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PREFACE

The author spent the school year 1968-69 attempting to ascertain
the presence and scope of the gap between certain areas of contemporary
musical composition and the general audience.

Interviews were conducted with composers, conductors, performers,
teachers, and listeners throughout the United States. When interviews
were not possible, correspondence was used. Additional information,
previous to and during the study, was provided by reading, attending
live performances, and listening to recordings.

Further details are contained in Chapter | (Background for the
study), Chapter 11 (Methods), and Chapter IIl which introduces the main
body of the material and defines the major terms.
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SUMMARY

Description of the problem, scope, and objectives of the study.
During the past fi
growing concern and interest in contemporary music among musicians and
'"laymen'' listeners alike. Many music lovers have 2xpressed a frustra-
tion in not being able to comprehend and enjoy much of the ''serious'
composition of today. Normally, the question follows, '"lIs the problem
with me, with the composer, or with both of us?" They are asking, "Is
there a gap between many contemporary composers and the general audience

ive years the writer has become increasingly aware of a

today?"

During the course of this year the writer attempted to verify the
presence and scope of the gap, its causes, comparisons with other per-
iods, variation according to geographic location, and possible means of
bridging the gap.

Related topics included the composer's relationship to the audi-
‘ence during the process of composition, a consideration of the problems
of the listener when hearing new music, possible solutions to the prob-
lems, and problems of the composer.

Relationships of composers to performers and other intermediaries
were investigated and a brief examination was made of mixed media, elec-
tronic music, explanations of music during performances, the problems
of notation, and the opinions regarding the makeup of the ''new music"
audience.

Methods. The writer felt that the answers to the questions could
best be obtained by direct personal contact with a cross-section of
composers, performers, conductors, educators, and listeners throughout
the nation. Correspondence was used in some cases with interested par-
ties who could not be reached for personal interview.

Persons interviewed and contacted represented 20 states and 79
school systems, colleges, and universities. Twenty-one professional
centers or organizations were visited. A total of 231 persons responded
through personal interview or correspondence. The author attended a
total of seventy-one live performances. Reading and recordings provided
additional insights and information.

in addition, the author visited with hundreds of people-~in
buses, trains, and airplanes; at conventions; in hotel lobbies, restau-
rants, and homes. Although this procedure may vary somewhat from tra-
ditional research procedures, it has given the writer a feeling of the
pulse of the nation--a feeling of the attitudes of the musician and the
man in the street toward music.

A series of guide questions (see Appendix 1 of study) were used
in the interviews, but the conversations were not restricted to these.
The tape recorder and/or written notes were used to record information.




Although the patterned interview served as the main research de-
vice, information gained from personal observation, contemporary publi-
cations, conversations, and the hearing of musical performances will be
included when relevant.

Responses were grouped and analyzed.

Results. In the opinion of the writer, the study showed that a
rather large gap exists between non-conservative contemporary composers
and the general audience. Although most respondents ''felt' that the gap
is greater today than in other periods of music history, there was a ret-
icence to speak conclusively because of a lack of objective evidence of
its size in other periods.

This gap seems to be present rather equally throughcut the nation.

Opinion was divided as to the causes. Some felt that composers
had gone too far, too fast in departing from traditional procedures. The
majority of respondents felt that listeners must learn the new language
and make a greater attempt to follow the composer in his artistic quest,

A very strong majority felt that work must be done with youth to
help them understand and appreciate new music and to develop an ability
to differentiate between good and bad music.

Although composer-performer relationships are good in some instan-
ces, antagonisms also exist. Performers rebel against playing material
which does not fit established ""musical’ concepts. Performers are crit-
icized for being lazy, ultra-conservative, and giving poor performances.

An analysis of the gap and its relationships from the standpoint
of the composer, performer, and audience is made in consecutive chapters

(v, Vv, and VI).

Major causes of listener problems include lack of familiarity and
exposure, failure to become acquainted with the new language, the re-
sistance to accepting sound as sensation or experience, and failure to
realize one's expectations. Composers tend to label more sounds or com-
binations of sounds as 'musical' than do listeners. Eighteen additional

reasons are listed.

It is generally agreed that the audience is conditioned only to
music which is tonal, based on repetition, and is essentially homophonic.

Bridging the gap. Methods for bridging the gap are chiefly con-
cerned with attempts to assist the audience. Many of the suggestions re-
late to the roles that may be played by schools, colleges, and universi-

ties.

Suggestions include more listening to new music, composer-
performer symposia, better teacher training in twentieth-century music,
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and more quality live performances of new music. Additional recommend-
ations are the inclusion of a greater percentage of new mu¢ic in pro-
gramming, creation of college-community resource centers, attempts to
persuade good composers to write for youth, use of news media to reach
the public with information and recordings of twentieth-century music,
and inclusion of courses on new music in the curricula of schools and

colleges.

A controversial topic is whether or not the gap is greater now
than in other periods. The feasibility of such a study should be deter-
mined.

The recommendation of the writer is not that we blindly follow
the avant-garde composer wherever he may lead. Rather, it is that the
listening public must be muct better musically informed than it is so
that judgments of quality are possible. An educated public who can spot
and expose charlatan ''composers'' can do much to encourage and support
the good composers.

Even though there may be few giants in the field of music compo-
sition today, there are, contrary to a body of opinion, good composers.
There is also much activity in composition throughout our country. Al-
though it is impossible to predict from which soil our future masters
will spring, the presence of the seed and the elements for nurture which
are present in our society will, hopefully, bear fruit. This statement
is made with the knowledge of the problems and causes for pessimism
which exist.

Educational institutions must continually redefine their goals
and alter their teaching procedures when necessary. Music education has
not always reacted as well to new ideas and procedures as have other
subject-matter fields. We must be aware that we are nearly three-
quarters of the way through the twentieth century:

It is hoped that the information contained and the questions
asked and partially answered in this report may serve as a stimulation
to thought and action.




PART ONE. MAJOR TOPICS OF STUDY
CHAPTER |
BACKGROUND FOR THE STUDY

During the past five years the writer has become increasingly
aware of a growing concern and interest in contemporary music among mu-
sicians and ''laymen' listeners. Many music lovers have expressed a
frustration in not being able to comprehend and enjoy much of the ''ser-
ious'' composition of today. Normally, the question follows, ''Is the
problem with me, with the composer, or with both of us?'" They are ask-
ing, '"Is there 2 gap between many contemporary composers and the general
audience today?'

Because of the interest generated whenever this topic was dis-
cussed, the author chose to spend his sabbatical year 1968-69 in a study
of the topic.

The major topics of investigation during the course of the re-
search project were as follows:

1. |Is there a gap between the composer of ''serious'' contemporary
music and the general audience? The writer objects to the
use of the word ''serious'' to designate non-pop music but has
found that it is the designation which seems to be most eas-
ily understood.

2, |If a gap is present, what are its causes?

3. |Is the gap greater now than in other periods of musical
history, and if so, what are the reasons? It is realized
that a complete answer to this guestion may go beyond the
time limitations of this project.

L, 1If such a gap exists, is it essentially the same throughout
the nation, or does it vary according to geographical
location?

5. How do composers view the audience? Does the composer think
of the listener when he writes? Should he, or does he, make
any attempt to assist the listener?

6. If a gap exists, should attempts be made to bridge the dif-
ferences? |If so, what are the most effective methods of
doing it?

7. What elements of '"'new music'' give most listeners the greatest
problems? What can be done to eliminate or lessen these prob-
lems? What can the listener do for himself?
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8. What are the directions of contemporary music?

Inciuded in Chapter V is a discussion of the relationship of the
composer to the performer and other intermediaries. In scme circles
this is of even greater concern than that of the composer and the audi-
ence. Are performers reticent to rehearse and perform new music? Do
composers fail to understand the professional perfors r and his prob-
lems? Are composers seeking to eliminate the perfoi=-r? How can the

performer prepare himself to play {sing) the new mus:.?

Associated with the performer is the problem of new notational
procedures used by some composers. Should and can composers standard-
ize notational symbols rather than allowing a proliferation of them?

(See Chapter XI.)

One also asks, ''what are the possibilities of electronic music
and mixed media?" (Chapter IX.) Does explaining new music help "sell"
it? (Chapter X.) Who is the new music audience? (Chapter Xtl.)

The main thrust of the study was considered to be an information-
gathering function in relation to the hypothesis that there is a rather
wide gap between the contemporary composer and the genera! audience.

The writer felt that musicians are irterested in what colleagues
throughout the nation are thinking--not only among colleagues in a re-
stricted field but embracing composers, conductors, performers, educa-
tors, and laymen. |t was felt that a school year spent talking to peo-
ple in all these areas might result in a statement of the situation as
represented by a possible consensus. If a remedial procedure or proce-
dures are desirable and possible, suggestions might be forthcoming for
the implementation of these procedures. This is of special interest to
music education in terms of curriculum, performance, and goals.

Finally, the author has asked what function can or should educa-
tional institutions play in the field of twentieth-century music., The
century is already 70 per cent gone, The problems must soon be ascer-
tained and attacked if we are to find any solutions before the twenty-

first century is upon us.




CHAPTER 11

METHODS

Introduction. The writer felt that the answers to the questions
could best be obtained by direct personal contact with a cross-section
of composers, performers, conductors, educators, and listeners through-
out the nation. Correspondence was used in some cases with interested
parties who could not be reached for personal interview.

Persons interviewed and contacted represented 20 states, /9
school systems, colleges, universities, and various professional cen-
ters. A total of 231 persons responded through personal interview or
correspondence. As is to be expected, other contacts were attempted
but no answers were received to the correspondence.

The writer attended 71 concerts or performances during the course
of the year. A listing of the persons appears in Appendix 2, and the
musical perfcrmances in Appendix 5. Institutions and professional cen-
ters are found in Appendixes 3 and L.

In addition, the author visited with hundreds of people-~in
buses, trains, and airplanes; at conventions; in hotel lobbies, restau-
rants, and homes. Although this procedure may vary somewhat from tra-
ditional research procedures, it has given the writer a feeling of the
pulse of the nation--a feeling of the attitudes of the musician and the

man in the street toward music.

It may appear that the author's home region in the Midwest has
been slighted somewhat. Because of the time limits of the project, the
author chose to visit parts of the nation with which he was less famil-
iar in terms of persons, procedures, and attitudes. |t seems easier to
feel the pulse of an area in which one has lived much of his life.

A series of guide questions were used in the interviews but the
conversations were in no way restricted to these. The tape recorder was
used in some interviews--not in others. The advantages of the tape re-
corded interview are obvious; the disadvantages are the reticence of
some people to talk freely with a microphone and the additional and con-
siderable time necessary for the interviewer to transcribe the conversa-
tion following its termination. Careful note taking proved, in most
cases, to be the preferable procedure.

The friendship and hospitality on the part of musicians through-
out the nation was beyond expectations. Nearly 100 per cent of those
individuals contacted mrde themselves available for the requested inter-
view. This confirmed 2 previously held opinion that we human beings are
willing to spend an hour in conversation but find it more difficult to

answer correspondence.




Although the patterned interview served as the main research de-
vice, information gained from personal observation, contemporary publi-
cations, conversations, and the hearing of the musical performance will
be included when relevant.

Treatment of research findings. The writer has not attempted to
constrain the responses so as to fit a statistical model but seeks to
gain direction from them. This is an area which defies statistical de-
scription.

The responses obtained from the interview were categorized into
natural groupings related to type of response. For the most part, key
words or ideas were the specific determiners of classifications. Treat-
ment of the groupings have formed the basis for the writer's analysis.

Judgmental inference of response. The writer recognizes that
there is normally a polarity or range of respcnse from one extreme to
another. The purpose of the study, as stated previously, is to attempt
to ascertain the existence and amount of the gap between the contempo-
rary composer and general audience. One seeks to determine, if possible,
a consensus among composers, performers, conductors, educators, and lis-
teners. It is further recognized that the writer would have personal
perceptions and biases which would shape his inferences. It is beljeved
however, that his own training and experience would permit him to ap-
proach the data with an open mind.

Audience response. Responses of individuals to specific perform-
ances have been obtained by talking to them at intermission and foljow-
ing the performance, examination of press reviews, and the writer's ob-
servation of the audience reaction during the performance. This inclu-
ded an interview with one couple who walked angrily out of a concert.
The writer has parformed in and conducted hundreds of concerts during
his career and feels that he has gained a certain ability to detect au-
dience reaction through applause and watching physical responses, or
lack of them, of the members of the audience.




CHAPTER 111
THE "'CONTEMPORARY COMPOSER'' AND "'GENERAL AUDIENCE"

Introduction and definition of terms. Even though we are now
70 per cent of the way through the twentieth century, the music of the
past fifty years, or even of the entire century, seems to pose listening
problems to many people. It has been said that the musical language of
the nineteenth century has been so deeply ingrained in our senses that
deviations from those norms are often met with distrust--if not rejec-

tion and scorn.

It is generally agreed that we must soon redefine certain terms
in the field of music. The term ‘'contemporary composer'' is causing a
great semantic problem at this time. Barney Child's witty comment that
contemporary composers are from the ''upper dregs' of society may fa-
cetiously define the composer's status but was not meant to define the
term. Nor does the definition that '"he is a composer living in our own
time'" provide us any insight into the great difference in styles between
composers writing today. For purposes of our investigation of the gap,
we shall restrict cur study to the composers who designate themselves
'"middle of the roaders'' to those of the avant-garde. Because the ex-
tremely conservative composer continues to use materials which are rel-
atively familiar to his audience. the chance of the gap existing would
be considerably less. This does not in any way postulate a judgment of
quality as concerns the varijous styles.

The '""general audience' offers still another problem in semantics.
The writer, after a year of travel throughout the nation, believes that
it is possible to speak of a general audience which will be basically
the same in most regions of the nation. This excludes concert audiences
which are, by their defined natures, specialized. Examples include the
fine Monday Evening Concerts in Los Angeles, concerts of experimental
music, and programs designed to attract only a very small segment of the
listening public. The writer designates a general audience as a gioup
of people interested sufficiently in music to attend concerts and/or
purchase recordings. Although the pop music and art music fields seem
to be approaching each other in some respects, our definition excludes
the listener who is interested only in the pop field.

Such a general audience, in the opinion of the writer, might just
as easily be found in New York City; Cmaha, Nebraska; Sioux Falls, South
Dakota; Tampa, Florida; San Jose, California; Austin, Texas, or Baton
Rouge, Louisiana. Although American audiences may not be as consistent
or similar throughout the nation as is Rinso or Campbell Soup, the Amer-
ican musical public does not seem to vary a great deal from cne part of
these United States to another. However, in any area a good college or
university can raise the cultural level of its community.

Chapter IV discusses the composer-audience gap in relation to the




composer, Criticisms of the composer and his style together with state-
ments of composers are included. Chapter V focuses on the intermediar-
ies which are sometimes accused of preventing the composer from properly
communicating with the audience. In this category one may place the
performer, conductor, orchestral managers, teachers, and the entire
American concert structure. The problem of '"too much music! is also
discussed.

Chapter VI considers the gap from the standpoint of the listener
and his problems. The new aesthetics with which he is faced is also
considered.

10




CHAPTER 1V

THE COMPOSER AND THE GAP

Introduction. There is no question in the minds of the great ma-
jority of those interviewed that a composer-general audience gap of
considerable size is present in the United States today. Although most
""felt' that the gap is greater today than in other periods of music his-
tory, there was a reticence to speak conclusively because of a lack of
objective evidence of its size in other periods. This gap seems to be
present rather equally throughout the nation.

There did not seem to be an appreciable difference between the
reaction of composers to the presence of the gap and those of conduc-
tors, educators, performers, and the general listeners. The latter
group seemed to fee! that the gap was greater than did the composers,
but the difference was not as great as one might suppose.

Most, but not all, look to education of the young as a means of
reducing the cleavage. Some feel that it should be present, will always
be present, or that it wili take care of itself.

Opinions about the gap. The American composer is an interesting
person. The writer, not a composer, found the musical creative artist
to be frank, sincere, dedicaeted, and concerned with his art. Because
the greatest percentage of composers in the nation earn their livelihood
as a part of college and university faculties, most do not have the time
to compose as much as they would like. For some ccmposition teachers,
the teaching load may virtually mean the end to creative composition
just as studio teaching or public school teaching sometimes leads to the
end of performance on the part of the teacher.

Some composers expressed surprise that the writer would travel
about the nation talking to composers-~-of all people! Others found that
the questions asked touched sore spots and gave them opportunity to vent
opinions which had evidently been boiling for some time.

Appraisals of the gap's presence--present and future, vary from
the extremely pessimistic to the mildly optimistic. Henry Pleasants in
his 1955 publication, The Agony of Modern Music, makes statements about
the composer and the audience which still find considerable agreement in
the nation in 1969:1

The contemporary composer, preoccupied, not with himself nor with
society, but with the problem of how to continue in a tradition es-
thetically and technically exhausted, and contemptuous of the music
that exhausted it, produces a music of technical excogitation in
which the listener finds neither pleasure nor the reflection of any-
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thing of the least concern to him. . . . Society's concept of the
composeir-audience relationship is as distorted as the composer's.

It imagines the present situation to be a replica of what has been
happening for generation after generation for a century and a half--
which it isn't and assumes that the next generation will be listen-
ing to this music with rapture--which it won't.

A strong majority of the composers consulted felt that there is
ind2ed a considerable gap between the contemporary composer and the gen-
eral audience. In the following pages we shall discuss some of the
charges leveled against composers for allegedly creating or sustaining
the gap.

Composers are given opportunity to state their opinions--in the
process confirming, denying,or expressing their thoughts on the subject.
Quotations occur often because it is felt that the composers speak best
for themselves.

Hindemith said that, ''the so-called modernist composer and the
ordinary concert-goer, each following his own line of interest and to-
tally disregarding the other's considerations, are drifting apart, and
the gap between them is widening with eack further-performance of an
obscure piece."

Pleasants paints a bleak picture and normally blzmes the composer
for the gap which he says exists. He says:3

In short, the puzzlement and frustration that trouble both compo-
ser and listener in their efforts to understand the unpopularity of
modern music and the characteristics that make it unpopular, are de-
rived, not simply from a failure to solve the problem of getting
composer and listener together, but from a failure to recognize
that the problem is insoluble. He [the composer] is both the ben-
eficiary and the victim of a concept of musical history that pro-
ceeds from the assumption of music as the product of composers
rather than of societies.

Elliott Carter, writing in The American Composer Speaks, offers a
reason for the gap buthfeels that strong music has the power to get
through to the public:

Likewise, the amassing of vast amounts of information about all
branches of this art tends also to draw it away from the general
public,since there is so much to know that the public simply becomes
discouraged. For the composer, in spite of all, does write for a
public. . . . For now we can see that strong commanding works of art,
no matter how strange they seem on their first appearance, sooner or
later reach the public. Their intrinsic quality acts as a centripe-

12
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tal force that first educates the musical profession and finally
the public to understand.

Although listeners sometimes seem to feel that the composer has
no concernsfor them, the French composer, Victor Legley, indicates
otherwise:

In very recent years, not only the organizers, but also the com-
posers, have, however, discovered that it is necessary to bridge the
abyss between themselves and the public. . . . | fear my country is
not the only one where one modern work on a programme is sufficient
to make the public decide to go to a football match instead.

Has the gap always actually existed? It is the opinion of the
writer that one of the key questions which has not been settled and
which serves as the focus for so many arbitrary statements is, ''Has
there always been a substantial gap between the good composer and the
audience of his own time, or is this something particularly unique about
our own era?"

"There has always been a big gap,' is a frequent statement. but
there seems to be little or no research on the subject. Slonimsky's

Lexicon of Musical invective, interesting as it is, may not mirror the

representative thinking of the generai pubiic in the period of the re-

view quoted. The guidelines of this study did not allow the writer to
pursue this extensive a study but there are persons who are quite con-
vinced that there has not always been an extensive gap between the good
composer and the general audience.

Pleasants says that, ''the most devastating single inhibiting fac-
tor standing in the way of spontaneous and honest judgment of modern mu-
sic is the general acceptance, among professionals and laymen alike, of
the fable that new serious music is never 'understood' and appreciated
in its own time."

He says that society assumes that the present gap between the
composer and public is the normal relationship and that it has always
been so. ''The truth,' he reiterates, ''is that every great composer,
without exception, has been appreciated, admired, applauded, and loved
in his own time; even those who died miserably died famous.'

Alfred Reed at the University of Miami at Coral Gables would seem
to agree. He maintains that ''the center of gravity is still the audi-
ence,'' and that: 8

The history of music is the history of the composition and per-
formance of works that have been accepted by the audience as a
whole--not just one portion of that audience, the critics, the aca-
demic, the wealthy, poor, or middle, the traditional, rock and roll
(related to the present day), way out group, but as a whole.

13




Dr. Reed told the author that he had a $1000.00 check for anycne
who could provide evidence to support a convincing position that any
particular composer whom succeeding times generations consider as
great'' did not leave his mark on the public as a whole within his own
lifetime; whom we could not consider a '‘success'' (aside from the finan-
cial connotations of the term) in his own lifetime.

If such a detailed study has already been made, the author would
appreciate being apprised of it.

Stuckenschmidt takes a different, pessimistic position. He
writes in his new book, Twentieth Century Music, that, ''the recurrent
complaint that there is a gulf between the art which is for the initi-
ated and that which appeals to the naive general public, cannot be an-
swered.!" He goes on to say: ''But have things ever been otherwise?'
This again then, is the bone of contention! He explains:3

In the Middle Ages there was one art for the experts and another
for the lay public: an irreconcilable, or apparently irreconcil-
able, split between the riddle canon and the isorhythmic motet on
the one hand, the Minnesang ard dancing songs on the other.

Looking at the history of the arts in broad terms, at the ebb and
flow of their outward forms, two tendencies, at times in conflict
and at times reconciled, may always be seen. One is born of a
feeling of community and a desire to be understood. The other stems
from a feeling of individuality, with creative man seen as the mea-
sure of all things. Now, it is certainly the creative individual
who makes discoveries and brings about the enrichments of language
that are the medium of all Western intellectual and artistic devel-
opment. But equally certainly there is an aspect of creativity
linked with what Jung calls the ''collective unconscious,'' with a
shared, inherited recollection of experiences going back to the
childhood of human history.

It is to be hoped that if we are rot in the pendulum swing of
community and a desire to be understood, we are at least in the period
which may be or lead to a period of true creativity.

We acknowledge the presence of a large gap now. Whether this has
always been true would be an exciting research project for some inter-
ested scholar.

"The gap always present theory" is espoused by Alfred Franken-
stein in The Modern Composer and His World. However, he suggests that
it is the role of the music critic to help close it: 10

Whether we like it or not--and many dislike it intensely-~there
has been a gap between the composer and audience for the past three
hundred years. It is the function of musical criticism to close
that gap, so far as a structure of words can do so; perhaps it would
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be better to say that it is the function of musical criticism to
speed the closure rather than effect it.

1s composer isolation desirable? Although musicians may be ac-
quainted with the title of Milton Babbitt's, '"Who Cares if You Listen?"
(1958), many do not seem tc be acquainted with the content. He ac-
knowledges and frankly states that it is to the advantage of the com-
poser to maintain and extend the gap: 1l

Towards this condition of musical and societal '"isolation' a va-
riety of attitudes has been expressed, usually with the purpose of
assigning blame, often to the music itself, occasionally to critics
or performers, and very occasionally to the public. But to assign
blame is to impiy that this isolation is unnecessary and undesir-
able. It is my contention that, on the contrary, this condition is
n:t only inevitable, but potentially advantageous for the composer
and his music. From my point of view, the composer would do well to
consider means of realizing, consolidating, and extending the advan-
tages.

The unprecedented divergence bztween contemporary serious music
and its listeners, on the one hand, and traditional music and jts
following on the other, is not accidental and~-most probably--not
transitory. Rather, it is a result of a half-century of revolution
in musical thought, a revolution whose nature and consequences can
be compared only with, and in many respects are closely analogous
to, those of the mid-nineteenth-century revolution in mathematics
and the twentieth-century revolution in theoretical physics.

Why should the layman be other than bored and puzzled by what he
is unable to understand, music or anything else? It is only the
translation of this boredom and puzzlement into resentment and de-
nunciation that seems to me indefensible. After all, the public
does have its own music, its ubiquitous music: music to eat by, to
read by, to dance by, and to be impressed by. Why refuse to recog-
nize the possibility that contemporary music has reached a stage
long since attained by other forms of activity?

The majority of composers interviewed are concerned that people
listen to their music and hope that their music will be well received.
The Babbitt opinion, right or wrong, represents a minority opinion,

Peer pressures. There seems to be considerable social pressure
within the composer's worid. To be a traditionalist is to be old fash-
ioned. In a recent television interview, Aaron Copland admitted that it
seemed a bit strange to him to be considered old hat by younger compo-
sers. Legley speaks of this and mentions that the ultra-modernists are
considered by the traditionalists as ''mere makers of strange noises!'

He concludes that: 12
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Both are wrong. The public concludes that composers are a very
strange kind of creature and lose their interest. . . . There are
too many composers more interested in the problem than in the re-
sult. People don't worry about problems. |f they don't find music,
they stay at home. And--whether we like it or not==in the end it is
always the public that is going to be right,

The noted American composer, Morton Subotnick, says that it is
with his peers that the composer should be coricerned as he writes-=not
with the masses, ''or a whole vast audience of people that we've never
seen and never will see.''13 The problem of identity for the twentieth~-
century composer has been discuscsed frequently. He feels that the com-
poser not knowing what his group is and not having found his identity
mgy have somathing to do with the explosiveness of style.

The composer and newness. We recognize the fact that in practi-
cally all of life's experiences, that which is new is strange. ldeas
are often held long after their usefulness has passed because the pos-
sessor fears to espouse new ones. Virgil Thompson is quoted as saying
that good music should have a unique strangeness, and with it the desire
to hear it again and re-experience this attractive Strangeness.ih

But newness is present in other fields as well. Richard Bowles
points out the gap between the specialist and the citizen may be greater
in the technological and scientific fields than in the arts. He says,
''l| believe this gap is something we must learn to live with, rather than
to oppose.' 15

It is the responsibility of composers to look for the new and
they should not be blamed for the failure of an uncooperative audience
to comprehend the new.

Although one recognizes that ''new is strange,! criti¢s of new mu=
sic wish it were not that new all at once.

John H. Mueller speaks of !increments of novelty' in his article
on '"The Aesthetic Gap Between Consumer and Composer.' He strikes out at
the commoniy accepted theory that there has always been a gap and there
always will be one (discussed earlier in this chapter), by saying:!

0f course, all music was new once. But it was not always equally
new. Great music has indeed introduced novelties, perplexing many
auditors while maintaining and exciting the interest of others. |t
can be shown however, that these novelties represented the kind of
deviations which could be more or less quickly absorbed and which
enhanced, rather than smothered, public interest and curiosity. By
and large, this is not true of much of our contemporary music of the

last khalf century.
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He goes on to say that a reading of music history shows that the
only real gap between composer and audience is in the twentieth century.
It is not newness itself wnich may alienate but. . . '"rather whether the
increments of novelty which they represented was within the power of the
general audience to absorb them.''!7 Mr. Mueller adds that:]g

Today it is the freedom, in fact the urge, for the experimenta-
tion which affords the artist some of his greatest satisfaction. He
glories in this while technically, in eighteenth-century terms, he
is actually unemployed. What is the composer to do? He has lost
his place in society. To entertain himself, to cultivate self-
expression for its own sake, he becomes experimental and free of
control, but at the same time he is frustrated, fretful, and anti-
social, musically speaking. Any conformity is derogated. |If soci-
ety is unwilling to understand him, this modern composer, he is even
less willing to understand society. Consequently, in sociological
language, the composer becomes musically alienated. . . . It is not
merely the size of the gap that poses the problem, but rather it is
the amount of apathy or resistance which the sudience feels and the
depth of the indifference which the composer displays.

Other composers aiso indicate that alienation results from too
many ''increments of noveity.'' Kechley says that in contrast to the pre-
sent, previous avant-garde composers maintained a link with the past
by using many of the same materials as had been used in the past. This
kept an avenue of communication open between the composer and the lis-

tener,

Criticisms, Composers are eager to point out that a sifting pro-
cess is continually taking place in the arts--differentiating the good
from the mediocre and the bad. It is undoubtedly irue that much music
fails to get through to the listener simply because thé piece is bad.
The sooner it dies the better!

In addition to the charge that there is much bad music written
today, other criticisms are being leveled against the music of the con-
temporary composer. In the following paragraphs we shall examine some

of them.,

Alfred Reed remarks that there are considerably fewer ''true com-
posers'' than the number of people who call themselves composers when he

says: 19

A composer does not become a composer because he has studied x
number of years with x number of teachers or because he has written
x number of compositions. He becomes a composer only when, and if,
an audience listens to his music and says in effect, ''ves, that re-
ally grabs me. That really says something to me; that communicates
with me." At that point the composer may say he is a composer,
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Reed also emphasizes that composers sometimes tend to forget that

when we perform non-programmatic music we are asking the audience to
grasp the structure only through hearing, not an easy task.

Although egotism,at least to some degree, is thought to be a nec-
essary part of the personality of the creative individual, some persons
feel that the avant-garde composer often loses sight of 'reality." A
music drpartment chairman inquires:20

Is it possible to regard the most ardent advocates of the 'new
music' as ''generals without armies,'" who imagine that they lead
vast hordes, but who in fact command only a corporal's guard? Does
their loud lamenting about "'aesthetic gaps,' and their vociferous
condemnation of all opposition only make them appear increasingly
divorced from reality? Why do we not hear about aesthetic gaps
from composers aof the rank of Richard Rodgers?

He expresses a frequently heard question from listeners who ask
why listening should not be pleasurable when he queries:21

Why should listening to ''new music'' be commonly accepted as an
experience %o be borne with some fortitude, akin to taking castor
oil or havirg a tooth drilled--a ''useful discipline," somehow eno-
bling to the spirit, but pretty painful? 1Is it really true that
this resuits only from the lethargy, apathy, or stupidity of the
general audience or from their perverse refusal to accept the new?
Might the sheer paucity of musical content of the '"'new music' have
something to do with it?

A leading trumpet pilayer and teacher feels that the poor quality
of much new music is the result of the type of person that sometimes de-
cides to become a composer:22

I feel the basic problem is that so many of the new music compo-
sers have questionable musical ability. In the many years | have
been associated with music students, | find that most of the student
composers come from the ranks of the unsuccessful performers. Some
cf these people of my acquaintance have become national figures in
composition, and | have little respect for their musical ability and
their compositions. Obviously, these people are recognized by some-
one or they could not become well known. It is difficult for me to
understand how a poor trumpet player, turned composer, suddenly has
the right to decide how the trumpet should sournd and how it can best
be written for. 0ften this same person has the chance to conduct
his works when he very well might be the weakest musician in the

room.
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Another performer-teacher, several thousand miles away from the
previous one, speaks in the same vein:23

I really feel that composers and composition teachers encourage
much of our current bad crop by being exceedingly permissive in what
their students are encouraged to produce. Anything for the muse you
know, and we must not stifle any creative urges. Unfortunately, un-
skilled composers are being turned loose on the entire sound and
rhythmic spectrum, and their standards of excellence and abilities
to organize materials are light years behind their desire to create
the new sound.

Composer Warren Benson says that, ''we have had a lot of innova-
tion but not much artistry,“24 while Bottenberg believes that, '"'if we
aim less at immortal masterworks of overwhelming originality and more at
something which can be understood, played, and enjoyed by the music lov-
er, we will deceive ourselves less and give better service.'25

Martin Maiiman speaks of creativity as having two facets: 1. New
things 2. Seeing things in new relationships. Mailman is presently
especially interested in the second aspect. Perhaps there are many com-
posers in the nation who are spending their time looking for novel as-
pects when they may have the talent to show us new and exciting things
about sounds which already exist.

In summary, it seems to this writer that it would be wise for the
music profession to remind itself of the self-evident fact that general-
ization is a dangerous thing. Let us avoid putting all new music into
one category and either praising it or condemning it. All fields have
their chariatans and their ''inefficients."" There are good and bad doc-
tors, carpenters, and farmers. We need to learn to differentiate qual-
ity from lack of it within the field and thus speed the sifting process
~--already an accomplished fact with most of the music of the past.

While this is taking place, protagonists of new music need to be
listening to the criticisms, and, when valid, heeding them. Surely it
is the good composers who have the most to gain from a quality-knowledg~
able group of performers and listeners who will hopefully boo or bravo
for the right compositions.

Additional criticisms. A particular segment of contemporary com-
position is blamed for over-intellectualism--a frequently stated contri-
butor to the gap. The gamut varies from those who state that, ''the arts
are not about intelligence but about emotions and feelings,'26 to Dr.
de la Vega and others who say that, ''Those who can enjoy the intellec~
tual and the physical are the more fortunate. Those who can enjoy only
the physical response of music are only enjoying half the possible.!27/

To define '"expressive'' is difficult, but the word occurs and re-
occurs often in discussions of our present music. A graduate student,
James Code from Miami states, ''l feel that the composer, if indeed he is
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concerned about reaching a larger audience, should try to write more ex-
pressively no matter what idiom he uses.''28 However, many composers are
not at all concerned about the size of the audience which they reach.

It is said that in some circles it is a mark of prestige to appeal to a
very few.

Ingolf Dahl also scolds certain composers for contributing to the
alienation by a lack of willingness to take the concerns of the perform-
ers into consideration. This will be discussed further in Chapter V.

He also criticizes complexity for the sake of complexity, and for too
much reliance on tone color as the main element in composition. Tone
color, '"is on a rather low level of the value hierarchy.'29

Many of the procedures which bother listeners will be treated in
Chapter VI because they are more a part of learning a new musical lan-
guage than they are valid criticisms of the composer. Some listeners,
of course, criticize the composer for anything which does not give them
immediate pleasure.

Avant-garde composers may consider many of the above criticisms
as compliments and feel that they are indeed making progress in pursuit
of their individuai feelings about music., The public is not always as

sure,

Although Pleasants' carping is probably anthema to most avant-
garde composers, he does verbalize rather well many of the comments
heard during the year. His feeling that present composers are not a
part of their time seems to be his ostinato:

It is his failure to meet contemporary requirements that distin-
guishes the contemporary composer from composers of an earlier
epoch. Previously it could aiways be said that composers repre-
sented the taste and the emotional and intellectual characteristics

of their own time.

It is suggested that there is something superficial about the man
at peace with himself and society, and something inferior about mu-
sic which has no other purpose than to please.3l

In Haydn's day, composers wrote to please their listeners and
were delighted and even moved when their listeners were pleased.
Their point of departure was a styie and a compositional frame of
reference with which their listeners were familiar. This did not
rule out novelty and originality. . . . He had both more sense and
more humility than to burden them with more novelty than he esti-~
mated they could assimilate.32
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This is another reference to the '"'increments of novelty'" which
were mentioned earlier in the chapter.

Pessimism--some reasons. The failure of many organizations to
program contemporary American music is a source of constant annoyance to
composers.

Ingolf Dahl is pessimistic about the future of the contemporary
composer, pointing out that in certain esteemed concert series not one

.piece of American music is programmed. An audience can hardly learn to

love new music if they are not given opportunity to hear it!

The cost involved in a large professional group rehearsing and
performing a new work tends to limit even first performances. Insuf-
ficient rehearsal time often results in poor performances.

Many composers are turning away from writing for orchestra and
now devote their attention to chamber groups. Only the person who has
copied a full score and parts for a large group can appreciate the time,
effort, and cost involved. Second performances of new orchestral works
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