,  R ichard

S tra v in sk y , Ig o r

G ilb e r t ,  Henry F.

R esp ig h i, O tto rin o

T a i l l e f e r r e ,  Germaine 
H indem ith, P au l

P erform ances o f  new m usic in  New York

February 1926 ( c o n t 'd )

T i t l e  

so lo  p iano  r e c i t a l  

Q u a r te t to  d o rico  

Les noces
Concerto fo r  s t r i n g  q u a r te t

Skyscrapers

Concerto grosso

March 1926 

Symphony no . 6
S tr in g  q u a r t e t ,  op. 28, no. 4

In te rm ezzo , op. 72

R ossigno l

Symphonic p iec e

B e lfag o r

Jeux de p le in  a i r  
Concerto f o r  o rc h e s tra

P erform er 

Henry Cowell 

P h i lh a r .  Qt,

I n t .  Composers' Guild
I

Met. Opera

N.Y. Sym. Orch. (Klemperer)

Pro-M usica Soc.
i
P h i lh a r .  Orch. 

Met. Opera 

Boston Sym. Orch. 

N.Y. Sym. Orch. 

Boston Sym. Orch. 239
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Composer

Toch, E rn s t 
W hithorne,'Em erson 
C a r r i l lo ,  J u l ia n  
Schonberg, Arnold

S tra v in sk y , Ig o r

C a se lla ,  A lfredo

E n g e l-B e lliso n , Simeon

Boughton, R utland 

V arese, Edgar

P erform ances o f  new m usic in  New York

March 1926 (c o n t 'd )

T i t l e

T an z-S u ite  
S a tu rd a y 's  c h ild  
F a n ta s ia  son ido  13 
Q u in te t ,  op. 26

P u lc in e l la  *

P a r t i t a  fo r  p iano  and o rc h e s t ra  

Four m usica l p ic tu re s

A p ril  1926 

The im m ortal hour 

Am6riques

* * * * * * * * * * * * * * * * * * * * * * * * * * *

Perform er 

League o f Composers

Paul Kochanski ( v io l in i s t )  

N.Y. Sym. Orch.

Stringwood Ensemble

Grove S t r e e t  T h ea te r 

P h i la .  Orch. (Stokow ski)
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Composer

H a l f f tn e r ,  E rnesto

Hanson, Howard

Pingoud, E rn est

T cherepn in , A lexander

W ebern, Anton

B erg, Alban 
Honegger, A rthur

S tro n g , George Templeton

I b e r t ,  Jacques

C a p le t, Andre

Honegger, A rthur

C a s e lla ,  A lfredo  
S tra v in sk y , Ig o r

B arto k , B ela

P erform ances o f  new m u sic in  New York

O ctober 1926 

T i t l e  

S tr in g  q u a r te t  in  C 

Pan and the  p r i e s t  

Le prophfete

Sonata fo r  p iano  and v io l in  in  
F m ajor

Fiinf Stiicke f u r  S tre ic h q u a r te t t*  
(1909)

S tr in g  q u a r te t  (1909-10)
Paques a New York*

Une v ie  d 1a r t i s t e

Les ren c o n tre s

November 1926 

fipiphanie

P re lu d e  to  "The tem pest"

"La g ia ra "  s u i t e *
H uit p iec e s  e n fa n tin e s

V illa g e  scenes

Perform er 

F lonzaley  Qt.

P h i lh a r .  Orch. (Mengelberg) 

P h i la .  Orch.

Z e t l in  ( v io l in i s t )

League o f Composers
j

P h i lh a r .  Orch.

N.Y. Sym. Orch.

P h i la .  Orch. 

P h i lh a r .  Orch.

N.Y. Sym. Orch.
i
League of Composers
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P erform ances o f  new m u sic in  New York

Composer

Webern, Anton 
K rasa , Hans 
Gruenb e rg , Lo u i s

R o u sse l, A lb e rt

Chavez, C arlos 
Webern, Anton 
Goossens, Eugene 
S t i l l ,  W illiam  G rant 
McPhee, Colin  
P i z z e t t i ,  Ild eb ran d o

November 1926 (c o n t 'd )  

T i t l e

Fiinf Stiicke fu r  Kam m ercrchester 
Symphony f o r  chamber o rc h e s t ra  
The c re a t io n

Padm avati s u i t e

H .P .
Fiinf g e i s t l i c h e  L ie d e r 
Three pagan hymns 
Darker America 
P a s to ra le  and rondino  
T rio  in  A

M iaskovsky, N ic o la i Symphony no. 6

December 1926

Honegger, A rthur 
M ilhaud, D arius 
Rogers, B ernard 
M aganini, Quinto

M ilhaud, D arius

Kam inski, H e in rich

Pre lude-from  "Fedra"
B allad  f o r  p iano  and o rc h e s t ra  
F u ji  in  th e  su n se t glow 
La rumba

C am aval d 'A ix

Concerto g ro sso  fo r  double 
o rc h e s t ra  *

Perform er 

League of Composers

|
Boston Sym. Orch.

I n t .  Composers' Guild

P h i la .  Orch.

N.Y. Sym. Orch. (Damrosch)

I
P h ilh a r .  Orch.

P h i la .  Or,ch.
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Composer 

Szymanowski, K arol 

S ib e liu s ,  Jean

P erform ances o f  new m usic in  New York

December 1926 ( c o n t’ d)

T i t l e  Perform er

Symphony no. 3 P h i lh a r .  Orch.

T ap io la , op. 112 N.Y. Sym. Orch. (Damrosch)

January  1927 (over)
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January  1927 

Composer T i t l e

F ie rn e , G ab rie l E n trance  of th e  l i t t l e  fauns

R avel, Maurice Kaddish
Ronsard a son ame: N ic o le t te

Bax, Arnold T ro is  e n fa n t in e s : b e rceu se
B arto k , B61a Hungarian fo lk  song no. 3
Vaughan W illiam s, Ralph Love’s bower
R esp ig h i, O tto rin o W ith in  a m ile  o f Edinburgh town
D elage, Maurice Lahore (a  lo n e ly  f i r - t r e e )
Debussy, Claude The fan
Mi lh  aud, D arius Jew ish poems: n u rse ’ s song
Honegger, A rthur The b e l l s
G r i f f e s ,  Charles W aikiki
C arp en te r , John Alden The l i t t l e  cem etery
E ngel, C arl Opal
W a tts , W in tte r Wings o f n ig h t
S tra v in s k y , Ig o r M ypsotis
Taniev , S e rg ei The fo u n ta in
B l i s s ,  A rthur The b u ck le
F a l la ,  Manuel de S e g u id il le
Marx, Joseph V alse de Chopin

F a l la ,  Manuel de C oncerto fo r  h a rp s ic h o rd
S tra v in sk y , Ig o r Le s a c re  du prin tem ps *

P u c c in i ,  Giacomo Turandot

S ib e l iu s ,  Jean Symphony n o . 7
Ravel, M aurice La v a ls e

Perform er 

N.Y. Sym. Orch. (Damrosch) 

Eva G au th ie r (soprano)

Boston Sym. Orch. (K oussevitzky)
i

Met. Opera

Boston Sym. Orch. (K oussevitzky)
I
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Composer

C arp en te r , John Alden

S tra v in sk y , Ig o r

G oossens, Eugene

Bloch, E rn e st

Moore, Douglas 
Converse, F re d e r ick  S, 
W hithom e, Emerson

R e sp ig h i, O tto rin o

C a s e lla ,  A lfredo

F a rw e ll, A rthur

G il, Hans

M ontemezzi, I t a l o  
P u c c in i ,  Giacomo

I v e s ,  C harles 
M ilhaud, Darius 
We.il, K urt

R avel, Maurice 
K renek, E rn s t

P erform ances o f  new m u sic in  New York

January  1927 ( c o n t 'd )

T i t l e

S kyscrapers*

S u ite  no. 2 fo r  sm all o r c h e s t ra

P a s to ra le  and h a rle q u in a d e

P a s to ra le  ( fo r  s t r i n g  q u a r te t)

Pageant of P .T . Barnum 
E le g ia c  poem
The a e ro p la n e , op. 38, no. 2 

B a l la ta  d e l la  gnomidi* 

S c a r la t t i a n a

S tr in g  q u a r te t  in  A, op. 65

V a ria tio n s  on a V iennese fo lksong

L'Amore d e i t r e  re  *
Gianni S ch icch i

Symphony no. 4 (2nd m vt.)
Les m alheurs d 'O rphee
Concerto fo r  v io l in  and woodwinds

Chansons m adecasses 
Symphonische Musik, op. 11

P erform er

Met. Opera

N.Y. Sym. Orch. (Klemperer) 

N.Y. Chamber Music Soc. 

F lonzaley  Qt.

^Cleveland Orch. (S oko lo ff)

P h i lh a r .  Orch. (T o scan in i) 

N.Y. Sym. Orch. (Klem perer) 

Lenz Qt.

N.Y. T rio  

Met. Opera
I

^Pro-Musica Soc. (Goossens) 

I n t .  Composers' Guild 245
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Composer

M a lip ie ro , Gian Francesco 
C a se lla ,  A lfredo  
H indem ith, P au l

P ro k o fie v , S erg ei 
Copland, Aaron

R ousse l, A lb e rt

I b e r t ,  Jacques

Leginska., E th e l

H indem ith, Paul

Thompson,' R andall 
Crawford, Ruth 
Copland, Aaron 
Berckman, Evelyn

B l i t z s t e i n ,  Marc 
C han ler, Theodore

P erform ances o f  new m u sic in  New York

January  1927 ( c o n t 'd )

T i t l e  Perform er

R ic e rc a r i  f o r  11 in stru m en ts  i n t .  Composers' G uild
L 'A dieu a l a  v ie
Der Daemon, op. 28 I.

February 1927

C la s s ic a l  symphony, op. 25 
P iano concerto

S u ite  en fa

Les e sca le s

S tr in g  q u a r te t  a f t e r  4 poems 
by Tagore (2 m vts.) 

Konzertm usik fu r  B ias O rch este r

Three p iec e s  f o r  s t r i n g  q u a r te t  
V io lin  so n a ta  
Nocturne and serenade  
L im pid ite
Le bapteme de l a  c lo ch e  
As i f  a phantom c a re sse d  by men 
These, my O phelia 
Voyage in  Provence

^Boston Sym. Orch. (K oussevitzky)

B oston Sym. Orch. (K oussevitzky) 

M inneapolis Sym. Orch. (Verbrugghen) 

P h i lh a r .  Q t.

N.Y. Sym. Orch. (Klem perer)

League o f  Composers
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Composer

T ay lo r, Deems

B ra in e , R obert 
S tru b e , Gustave

R ogers, B ernard

R ie sen fe ld , Hugo

S tra v in sk y , Ig o r

P ro k o fie v , S e rg e i

Mason, D aniel Gregory 

P ro k o fie v , S erg ei 

Janacek , Leo§ 

S ib e liu s ,  j ean 

S t r in g f ie ld ,  Lamar

P erform ances o f  new m u sic in  New York

February 1927 ( c o n t 'd )

T i t l e

The k in g 's  henchman

The raven  
D ivertim ento

So lilo q u y  
Arab love song 
E tch ings of New York

Chant du ro ss ig n o l*

Love fo r  th re e  o ran g e s : march *

March 1927

Variations on a theme by John 
Pow ell, op. 24 

V io lin  concerto

S in fo n ie t ta

O v ertu re , "The tem pest"

In d ian  legend

Perform er 

Met. Opera

N.Y. Chamber Music Soc.
i
Sunday Sym. Soc. (Zuro)

I
C in c in n a ti  Sym. Orch. (R einer) 

N.Y. Sym. Orch. (Klem perer)

Flonzaley Qt.

P h i lh a r .  Orch. (Fiirtw angler) 

N.Y. Sym. Orch. (Klem perer) 

Philhar-. Orch. (Fiirtw angler) 

Sunday Sym. Soc. (Zuro)
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Perform ances o f  new m usic in  New York

March 1927 (c o n t 'd )

Composer T i t l e Perform er

Dubensky, Arcady S u ite  ru sse The L i t t l e  Symphony (B arre re )

V illa -L o b o s , H e ito r  
P ou lenc, F ran c is

P ro le  do bebe
N apoli |

H enri Deering ( p ia n i s t )

C a r r i l lo ,  J u l ia n C oncertino  on q u a r te r  tones P h i la .  Orch. (Stokowski)

R eger, Max

R avel, M aurice 
P ro k o fie v , S e rg ei

V a ria tio n e n  und Fuge iiber e in  
Thema von M ozart, op. 132 

S u ite  in  F
S ep t, i l s  so n t s e p t  j

N.Y. Sym. Orch. (F. Busch)

Boston Sym. Ore’ (K oussevitzky)
1

R esp ig h i, O tto rin o V en tra te  d i  c h ie sa Boston Sym. Orch. (K oussevitzky)

C a s e lla ,  A lfredo La g ia r a  * Met. Opera

Hindem ith, P au l C oncerto f o r  o rc h e s t ra P h i lh a r .  Orch. (F iirtw angler)

B loch, E rn e st Four ep iso d es  f o r  chamber o rc h e s tra N.Y. Chamber Music Soc.

S t i l l ,  W illiam  G rant 
M aganini, Quinto

From th e  b lac k  b e l t
S ketches from a d ream er's  notebook

jThe L i t t l e  Symphony (B arre re)

Eichheim , Henry 
Hammond, R ichard 
Labroca, Mario 
Tansman, A lexander 
S tra v in sk y , Ig o r

The r iv a l s  ( b a l l e t )
A voyage to  th e  E ast 
P a s to r a l ,  m u se tte , a lle g ro  
The trag ed y  of th e  ' c e l lo  
S u ite  no. 2 f o r  sm all o rc h e s t ra

League of Compor e rs
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Composer

S a t ie ,  E rik  
M ilhaud, Darius 
T a i l l e f e r r e ,  Germaine 
Honegger, A rthur 
Bantock, G ra n v ille  
G r i f f e s ,  C harles

H i l l ,  Edward Burlingam e 
Honegger, A rthur

A n th e il ,  George

L o e f f le r ,  C harles M artin  
V arese, Edgar

Berg, Alban 
S a lzedo , C arlos

S tra v in s k y , Ig o r  
V arese, Edgar

Perform ances o f  new m usic in  New York

A p ril  1927

T i t l e

La s ta tu e  de b ronze
Jew ish poems: n u r s e ’s song
M elodie
Les c loches
The c e l e s t i a l  weaver
S o - fe i  g a th e r in g  f low ers
The f e a s t  o f la n te rn s

L ila c s  
P a c if ic  231*

S trin g  q u a r te t
Sonata fo r  v i o l i n ,  p ian o , and drum 
Jazz  symphony 
B a l le t  mechanique

Memories of my childhood 
Arcanes

Kammerkonzert
Concerto f o r  h a rp s ic h o rd  and 

7 wind in stru m en ts  
Octour *
In te g ra le s  *

* * * * * * * * * * * * * * * * * * *

Perform er 

Emma Hoyt (soprano)

^Boston Sym. Orch. (K oussevitzky) 

George A n th e il and Eugene Goossens

^Phila. Orch. (Stokow ski)

I n t .  Composers’ Guild (R odzinski)
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Composer

Hanson, Howard

Copland, Aaron

F erroud, P ie rre -O c ta v e

S h e llin g , E rn est

Dopper, C o rn e lls  
Goldmark, Rubin

Saminsky, Lazare 

K om gold, E rich  

Mannes, Leopold 

P ou lenc, F ran c is  

Tansman, A lexander

Tiomk i n , Dimi t r i

P erform ances o f  new m u sic in  New York

O ctober 1927 

T i t l e

S tr in g  q u a r t e t ,  op. 23 

C ortege m acabre 

Foules

V ic to ry  b a ll*

Ciaconna g o t ic a  
A negro  rhapsody

November 1927

Symphony o f th e  seas

V io lan ta

S tr in g  q u a r te t

S u ite  en u t 
Mouvements p e rp e tu e ls  
Mdlodie 
Humoresque 
Mazurka no. 4 
Q u as i-jazz

P e r fo rm e r  

Gordon Qt.

Beethoven Sym. Orch. (Zaslawsky) 

P h i lh a r .  Orch. (Mengelberg) 

P h i lh a r .  Orch. (Mengelberg) 

P h i lh a r .  Orch. (Mengelberg)

N.Y. Sym. Orch. (F. Busch) 

Met. Opera

F lonzaley  Qt.

D im itri  Tiomkin ( p ia n i s t )
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Composer

Mompou, F ederico  
R avel, Maurice

Honegger, A rthur

W hithorne, Emerson

R avel, Maurice

R ousse l, A lb e rt

M engelberg, Rudolf

H indem ith, Paul

D e liu s , F re d e r ick

M a lip ie ro , Gian Francesco

Busch, Adolph

M artinu , Bohuslav 
Honegger., A rthur

Dunn, James P h i l ip

P erform ances o f  new m u sic i n  New York

November 1927 (c o n t 'd )

T i t l e

S e c re t 
La v a ls e

Horace v ic to r ie u x  *

New York days and n ig h ts  *

T rio  in  A minor *

S u ite  en fa

Scherzo s in fo n ic o

K le in e  Kammermusik, op. 24, no. 2

Concerto fo r  c e l lo  and o rc h e s t ra

C im arosiana

Symphony in  C minor

La b a g a rre  
Fedra (e x c e rp ts )

O vertu re

P erfo rm er 

|D im itri  Tiomkin

N.Y. Sym. Orch. (F. Busch) 

Beethoven Sym. Orch. (Zaslawsky) 

Elshuco T rio

P h i lh a r .  Orch. (Mengelberg) 

P h i lh a r .  Orch. (M engelberg)

N.Y. Chamber Music Soc.

P h i lh a r .  Orch. (Mengelberg) 

Boston Sym. Orch. (K oussevitzky) 

N.Y. Sym. Orch. (F. Busch) 

jBoston Sym. Orch. (K oussevitzky)

P h i lh a r .  Orch. (Mengelberg)
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Composer

Hindem ith, P au l 
B a rto k , B ela 
P ro k o fie v , S e rg ei 
Gruenberg, Louis 
Milh aud, Darius

P i z z e t t i ,  I ld eb ran d o

H o ls t,  Gustav

W hithom e, Emerson

Bloch, E rn e st

Juon, P au l

Kodaly, ZoltSn 
R avel, M aurice

S t r e i g le r ,  Kurt

Kadosa, PA1

Perform ances o f  new m u sic in  New York

November 1927 (c o n t 'd )  

Title

Fiinf K la v ie rs tiic k e , op. 37 
O ut-o f-d o o rs  s u i t e  
S arcasm es, op. 17 
P o ly c h ro m a tic s , op. 16 
Piano so n a ta  no. 1

December 1927

La s a c ra  rap p re se n ta z io n e  d i 
Abram e d 'I s a a c  

The p la n e ts  (3 m vts.)*

New York days and n ig h ts  *

In  th e  m ountains (H aute-Savoie)

L i ta n ia e

Hary Janos s u i t e  
La v a ls e '*

Rondo b u r le s k

Two p iano  p ieces  
P iano s o n a ta  n o . 1

Performer 

K arin  Dayas ( p ia n i s t )

Soc. o f th e  F rien d s of Music 

N.Y. Sym. Orch. (F. Busch) 

N.Y. Sym. Orch. (F. Busch) 

Vertchamp Qt.

E lshuco T rio

P h i lh a r .  Orch. (Mengelberg)

N.Y. Sym. Orch. (F. Busch) 

Imre W eisshaus (p ia n i s t )
I

25 
2



R
eproduced 

with 
perm

ission 
of the 

copyright ow
ner. 

Further 
reproduction 

prohibited 
w

ithout perm
ission.

Composer 

B artok , Bela

W eisshaus, Imre

S c h e ll in g , E rn est 
Kam inski, H ein rich  
KodAly, Zolt&n

R esp ig h i, O tto rin o  
W einer, Leo 
G rasse , Edward

P u c c in i , Giacomo

Krenek, E rn s t 
S tra v in sk y , Ig o r 
H indem ith, P au l 
Cowell, Henry

R avel, M aurice 
Copland, Aaron

Webern, Anton

Cowell, Henry 
Ravel, M aurice 
R ousse l, A lb e rt

P erform ances o f  new m u sic in  New York

December 1127 (c o n t 'd )

T i t l e

B allade
E igh t im p ro v isa tio n s  on Hungarian 

fo lk  songs 
Piano so n a ta  no. 1 
P re lu d e

Morocco 
M ag n ifica t 
Psalmus h ungaricus

Sonata in  B minor
S onata no. 2 in  F -sharp  m inor
Sonata in  C, op. 14

T urandot *

Concerto f o r  v io l in  and p iano
Serenade in  A
Das M arienleben (8 songs)
fo u r  piano  works
S u ite  f o r  v io l in  and p iano
B erceuse s u r  l e  nom de Faure
N octurne and seren ad e  •
Ulcelele
V ier Stiicke (1910)

Where she l i e s  
Reves
Le b a c h e l ie r  de Salamanque

Perform er 

Imre W eisshaus (p ia n i s t )

P h i lh a r .  Orch. (Mengelberg)

I

Edward G rasse ( v io l in i s t )

I
Met. Opera

New School fo r  S o c ia l Research

Eva G au th ie r (soprano)
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Composer

H indem ith, Paul 
S e s s io n s , Roger

Dubensky, Arcady 
Ehrenberg , C arl

Ravel, Maurice

B loch, E rn est

Tansman, A lexander

Hindem ith, P au l

O m s te in , 7 eo 
Hindemi t h , J a u l  
Gruenberg, Louis 
M ilhaud, Darius

W hithom e, Emerson

P erform ances o f  new m u sic in  New York

December 1927 (c o n t 'd )

T i t l e  Perform er

Das M arienleben (6 songs) League o f Composers
Three ch o ra le  p re lu d e s  f o r  .

organ ( s e le c t io n  of 2)

January  1928

Russian b e l l s  (1 s t  m vt.)
Hymnes pour t o i

Daphnis e t  Chloe, s u i t e  no. 2

Four ep iso d es  f o r  chamber 
o rc h e s t ra

C oncerto no. 2 fo r  p iano  and 
o rc h e s t ra

S tr in g  q u a r te t  in  F -sharp  m inor, 
op. 10

Piano q u in te t
S tr in g  q u a r te t  in  C m ajor, op. 16
In d is c re t io n s
S tr in g  q u a r te t  no. 6

Poeme

N.Y. Sym. Orch. (F. Busch)
I

P h ila .  Orch. (R einer)

Boston Sym. Orch. (K oussevitzky)

Elshuco T rio  

League of Composers

N.Y. Sym. Orch. (F. Busch)
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Composer 

R avel, Maurice

T ay lo r, Deems

K lem perer, O tto

D e liu s , F re d e r ick

Achron, Joseph 
Jam es, P h i l ip

Copland, Aaron 
B l is s ,  A rthur 
F a l la ,  Manuel de !

M alip ie ro , Gian Francesco 
H indem ith, P au l 
Schonberg, Arnold 
S tra v in sk y , Ig o r

M ilhaud, D arius 
R avel, M aurice

C a se lla ,  A lfredo

M lgot, Georges

Perform ances o f new music in  New York 

January  1928 ( c o n t 'd )

T i t l e

V io lin  so n a ta  
Chansons m adecasses

S u i te ,  "Through th e  look ing  g la s s "  *N.Y.

F o rty -second  psalm  Soc.

On h e a rin g  th e  f i r s t  cuckoo in  
s p rin g  

V io lin  concerto  
O vertu re  to  a comedy

Old poem 
The b u ck le  
S e g u illa  m urciana 
Nana
A r ie t te  ^
Das M arierileben (2 songs) ’ ^
P ie r r o t  lu n a ir e  ( s e le c t io n s )
La ro se e  s a in te
Tillim bom
Berceuse
Chant de l ’h o rlo g e  

"La g ia r a ” s u i t e  *

Les b a la d in s

P erform er 

P ro-M usica Soc.

Chamber Music Soc.

of th e  F rien d s of Music 
(Bodanzky)

P h i lh a r .  Orch. (Beecham)

Beethoven Sym. Orch. (Zaslawsky) 
I

G re ta  T orpad ie  (soprano)

P h i lh a r .  Soc. (M olinari) 

N ina K oshetz (soprano)
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P erform ances o f  new m usic in  New York

Composer

Ravel, M aurice

F a l la ,  Manuel de 
G retchan inov , A lexander 
Labunsky, F e lix  
Po h l, V ladim ir 
Barlow, Samuel 
T a y lo r, Deems

P u c c in i , Giacomo

January  1928 (c o n t 'd )  

T i t l e

L 'E n fan t e t  le s  s o r t i le g e s
Kaddish
La j o ta
Les c loches de Novgorod 
Ave M aria 
Two Russian a i r s  
Cherry t r e e  
Tw enty-eighteen

Turandot*

Sm ith, David S tan ley  
Goossens, Leon 
B l i s s , A rthur

Tan iev , S e rg ei 
Goos s e n s , Eug ene 
S til lm a n , M itja  
P ro k o fie v , S e rg e i

Honegger, A rthur

Sonata
Oboe co n certo  
Q u in te t

Q u a rte t no. 2 , op. 5 
S u i te ,  op. 6 
Im pressions
O vertu re  on Jew ish  themes 

, *
P a s to ra le  d'Jtze 

P a c if ic  231

B arto k , B ela 
S tra v in sk y , Ig o r 
M ilhaud, D arius

S tr in g  q u a r te t  no. 2
Three p iec e s  fo r  s t r i n g  quartetf*
S tr in g  q u a r te t  no. 6 *

Cadman, C harles W. Sunset t r a i l

P erform er 

N ina K oshetz (soprano)

M et. Opera

Leon Goossens (o b o e is t)

I
Stringwood Ensemble 

P h i lh a r .  Orch. (T oscan in i)
I

New World Qt.

I
Beethoven Sym. Orch. (Z i.law sky)
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Composer 

M ontemezzi, I t a l o  

Dukas, Paul 

T a y lo r, Deems 

R esp ig h i, O tto rin o  

C arp en te r , John Alden 

B artd k , Bela

Hindem ith, Paul

W elle sz , Egon 
Cow ell, Henry 
H indem ith, Paul

B auer, Marion 
B l i t z s te i n ,  Marc 
M aganini, Quinto 
Hammond, R ichard 
Barlow , Samuel 
H a r r is , Roy

P erform ances o f  new m u sic in  New York

February 1928 

T i t l e  

L’Amore d e i  t r e  re*

La p e ri*

The k in g 's  henchman*

I  p in i  d i  Roma*

Skyscrapers*

P iano so n a ta  
V io lin  so n a ta  no. 2 *
Seven H ungarian fo lk  tunes 
Seven p e asan t dances

Concerto fo r  o rc h e s t ra

S trin g  q u a r t e t ,  op. 28
Q u arte t p e d a n tic
S tr in g  q u a r te t  no, *'», op. 22

S tr in g  q u a r te t  
P iano so n a ta
Sonata f o r  f l u t e  and p iano  
Promenades se n tim e n ta le s  
th re e  songs
S e x te t f o r  s t r i n g  q u a r te t ,  

c l a r in e t ,  arid p iano

P erform er 

Met. Opera

Boston Sym. Orch. (K oussevitzky) 

Met. Opera

P h i lh a r .  Orch. (T oscan in i) 

Boston Sym. Orch. (K oussevitzky) 

B ela  B artok

P h i la .  Orch. (Monteux)

New World Q t.

I
League o f  Composers
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Composer

H o ls t,  Gustav

W einer, Leo 
K odaly, Z oltan  
B arto k , Bela 
Dohnanyi, E rn s t von

S ab a ta , V ic to r  de

B arto k , B ela

Berckman, Evelyn

Rethberg , E liz a b e th  
K in d le r , Hans

P i z z e t t i ,  I ld eb ran d o  
K rauss, M ichael

A lfano , Franco

F a l la ,  Manuel de

R avel, M aurice

W arner, H. Waldo 

Mason, D aniel Gregory

P erform er 

N.Y. Sym. Orch. (Damrosch) 

C in c in n a ti  Sym. Orch. (R einer)

P erform ances o f  new m u sic in  New York

February 1928 (c o n t 'd )

T i t l e

Egdon h ea th  

C arn iva l
Hary JSnos s u i t e  *
Piano co n certo  no. 1 
R u ra lia  h u n g a rica

Juventus

Piano s u i t e  no. 1 , op. 14

Au bord de l 'e t o i l e  m atu tin e

H ochzeit c a n ta ta  
C ello  s u i t e  in  C

Sonata in  F 
Sonata

Madonna im p eria

L'Amor b ru jo

Trio  in  A minor*
Deux m elodies heb ra iq u es

The p ixy r in g  *

"Three coun try  p ic tu r e s "  s u i t e

P h i lh a r .  Orch. (T oscan in i)

B ela B artok  ( p ia n i s t )

Beethoven Sym. Orch. (Zaslawsky)

Soc. o f th e  F rien d s of Music 
| (Bodanzky)

Lajos Shuk ( c e l l i s t )
I
Met. Opera

P h ilh a r .  Orch. (T oscan in i)

M aurice Ravel ( p ia n i s t )

I
London Qt.

American O rc h e s tra l  Soc. (C lif to n ) 258
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Composer

Blumer, Theodore 
Hadley, Henry

C arp en te r , John Alden 

C a s e lla ,  A lfredo  

J a re c k i ,  Tadeusz 

P i z z e t t i ,  I ld eb ran d o  

R avel, M aurice 

S tra v in sk y , Ig o r 

R avel, Maurice

Dunn, James P.

Perform ances o f  new m u sic in  New York

February  1928 (c o n t’d)

T i t l e

Wind q u in te t  in  F m ajo r, op. 34 
Rosen
C olloque s e n tim e n ta le  
Time of p a r t in g  
0 h e rm it,  o veery

March 1928 

Skyscrapers*

S i c i l ia n a  e b u r le s c a  

Chimere

La p i s a n e l la  (e x c e rp ts )  *

La v a ls e  *

Oedipus rex

Le tombeau de Couperin *
Tzigane *
La v a ls e

We

P erform er 

N.Y. Chamber Music Soc.

N.Y. Sym. Orch. (Damrosch) 

Compinsky T rio  

N.Y. Sym. Orch. (Damrosch) 

P h i lh a r .  Orch. (T o scan in i)

P h i la .  Orch. (Monteux)

Boston Sym. Orch. (K oussevitzky) 

N.Y. Sym. Orch. (Ravel)

I
Beethoven Sym. Orch. (Zaslawsky)
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Composer

P ro k o fiev , S erg ei 
W alton, W illiam

P u c c in i , Giacomo

M aganini, Quinto 
V arese, Edgar

G ardner, Samuel 
G ra in g e r, Percy 
Goossens, Eugene

Scwerby, Leo

Busoni, F e rru c c io

S t r in g f ie ld ,  Lamar

G ra in g e r, Percy

Sm ith, David S tan ley

P iem d,, G ab rie l

P u c c in i , Giacomo

H a l f f t e r ,  E rn esto  
F a l la ,  Manuel de

P erform ances o f  new m u sic in  New York

March 1928 (c o n t 'd )

T i t l e

S cy th ian  s u i t e  *
S in fo n ia  co n certo

La rond ine  
*

La rumba 
O ffrandes

Av horahamim 
Molly on th e  sh o re  
Divertissement

The I r i s h  washerwoman

S u ite  a rle q u in e sq u e

From th e  so u th e rn  m ou n ta in s: At 
evening 

C h ild re n 's  march*

Q u in te t in  E - f l a t ,  op. 56

Im pressions de m u s ic -h a ll

G ianni S ch icch i *

S in fo n ie t ta  in  D 
E l amor b ru jo

P erfo rm er 

Boston Sym. Orch. (K oussevitzky)

I
Met. Opera

l i t t l e  Symphony Orch. (B arre re)
I
Springwood Ensemble

P h i lh a r .  C h ild re n 's  Concert 

P h i lh a r .  Orch. (T oscan in i)

N.Y. Chamber Music Soc.

I
Lenox Qt.

P h ila .  Orch. (Monteux)

Met. Opera

N.Y. Sym. Orch. (Arbos)
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P erform ances o f  new m usic in  New York

Composer

Griffes, Charles 
S t i l l ,  W illiam  G rant

B loch, E rn est

S tra v in sk y , Ig o r  
F a l la ,  Manuel de

G r i f f e s ,  C harles

March 1928 (c o n t 'd )  

T i t l e

Pcc:« f or piano and flute 
Log cab in  b a lla d s

Concerto g ro sso

L’H is to i r e  du s o ld a t  
El r e ta b lo  de Maese Pedro ,*

P le asu re  dome of Kubla Khan

The L ittle Symphony (Barrere)
I
Soc. o f  the  F rien d s of Music 

(Bodanzky)
League of Composers
I

P h i lh a r .  Orch. (Goossens)

P ro k o fie v , S e rg e i

H i l l ,  Edward Burlingam e

Johnson, Horace

L aza r, F i l ip

Gershwin, George

S tra v in sk y , Ig o r

C hanler, Theodore 
P is to n ,  W alter

A p r i l  1928

V io lin  co n certo  in  D m ajo r, op. 19 Lea Luboschutz ( v io l in i s t )  

Symphony in  B - f la t

Imagery

Music fo r  o rc h e s t ra

Rhapsody in  b lue*

Le sa c re  du prin tem ps *

Sonata fo r  v io l in  and p iano 
Three p iec e s  fo r  f l u t e ,  c l a r in e t ,  

and bassoon

Boston Sym. Orch. (K oussevitzky) 

Beethoven Sym. Orch. (Zaslawsky) 

Boston Sym. Orch. (K oussevitzky) 

Roxy Sym. Orch. (Rapee)

P h i la .  Orch. (Monteux) 

C opland-S essions Concert
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Composer 

Thomson, V irg il  

Chavez, Carlos

D elaney, Robert 
S e ss io n s , Roger 
Copland, Aaron

Crawford, Ruth 
W eiss, Adolph 
Rudhyar, Dane 
P o r te r ,  Quincy

Perform ances o f  new m u sic  in  New York

A p ril  1928 (c o n t 'd )

T i t l e  P erform er

Five p h rases  from the  Song o f C opland-S essions Concert
Solomon 

S o n atin a  fo r  piano  
S o n a tin a  f o r  c e l lo  and piano  
S o n atin a  fo r  v io l in  and piano

May 1928

Sonata fo r  v io l in  and p iano  C opland-S essions Concert
Piano so n a ta  no. 1 ( f i r s t  3 m v ts .)
Lento m olto and rondino  fo r  

s t r i n g  q u a r te t  
Two p re lu d es
Twelve p re lu d e s  fo r  p iano  (4 p re lu d e s)
Three paeans i
Q u in te t f o r  p iano  and s t r i n g s  |

* * * * * * * * * * * * * * * * * * * * *
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Composer

Gershwin, George

Wagenaar, Bernard

W hithorne, Emerson

Hanson, Howard

K nipper, Lyof

Vaughan W illiam s, Ralph 
R esp ig h i, O tto rin o  
C a rp e n te r , John Alden

G ibson, Grace E l io t

F a l la ,  Manuel de

M ontemezzi, I t a lo

Juon , Paul 
B loch , E rn est

Perform ances of new music in  New York 

October 1928

T i t l e

Concerto in  F*

Symphony no. 1 

F a ta  morgana

Symphony no . 1 ("N ordic")

Legend o f  a p l a s t e r  god, op . 1

A London symphony*
I  p in i  d i Roma*
S kyscrapers*

O v ertu re , "En ra p p o r t"

E l amor b ru jo

L'Amore d e l  t r e  re

Q u a rte t f o r  p iano  and s t r in g s  
Q u in te t f o r  p iano  and s tr in g s *

November 192.8 (over)

Perform er

P aul W hiteman's Orch.

P h i lh a r .  Orch. (M engelberg) 

P h i lh a r .  Orch. (Mengelberg) 

Beethoven Sym. Orch. (Zaslawsky) 

P h i la .  Orch. (Stokow ski)

P h i lh a r .  Orch. (Damrosch)

Beethoven Sym. Orch. (Zaslawsky) 

Beethoven Sym. Orch. (Zaslawsky) 

Met. Opera 

Malkin T rio

263



R
eproduced 

with 
perm

ission 
of the 

copyright ow
ner. 

Further 
reproduction 

prohibited 
w

ithout perm
ission.

Composer

Kodaly, Z o ltan  
Bucharov, Simon

Hure, Jean

M a lip ie ro , Gian Francesco 

Bloch, E rn est 

S tra u s s ,  R ichard  

Strauss, Richard 

Cassado, Gaspar 

P u c c in i ,  Giacomo 

L a u risc h sk u s , Max 

Hadley, Henry

Cow ell, Henry 
Rovinsky, Anton 
O m s te in , Leo 
P ro k o fie v , S erg ei 
Iv e s , C harles

Perform ances o f  new m u sic in  New York

November 1928

Hary Janos s u i t e  
Sakhara (ex c e rp ts )

Serenade

Cim arosiana

C oncerto grosso

Die ae g y p tisch e  Helena

Die T ^g esze iten

Rhapsodia c a ta lo n ia

T urandot

Q u in te t in  C m ajo r, op. 23 
("Aus L itau en ")

Theme and v a r ia t io n s  fo r  chamber 
o r c h e s t r a ,  op . I l l

Anger dance 
Five p re lu d e s  
Scenes in  Chinatown 
Love fo r  th re e  o ran g es: march 
The c e l e s t i a l  r a i l ro a d  (b efo re  1912)

Perform er 

P h i lh a r .  Orch. (Mengelberg)

T o lle fs e n  T rio

Soc. of F r ie n d s  of Music 
(Bodanzky)

A llia n c e  Sym. Orch. (A. Biocli)

Met. Opera

P h i lh a r .  Orch. (Mengelberg) 

P h i lh a r .  Orch. (Mengelberg) 

Met. Opera

N.Y. Chamber Music Soc.

Anton Rovinsky ( p ia n i s t )
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Composer

S t e in e r t ,  A lexander 
S a lzed o , C arlos 
D elage, M aurice 
Krenek, E rn st 
Szymanowski, K arol 
P i jp e r ,  Willem 
Gragnani

A tte rb e rg ;  K urt

S tra v in sk y , Ig o r

P ro k o fie v , S ergei

Honegger, A rthur

P ro k o fie v , S erg ei 
J a re c k i ,  Tadeusz

Perform ances o f  new m u sic i n  New York

November 1928 (c o n t 'd )

T i t l e

Sonata, v io l i n  and p iano
P e n tac le
Ragamalika
Q u a rte t ,  op. 20
Three songs
s o n a tin e
c la r in e t  q u a r te t

Symphony no. 6 , op. 31

Apollon musagete

C la s s ic a l  symphony, op. 25

A l a  sa n te
Les saltim banques
C lo ti ld e
L* Adieu
Les Cloches
T ru s t y o u r se lf  to  me
In  sco rn  o f  s e l f - p r o t e c t io n
Since o th e r  f r u i t s  a re  l a t e
P ray er to  be an a r t i s t

P erform er 

Pro Musica

P h i lh a r .  Orch. (Mengelberg) 

Boston Sym.. Orch. (K oussevitzky) 

Boston Sym. Orch. (K oussevitzky) 

Louise J a re c k a  (soprano)
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Composer

B loch, E rn est 
R esp igh i, O tto rin o

T cherepn in , A lexander

B loch, E rn est

Berezcwsky, N ic o la i

M edtner, N ic o la i  
R esp ig h i, O tto rin o

B auer, H arold 
H aigh, Andrew

Bloch, E rn est

Tansman, A1 exander

Loysatn ikov 
Cowell, Henry

W agenaar, Bernard

Perform ances o f  new m usic in  New York

November 1928 (c o n t 'd )

T i t l e

Symphony ( " I s r a e l " )
Toccata

T r io , op. 34

December 1928 

V io lin  so n a ta  *

Hebrew s u i t e  

S o n a ta-b a lla d e
A ntiche a r i e  e danze p e r  l iu t o :  

s i c i l i a n a ,  g a g lia rd a  
B a r b e r in i 's  m inuet 
P re lu d e  in  G m inor

N ight

S u ite  fo r  two p ianos and 
o rc h e s t ra  

S o n atin a  fo r  p iano  
Paragraphs f o r  two v io l in s  and 

c e l lo  
Sonata f o r  p iano

Perform er 

P h i lh a r .  Orch. (Mengelberg)
I

Compinsky T rio

S y lv ia  Lent ( v io l in i s t )  

P h i lh a r .  Orch. (Mengelberg) 

Id a  Deck ( p ia n i s t )

F lonzaley  Qt.

P h i lh a r .  Orch. (Mengelberg) 

C opland-S essions Concert
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Composer

B l i t z s t e i n ,  Marc 
A n th e il ,  George

Toch, E rn s t 
C arp en te r , John Alden

R avel, M aurice

P ro k o fie v , S ergei

K odaly, Zolt&n 
H a rty , Hamilton 
S c o t t ,  C y r il

M iaskovsky, N ic o la i 
M edtner, N ic o la i 
P ro k o fie v , S e rg e i

M alip ie ro , Gian F rancesco  
K om gold , E rich

R esp ig h i, O tto rin o

Perform ances o f  new m u sic  in  New York

December 1928 (c o n t 'd )

T i t l e

Four songs f o r  b a r i to n e  and p iano  
S trin g  q u a r te t  no. 2

January  1929

Piano co n c e r to , op. 38 
Skyscrapers *

*
La v a ls e

Piano co n certo  no. 3 *

Hungarian so n a ta  
S u ite  fo r  c e l lo  
P a s to ra le  and r e e l

B iz a r r e r ie s ,  op. 25 
Deux contes
Piano so n a ta  no. 2: g a v o tte  and 

sch erzo

San Francesco d 'A s s is i  
S u ite  from in c id e n ta l  m usic to  

"Much ado about n o th ing"

La campana sommers a

Perform er 

Copland-S essions Concert
i

Boston Sym. Orch. (K oussevitzky)
I

Boston Sym. Orch. (K oussevitzky) 

American Sym. Ensemble (c o n d u c to rle ss)  

B e a tric e  H arriso n  ( c e l l i s t )

I
N ico las  K opeikin ( p ia n i s t )

P h ila .  Orch. (G ab rilo w itsch )

I
Met. Opera 267
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Composer 

B loch, E rn est 

Honegger, A rthur

Kienek, E rn st

P i l l o i s ,  Jacques 
R avel, M aurice

M a lip ie ro , Gian Francesco

Mason, D aniel Gregory 
R esp ig h i, O tto rin o  
P ro k o fiev , S ergei 
I b e r t ,  Jacques

Honegger, A rthur

Pow ell, John

Per::orm ances o f  new m u sic  in  New York

January  1929 (c o n t 'd )

T i t l e
*

Schelomo

Rugby
C oncertino  f o r  p iano  and o rc h e s tra  
P a c if ic  231 *

Jonny s p i e l t  auf

Cinq h a i- k a i
In tro d u c tio n  and a ll e g ro ,

Sonata a t r e

C h a n tic le e r  o v e rtu re  
G li u c c e l l i  
S cy th ian  s u ite *
Les e sca le s*

S tr in g  q u a r te t  
Hommage a Ravel 
Toccata  *
Paques a New York*
P a r t i t a  fo r  two p ianos 
Chanson de Roland 
Com plaints e t  d i t s  de Faul F o rt 
Le d 'it des jeu x  du monde

Negro rhapsody fo r  p iano  and 
o rc h e s t ra

P erform er

Soc. o f th e  F rien d s of Music 
(Bodanzky)

P h i lh a r .  Orch. (Honegger)

i
Met. Opera

N.Y. Chamber Music Soc.
(

E lshuco T rio

P h i lh a r .  Orch. (Mengelberg)

I
Pro-M usica Soc. (Honegger)

American Orch. Soc. (C lif to n )
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Perform ances o f  new m u sic in  New York

Composer

Honegger, A rthur 
B loch, E rn e st

February 1929 

T i t l e

Rugby
America

Bowen, York 
Goossens, Eugene 
Bax, Arnold

S tra v in sk y , Ig o r

Sonata fo r  oboe and p iano  
Concerto fo r  oboe and p iano  
Q u a rte t f o r  oboe and s t r in g s

S u ite  no . 2 fo r  sm all o rc h e s t ra :  
p o lk a, galop

Goossens, Eugene

Honegger, A rth u r

T ay lo r, Deems

M a lip ie ro , Gian Francesco

R athaus, K arl 
Copland, Aaron 
Castelnuovo-Tedesco , Mario 
Schonberg, Arnold

C a se lla ,  A lfredo

L ipsky, Alexander 
Dukelsky, V lad im ir

H a r r is , Roy 
Thomson, V irg il

K aleidoscope

T rio

The k in g 's  henchman*

Pause d e l s i l e n z io

Sonata
V itebsk
Dances o f King David 
S tr in g  q u a r te t  no. 2 (1907)

S eren a ta

Sonata f o r  v io l in  and p iano  
Three poems o f H yppo lite  

Bogdanovitch 
Piano s o n a ta  
C a p i ta ls ,  c a p i ta ls

Perform er 

Boston Sym. Orch. (K oussevitzky)

Leon Goossens (o b o e is t)

I
P h i lh a r .  C h ild re n 's  Concert

De Packh Sym. Ensemble 

P h i lh a r .  Qt.

Met. Opera

P h i lh a r .  Orch. (M olinari)

League of Composers

N.Y. Chamber Music Soc. 

C opland-S essions Concert
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Composer

Chadwick, George

In ch , H erb e rt 
Beach, John 
R ogers, Bernard 
Hanson, Howard

P i z z e t t i ,  I ld eb ran d o

T ay lo r, Deems

F a l la ,  Manuel de 

B ern e rs , Lord 

G ra in g e r, Percy  

F oote , A rthur 

Szabo, Ferenc 

Dohnanyi, E rn s t von

P erform ances o f new m u sic in  New York

February 1929 ( c o n t’d) 

T i t l e

Two symphonic sk e tch es

B a rc a ro lle  f o r  chamber o rc h e s t ra
A ngelo 's  l e t t e r
P a s to ra l
Pan and th e  p r i e s t  *

Concerto d e l 'e s t a t e

March 1929

S u i te ,  "Through th e  lo ok ing  g la s s "  
(ex c e rp t)  *

Three dances from "The t ’vree- 
co m ered  h a t"  *

The trium ph of Neptune

Molly on th e  shore

S u ite  in  E minor

Two sk e tc h e s  on H ungarian fo lk  
songs

S trin g  q u a r te t  no. 3 in  A m inor

Perform er 

American O rc h e s tra l  Soc. (C lif to n )  

P ro-M usica Soc. (Hanson)

P h ilh a r .  Orch. (Mengelberg)

P h i lh a r .  C h ild re n 's  Concert 

P h i lh a r .  Orch. (Goossens)

A rthur Hartmann Qt.

Boston Sym. Orch. (K oussevitzky)

H art House Qt.

i
O
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Composer

S c h e ll in g , E rn e st 
P ro k o fie v , S e rg ei 
R avel, Maurice

P i z z e t t i ,  I ld eb ran d o

B l i t z s te i n ,  Marc 
P e t i t ,  Raymond

K re in , A lexander

M o rris , H arold 
P is k ,  P au l 
Nystroem , Gosta

Cowell, Henry

G ra in g e r, Percy

B uson i, F e rru cc io  
Tommasini, Vincenzo

G retchaninov, A lexander

S ch n eid er, Edward

P erform ances o f  new m u sic in  New York

March 1929 (c o n t 'd )  

T i t l e

Im pressions o f an a r t i s t ' s  l i f e ’' 
C la s s ic a l  symphony, op. 25 
S u i te ,  "Daphnis e t  Chloe" *

Fra Gherado

P ercu ss io n  m usic f o r  p iano  
Hymns f o r  v o ice  and f lu t e  
C antique s p i r i t u e l  
Dark i s  thy g lan ce  
At the  dawn 
S tr in g  q u a r te t
Sange e in e s  fahrenden Spielmans 
Au fond de raon coeur 
Sous le s  e to i l e s  
P aragraphs f o r  two v io l in s  and 

c e l lo  *

Shepherd 's  hey

Rondo a rle c c h in e sc o  
P re lu d e , f a n f a r e ,  and fuga

L i tu r g ia  dom estica mass in  C 
Largo and f in a l e  fo r  s t r i n g  

o rc h e s t ra  
Five songs w ith  o rc h e s t ra

Saragasso

P erform er 

P h i lh a r .  Orch. (T oscan in i)

Met. Opera 

League o f Composers

Douglas Moore

P h i lh a r .  Orch. (T oscan in i)

Russian Sym. Choir and Sym. Orch. 
| (G retchaninov)

American O rc h e s tra l  Soc. (Clapp) 271
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Composer

C a tu r la ,  A lejandro  
Chavez, Carlos 
V illa -L o b o s, H e ito r

Roldan, Amadeo

P an iagua , Raul

Bloch, E rn e st

Jos te n , Werner

Vaughan W illiam s, Ralph 
Bloch, E rn est

H adley, Henry 

P ow ell, John

S tra v in sk y , Ig o r  

G r i f f e s , C harles 

S c h u ltz ,  Leo

P erform ances o f  new m u sic  in  New York

March 1929 (c o n t’ d)

T i t l e

Dos danzas cubanas 
S o n atin a
0 g in e te  do p ie rro z in h o  
P ro le  do bebe no. 1 
Dos canciones p o p u lare s  cubanas 
th re e  songs 
Leyenda maya

Concerto g rosso  *

Concerto sa c ro  fo r  s t r i n g  
o rc h e s t ra  and p iano  

Concerto accademico 
C oncerto grosso*

A p ril  1929 

Herod o v e rtu re

Negro rhapsody fo r  p ian o  and 
o rc h e s t ra  *

Les noces *

The w h ite  peacock

American o v e rtu re

Perfo rm er 

Pan American A sso c ia tio n

P h i la .  Chamber S tr in g  S in fo n ie t ta  
(S ev itzky)

J u i l l i a r d  School

Young Men’s Sym. Orch. (Hennenberg) 

P h i lh a r .  Orch. (Hadley)

League of Composers (Stokow ski) 

C leveland  Orch. (S oko lo ff)

P h ilh a r .  Orch. (T oscan in i)
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Composer 

P ro k o fiev , S e rg e i

G ia n in i, V i t to r io

Berezowsky, N ic o la i 
D ougherty, C elius

F i l i p p i ,  Amadeo

P erform ances o f  new m u sic in  New York

A p ril 1929 ( c o n t’ d)

T i t l e  Perform er

O vertu re  on Jew ish them es, op. 34 Hebrew A rt Ensemble

May 1929

S o n a tin a  in  F, m inor fo r  p iano  J u i l l i a r d  School
and v io l in  

S tr in g  q u a r te t  in  F minor 
Sonata  in  G -sharp minor fo r  

p ian o  and v io l in  
Q u in te t in  B m ajor f o r  p ian o  

and s c rin g s

******************
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