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Enough has been said to show that music
has a ;mwcr of forming the character and

should therefore be introduced into the
education of the young.
Aristotle
Music Appreciation is a racket.
Virgil Thomson

B Music, it will be remembered,
was once an honored and honorable
study required of all claiming to
be educated. Treated philosophi-
cally by the ancients, music was
considered capable of corrupting
youth and capsizing the State; for
early Christians, music descended
directly from God and its powers
dangerously rivaled the Gospels. On
Plato’s advice music occupied an
idealized and respected pedestal in
the educational process next to
mathematics, geometry, and astron-
omy. Today, however, a plea that
music should occupy an equal po-
sition in the twentieth-century
quadrivium of sciences, languages,
business, and home economics,
would certainly be looked upon as
incredulous; courses in advance
weight lifting, marriage, and driv-
er's training seem more relevant in
our scheme of things.
Nevertheless, since about 1939,
educators have made up their
minds that music is somehow im-
portant to a liberal education. With
the nineteenth century still blow-
ing hot, no one had ever openly
denied the importance of music,
casual as this importance might
have been. For university adminis-
trators, music was suspect, having
little to do with logic, discipline, or
scientific method. An interest in it
indicated possible effeminacy or
watering of the brain; it was, at
best, an amorphous, harmless
pastime properly grouped with
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morning teas and sewing circles,
There were conservatories training
professional musicians while uni-
versities shyly handled musicologi-
cal studies. To admit music courses
into academia as interdisciplinary
studies for nonprofessional pur-
poses must have seemed as aca-
demically  corrupt  as  installing
courses in fingerpainting for ath-
letes. The rather uneasy decision,
to insert music courses into the lib-
eral arts curriculum, was edged
along by the mountains of Musik-
wissenschaftslehre spewed up by
nineteenth-century  German  uni-
versities and by inferiority feelings
that we, a nation of businessmen,
neither possessed nor valued cul-
ture. Whereas the first reason only
involved academic respectability,
our inferiority complex was cor-
rectly diagnosed and music ap-
preciation classes were prescribed.
It is not my intention to hcap
more verbiage on the perennial
question “can appreciation be
taught?  Appreciation  devotees
point out that familiarity with cer-
tain musical works through listen-
ing osmosis, plus a properly mecas-
ured dose of music history will
kindle the glories of music for every
sophomore." Critics, on the other
hand, indict music appreciation
with righteous glee:
In colleges the appreciation of music
is a shop course and as such it fills a

'"This argument seems as specious as the
one advanced toward the general public
by orchestra business managers who hope
to prepare the public to appreciate Brahms
by scheduling concerts of Victor Herbert
and “popular” themes from television. A
prominent orchestra recently presented a
concert of music from “Bonanza,” “Peyton
Place,” “Ben Cnsey." “Wagon Train,” and
“What's My Line?” Obviously (one hopes)
the purpose of such a program is fund
raising—but let’s not confuse motives.

need for many a busy (or lazy) stu-
dent. As anything else it is hard to
defend—Music is neither taught nor
defined. It is preached. A certain
limited repertory of pieces, ninety per
cent of them a hundred years old, is
assumed to contain most that the
world has to offer of musical beauty
and authority. It is further assumed
(on Platonic authority) that continued
auditive subjection to this repertory
harmonizes the mind and sweetens the
character, and that the conscious
paying of attention during the auditive
process intensifies the favorable reac-
tion. Everyone of these assumptions is
false, or at least highly disputable,
including the Platonic one . . . every
psychological device is used to make
the customer feel that musical non-
consumption is sinful. As penance for
his sins he must: Buy a book, Buy a
phmu)fmph, Buy records . . . it is
a racket.’

Stated in 1939, Virgil Thomson’s
words still peal ominously today.
Is the case for music worth the
winning?

Every culture of every age, from
aboriginals to television producers,
has affirmed music. Plato’s Repub-
lic championed music, Aristotle is
hailed the father of music education
and many religions enlist the power
of music. Gothic architecture looked
to music for symmetry and the
heretic was deprived of hearing
the Mass. Indeed, if one considers
the history of civilization as a tug-
of-war between sacred and secular
ideologies, then no art or philosophy
as a microcosm better exemplifies
the vicissitudes of the Western
spirit than does the history of
music. Savonarola and Calvin both
blamed any fall from virtue on

*Virgil Thomson, The State of Music,

2nd ed. (New York: Vintage Books Inc.,
1962), pp. 111-118,
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the Liberal Arts

music and the 1562 Council of
Trent was summoned to curb
music’s insidious influence on the
faithful. The Elizabethan Age is
ideally preserved in the madrigal’s
wedding of poetry with music. The
Age of Reason proclaimed all emo-
tions could be embraced and cate-
gorized into a musical Doctrine of
Alfections. Beethoven monumen-
talizes the dignity of the individual,
Wagner prophesys doom for men
who would be gods, and Hitler
stated “whoever wishes to under-
stand National Socialism must un-
derstand Wagner's music.” Arthur
Koestler in his Invisible Writing
recalls how the chorale-ode was the
highest  expression  of brotherly
Communism. And what of the uses
of music in our own time and plncc?

Football games are won and lost
to blaring bands. beauty queens
are crowned to sleazy saxophones
and commercial music tells us what
to eat, drink, or how to become an
individualist by smoking brand X,
to the tune of a billion dollar jingle
business.” This alone should give
us ample reason to ponder the role
of music in our society. What of
the hundreds of publishing houses
supplying mail order hymms to
thousands of churches oblivious to
Nietzsche and the New Theology
or Stravinsky's recent sacred music
which is never heard within a
church? Composer John Cage con-
cludes a concert of his music by
drinking a glass of water with a
contact microphone strapped to his
throat; he tells us that “art should
be an affirmation of life—not an
attempt to bring order out of chaos

*One wonders how academic authorities
would react to the inclusion of a course in
jingle writing in a university catalogue?
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nor to suggest improvements in
creation, but simply a way of wak-
ing up to the very life we're living,
which is so excellent once one gets
one’s mind and one’s desires out of
its way and lets it act of its own
accord.”™ As the most abstract of
the arts, music, can naturally reveal
men’s highest aspirations.

Despite the abberations of to-
day’s commercial music, it would
seem there are plvnlil‘ul reasons for
courses in appreciation but, what is
there to appreciate? Another hear-

Directly following this article the au-
thor presents the first in o series of
“Essays in Miniature” featuring im-
portant musical compositions and de-
velopments of the twentieth century.
The series will include analyses of
works by Webern, Schoenberg, Hinde-
mith, Stravinsky, Stockhausen, Cage,
and others. The author is Assistant
Professor of Theory-Composition, De-
partment of Music, The University of
Texas, Austin, where he teaches a
Masterpieces of Music course.

ing of Symphony Number Some-
thing-Or-Other, or a compilation of
stylistic traits seem pointless. Yet,
of all liberal arts studies, it is my
contention, none feels the pulse of
our time as acutely as does music.
An obvious example bearing out
this claim is the hallowed, almost
ascetic revival of folk song litera-
ture. The subject matter of folk
songs, real and pseudo, ranges from
teen-age alienation, middle-age
hypocrisy, to death in Viet Nam.
Furthermore, the folk song’s popu-
larity was ignited not by the
‘John Cage, Silence (Middletown, Con-

necticut: Wesleyan Universtiy Press,
1961), pp. 10-11,

BY LOTHAR KLEIN

sprawling commercial interest of
ASCAP or, BMI with its legions
of disc jockeys, but invariably by
student groups which did not see
America through status quo eyes.
Its simple melodies and do-it-your-
self harmonies intend to remind us
of an older, simpler, more dignified
and honest way of life. Whereas
modemn jazz was once the in-art
for undergraduate elite, folk songs
protest facile intellectualism in
favor of “the soul” and Civil Rights.
Protest music’s social importance
is attested to by its absence from
the air waves; it assaults compla-
cency and demands thought.

Disillusioned by the faith of their
fathers, the folk song movement has
forced a reversal in the traditional
roles of sacred and secular ideolo-
gies. A new secularism has
emerged, through action usurping
this function of depleted religion-
ism. Music does not here impinge
on the domain of sociology; sociolo-
gy’s prime interest in the folk song
is an ipso facto phenomena of
American life. Music has here be-
come a moral catalyst because of its
intrinsic communicative capabili-
ties.

. any musical innovation is full of
danger to the whole State and ought to
be prohibited. . . . When the modes of
music change, the fundamental laws of

the State always change with them.
Plato

® There is a school of thought ac-
tive today whose premises strike not
only at the core of all traditional
musical thinking, but whose beliefs
question the very foundations of
Western  rationality. This school
numbers in its ranks the painters
Mathieu, Rauschenberg, Rothko:
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novelists  Beckett,  Robhe-Grillet;
and composer John Cage who is
perhaps its most arh(ul.m- spokes-
man. Grouped together they may
best be described as Radical Em-
piricists.” Superficially judged neo-
Dadaist, their writings indicate a
greater concern with philosophical
problems than with any specific art
torm. Their widely published hi-
jinks are concrete demonstrations
exemplitying their beliefs about
twenticth-century  life and  they
have admittedly severed all relation
to past uses and concepts of art,
historically, emotionally, and in-
tellectually. Roughly equivalent to
Abstract Expressionism in painting,

Radical Empiricism denotes any
chance activity which possibly
might capture a moment of beauty.
Radical Empiricist directed art is
not in any way an expression of the
“creator’s” mind or will; intention
and communication, the prime
movers of all Western art have no
significance  for them. Laws of
aesthetic predictability and expec-
tation, i.e., the rise and fall of melo-
dies, the contrast of color and light,
the denouement of dramatic action
are considered academic  games.
These tenets have produced (a)
pieces for twelve radios played
simultaneously, where every man
hears for himself a single composi-
tion of indeterminate length which
the composer authorizes may last
two minutes, two weeks, or longer;
and (b) novels of a specific number
of loose leaf pages to be shuffled
and read in any sequence; prac-
tically any spur-of-the-moment
event of a non-directional. static
nature can qualify as an expression.’

Activities of this sort are ob-
viously not art and, in all fairness,
its practitioners do not claim them
to be. Perhaps the nonchalance of
“anything will do—come what may”
is the most frightening aspect of
this approach. Since the Rennais-
sance, Western art has embraced
canons of aesthetic cause and effect,
considering these as naturally in-
herent to the workings of art as
are the changes of season to nature.

T am indebted to Leonard B. Meyer for
thix apt description. “The End of the
Renaissance,” The Hudson Review, Vol.
XVI, No. 2 (Summer 1963), 169-186.

‘It is not my purpose here to debate the
degree of chance involved in creation. It
would seem that chance is continually
operative, even in the process of tradi-
tional creation. My essay, “History, Tradi-
tion and Responsibility™ (Inter- American
Music Bulletin, number 42, July 1064),
discusses this at greater length.
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The Kantian thesis that “all changes
happen in accordance with the law
of the commection of cause and
effect.” has been a truism symboliz-
ing the ebb and flow of life itself.
To violate this principle in the fine
arts, which are supposedly a re-
flection of life, dumps our very
existence topsy-turvy. No event in
this world of nullified cause and
effect can be isolated as having a
l'('lﬂli()ll to illl}' ()tll(?l' (?\'Ullt; l'VCry-
thing, everyone, every deed floats
in a vapor of meaninglessness,
randomly colliding with situations
de m.m(hm., empty decisions. Even
science, particularly quantum me-
chanics, confesses the improbability
of Kant’s connective cause and
elfect — “physics  knows no such
law; as a matter of fact there is no
plausible way of defining cause
and effect.”™

Werner Heissenberg, writing of
the emission of a-particles in the
atomic nucleus, confides that while
we know the forces responsible for
emitting the a-particle, “this knowl-
edge contains  the uncertainty
which is brought about by the in-
teraction between the nucleus and
the rest of the world. If we wanted
to know why the a-particle was
emitted at that particular time we
would have to know the micro-

“To assume that
factual musicological

knowledge is the
essence of music

s tantamount to
glorifying the

Encyclopaedia Bri-

tannica as literature.”

scopic structure of the whole world
including ourselves, and this is im-
possible.™

This Radical Empiricist dispensa-
tion questions and possibly threat-
ens the most basic and sacrosanct
concepts of life as recorded by
Western history. No matter how
pessimistically or chaotically artists
have regarded life, art has for them

"Henry Margenau, “Meaning and Status
of Causality,” in A, C. Danto and S.
Morgenbesser, Philowophy of Science

(New York: Meridian Books, Inec., 1960),
p. 437.

\‘*S s

always proceeded on the assump-*=
tion of the creator controlling his
material, of shaping. refining ideas
to their most perfect and idealized
state, of wresting order and unity
from a chaos of possibilities. Bee-
thoven’s notebooks bear agonizing
witness to the creator’s search for
the destiny of his musical ideas,
his mind subjecting each variant
to myriad possibilities secking to
limit every chance for artistic mis-
calculation. The artist has become
a god with a conscience. Radical
Empiricist feeling betrayed, find-
ing no order to the pattern of life,
has abdicated this responsibility.
Perhaps they are right. Was life
irrational before the death of sin
and God? Investigations of past
histories always emphasize Chris-
tinn, God-centered beliefs as the
basic motivation for philosophical,
political, and artistic action. Thom-
ism, the Crusades, Michelangelo’s
Last Judgment, Palestrina, Bach's
sacred music, “Dieu et mon droit”
—all have their source in a Chris-
tian, God centered cosmos. It is
impossible to comprehend Michel-
angelo, Palestrina’s  masses, or
Bach's cantatas apart from their
faith and belief. Art was synony-
mous with the existence of God.
Since the New Theology of God is
dead, how do we regard these men
and their work? Communism, faced
with the embarrassment of Bach's
God-oriented art, disposes of his
sacred music by explaining its
creation during dark ages of super-
stition. Radical Empiricism, at-
tempting to explain itself, reasons;
if an omnipotent God existed in the
fourteenth century, why would
He choose to die in our century;
conclusion—God  never  existed.
With God removed as the raison
d'etre of art—what is left? If we ac-
cept Radical Empiricist reasoning,
then the entire history of Western
art is invalidated and our studies
of art and its appreciation have no
significance whatsoever.
The fairest music is that which delights
the best and best educated, and especially
that which delights the one man who is
preeminent in virtue and education.
Plato
B This then is the problem music
within a liberal arts education must
ponder. This is fortunate, for once
again music may aspire to its n'ght-
ful place of honor. Realizing this,
Contisven ox Pace 77
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