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IR Swe wme Som wew A Qe Gee Weem

This issue contains articles on jaszz by teo susic critics,
one himsell s frrmer jamwman. Xenneth Dommett writea the firet of two
articles on Lounis Armstrong, who died earlier this ysar, and Don Locke
discusses the state of modern jazz snd its recent hiatrrical background.
The next iesus will include the second ~f Kermneth Dommettts articles
and will also place comsidersble emphssis on pop music - with articles
by David ¥abey (rritar and 33uxnalist} and Meirion Bowen {music eritic
nf The Cuardian), . ) ]

Other plans for the next issue include a diszeussion of
Sehoenberg's opera "Moses and Asron” by John Drummond - the second in
our sevries of artisles on this composer - a report from the Athens
Pestival of 20th century music by David Jones snd an article on the
mmsic of Peter Maxwell Davies by the editor, _

It is alao hoped to compile a short soncert calendar for
future issues of musicsl events involving recant works arcund the
Birminghen aves, To help us to give a reascnably comprehensive list it
would help if oconsert promoters would write in and tell uvs of their plans
well in advance, Obwicusly it is not pcﬁm*bie to inslude all events
(especially all pop end jazz programmes) but those interested in
sdvertising their oonceris etc. are invited to do so in this publication -
free of charge. Anyone wishing to advartiqp more fully should contact
me at the sddress given below,

¥ 3 I should like to thank David ¥oodgutes for his new cover

design for this issue and Douglss Lesdbitter and Philip TLanme who helped
with typing. In particuler I should like to thank Hilsxy Bracefield who
has teken over musch of the work formerly donie by the oo=founder of the
magesine, Chrie Villars, who has now left Birmingham, iny further offers
~f assiatsnce, especially with typing and distridution, would be most
wolcoms, Our tharnkz also-go to Birminghen Tniveraity Wusisal Soniety for
their Tinsneis) mszsistance and so-nsopship,

All conmtributions for Contact 4 should be sent to me mot leter
than 29th Jemuary at the following addresms:- TBarber Institute of Fine
irts, Undversity of Birminghem, Ddghaston, Birmingham B15 277,

ZTETTH POTTER
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ARROLD SCHOENBERG

O e T G B T e SO A D e

In Scholes' Concime Oxford Dictionmary of Music there is the
following definition for the term "Expressionism™:- "A term borrowed
from the vncabulary of a group of painters who began to come into notice
about 1912. These professed to record inm paint not impressions of the
suter world but their "inner experiencea™., In music the idea of .
Expressionism seems to be the casting off of rules of every kind, so
leaving untrammelled the recording of the "inner experiences"”. Schoenberg
is regarded as the leading sxponant of this thecry - which seems a 1little
atrange in view of the very formal character of aome of his music {his
use of the Note-row.,..etc.).” The author very neatly sums up the apparent
contradiction that lies in the understanding of Schoemberg's music. In
fast there is no such contradictisny indeed, one would have to lock far

to find 2 more singleminded and consistent composer than Schoenberg.

Richard Specht, the Viennese musical journalist,is probsbly .

-. most to blame for spreading the idea that Schoenberg's mueic was

“"Expreasionist”. Although he was s firm supporter of Schoenberg during
the difficult early years of this century and one who constantly defended
and tried to promote Schoenberg's works, it is sad to have to say that
Specht probably did more harm than good to the understanding of his music,
In his many articles, which zppeared in the Viennese periodical "Der
Merker® and in "Die ¥usik", which was published in Berlin, Specht,
confronted with the difficulty of understanding Schoenberg’s music, could
- ~mly spesk instead of Schoenberg's reaponse to his texts and of his emotions.
‘Also, since he kmew that Schoenberg was a friend of many of the Viennese
Expressionist painters and that he himself painted in the Expressionist
manner, exhibiting his paintings in the Blau Reiter salon, it is not
-surprising that he linked Schosmberg's music with "Expressionism®,
_Schoenberg himself, in his article entitled "The Relationship to the Text"
“in "Style and Idea”, sums up the musical jourmalist's dilesmmz~

“Thera are relstively few people who are capable of understanding,
purely in terms of music, what music has to say..... The capacity of
pure perception is extremely rare and only to be met with in men of high
calibre, This explaines why professional arbiters become embarrassed by
certain difficulties. That our scorss become harder snd harder to read,
that the relatively few performances pass by so quickly, that often, even
the most sensitive, purest man can perceive only fleeting impressions -
all this makes it impossibdle for the erditic, who must report and judge,
but who is usually incapable of imagining alive a musical score, to do
his duty even with that degree of honesty he might perhaps decide om, if
it would do him no harm. Absolutely helpless, he stands in the face of
purely musical effest and therefors he prefers to write about wmusic which
is somehow connected with a text: about programme music, songs, operss etc..




"ne could almost excuse him for it when one observes that operatic conductors,
from whom one would like %o find cut something about the music of & new
~pera, prattle slmost exclusivel) about the libretto, the theatrical

effectivenass and the performers”™,

Por the Expressionist peinter the painting ie only & means, but
for Schoenberg music wae always the "end", The sudden rise of Expressionism
may explain the sudden sppearance of s hitherto unprecedented movement of

pistorial art im imperial Cermany and Austria dut it cannct explain the
contiruation of Cermanic musicsl art, & tradition which had been stromg for

centuries. Faced with the difficulty of nnderstanding~Schaenbarg*s music,

the musical journslists tried to explaim it by linking the music with
Expressionism, but in doing so they do not explain why the music ig difficult
to understand and they throw no light on Schoenberg's approach to composition.

Schoenberg's music bscomes mors and mors difficult during the first
ten vears of this century becsuse he is using sounds which are unfamiliar
to the listener brought up on the classice, That is, the vertical sounds,
the harmoniss, become more varied and more dissonant in terms of tomal ‘
harmony. The process of development is clearly shown in Schoenberg's music. ‘
“Verklarte Nacht" is intelligible to anyone familiar with Wagner and so
tos is the first string guartet. Both are extremely chromatic and comstantly
modulating, but yet remain basically diatonie. The first real t:.nv with
diatonic harmony oceurs in the Chember Symphony P, 9. It opens by introdusing
a new acund to musie, the chord duiit up of fourths:e

s

* Although Mahler in hie seventh sywphony snd Strauss in "Salome”
had used melodic ideas of upbuilt fourths, Schoenberg's uss of fourths .
is 8o important becsuse it is the first resl instancs of the use of non-
trisdic harmony. The significence of this is staggering.For as long as
man could remembar composers had alwsya used triadic, diatonic harmony.
11 the vertieal sounds in every plece of European music had been almost
the ssme - either a major or minor tried, all dissonance being conditioned

by these triasds. The triad had alwsys provided s fundamental degree of
similarity to music, a basic senmse of unity, since all vertical sounds were

practically the aanme,




In his article "Composition with twelve notes" Schoenberg himself
describes the developrenhis in harmony; "Richard Wagner's harmony
promoted a change in the logic and constructive power of harminy. One of
its consequences was the sp-called impresaionist use of harmoniea, especially
practised by Debussy. His hermonies, without constructive meaning, often
served the colouristic purpese of expreesing moods and plctures, Moods and
pictures, though extra-musicsal, thus becows consiructive slements incorporated
in the musical functiong: they produced & sort of emétionsl comprehensibility,
In this way tonality was already dethroned in practice if not in theory.
This sl~ne would perhaps not have caused a radical change in compositional .

technique. However such a change became necessary whan there occused
simultaneously a development which ended in what I call the “emancipation
of the diesonance".”

3ince the composer is nn ldnger using diatonic harmony, hia

harmonies are no longer dissonant in respect to diatonic harmony. There will
always be in mueic a sense of dissomance and consocnance, but in non-distonis

music this sense ls deterzined by the musical context in which the harmonles
are set. Thus consider the famous ‘atonal'’ passage from the last movement of
the second siring quarteti-

Gimge SRS CGINE R e
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The chord of fourths in this pesssges tecomes consonant with respect
to the more dissonant chords surrounding it. When & composer uses s more varied
ron-triadic harmony he loses tha ssmse of similarity of his harmonies, Fe
must therefore replace this in order t{o bind his music together. Notice in
the example from the second quartet how smooth the part writing isjy were
it not 2o the change in harmony would be abrupt and crude, buil the smoothness
of the individual parts prevents this from being so, and also helps bind
the mnsic together, But the principal way of schieving this is by replacing
the similarity of harmony with a2 similarity of melody. Thus Schoenderg
iimits the wariety of his mslodic material and makes much use of smail
wntifs which pervade the texture of his music.

The piano pieces OF, 11 are Schoenberg's first completely ‘atonal!
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warka, From the opening of the first plecsss

%t‘ir'%“

Sy

ranl

e

we see Schoenberg’s rich new 'atonal' harmeny. On looking further into
the piece ths degrse of motivic similarity is ~vident. The thres nots
motif of the opening melody can be seer througred the plece and Schoenberg
makez conslderable use sf this motif either in i¢s original form or with
the order of the notes altersd. The m~tif is transformed into an entireiy
new idse by beins turmed into consecntive msjor thirds. 1

A A A S 35 o
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Thus one amall motif accounts for the thematic structure of the
sulk of the plece. Set contrapuntal forms wnich perfrrm the two-fold task
sf praviding smooth pert writing and strictly conirolled melody come more
and more into use in the works of Scheenbergis so-called free stonslity’
perind., In 'Pierrot Lunsire' he uses a passacaglis (No.8 'Nacht'.) The
passacaglia controls the harmony to mske 1t consistenty in the Tirst ¢
seation it is based on thirds, and the use of the passacaglis motif contrels
the more dissonant intervals so that the grester disscnance occurs regularly
sn the strong beats of the bar. In the second pert s different harmony is
used over the passacaglia theme, buil the first threes-ncte motif is never
absant from the musis. '

In No, I8 from 'Plerrot’,'Der ¥ondfleck', a combination of atrict
counterpoint and fugue is used, The canon between the pizcolo and clarinet
is n~%t strict, althoust its retrograde fr-m the centre is strict. The
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sectiwna af ﬁhc cannn ‘ape divided into shori sectlons; the spacing bstwesn -

“the perts variea. i three pert fugue is carried by the pisno, using the material
of the picealo and clariﬁet parts by adding harasniea tc them. In this

piece the counierpoint serves t- drive the music forward as well as

regulate the harmcﬂy, Thara is nothing 'Expresaignistia’ abou* the music

af ‘Pierrat' A ‘

I!i his hﬁ@k ’Se!‘iﬂ}. C&%MSi ¢ion and ét@rﬁlitﬁ" Gﬁarg& Parle gays
“The assertion, fregquently made, that the vertical dimension in atonsl
zusic is merely'a resultent of linear detsil is an evasion of the problenm
and, in any case, an overatatement, In atonal works not bassd upon rigorous
contrapuntal procedures there is in general & total interpenetration of
- harmonic and melodic elementsrather than & partial interpenetration of
functionally differentiasted planes, ae in tonal musie.”

Perle does not entirely cope with the concept of harmony within
tatonal' musicy he ig too much concerned with the contrapuntal working
of the 'linear elsments’, The fsct of the matier is, that it is the harmony
which dictates the use of counterpoint. So rether than the 'linesr slements’
being ‘verticalised? to form chords, it is the chords themselves which are
used melodically, almost as arpeggics. I find it difficult to imagine
Schoenberg, & composer hrought up on the rich chromatic harmonies of the
late T9th century, should suddenly, for no spparent reason, begin to write
rigorous counterpoint in 1909. The movement towards non-triadic ‘dissonsnos
emancipated' harmonies, could not possibly happen without the most far
reaching consequences. ¥usic is 2 fusion of slemente of diversity and unity
into & satisfaciory whole, This fusion works at various levels af
conscisuanesa. Befare 197 nobndy wes aware that the most basic method of
giving unity to smusic, i.e. the use of consistently similar harsmonies,
functioned pt all. I{ wasz dnconceivable to use ncﬂwtriadic, n&n»ﬂiatanir

K rmOny.

Rt During the years »f "free atonality', Schasenberg believed that he
wss being deatructive. that he was destroying the harmonic foundation of
music, But he himself only dimly perceived that with each step towards
greater. harmonic Treedom, he was replacing this by tight and even more
rigrrsus ocontrol of the melodis aspect of his music, Thus by the time
he wrote 'Pierrst Lunsaire' this development had gone so far that he was
now using rigorous set contrapuntal technigues to:-bind his music
together. The ides that 'the vertical dimension in atonal music is
merely & resultant of limear detail! could not be further from the truth.
As Igor Stravinskv said, music is heard vertically, as a series of chords.
the eomposer befsre 1900 whn used besically similar harmonies had to
seek melodic diversity; the atonal caﬂpcser, .who n&es a variety of chords,
must seek greater melodic unity. st s 2k e il
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The factors that drove Schaenberg forward - his respect for
tradition and his comsitment to the develnpment and propagation of
Cerman musical art - were the same factoras which ceused =o much opp-
osition from a less advanced, though similarly committed, audience.
They comsidered that Schoenberg was destroying music as they knew
it - on the contrary, he was continuing it. This réalization that
Schoenberg was a traditionalist has led contemporary critica to assert
that Schoendberg represents the end of a tradtion, not the beginning
of & new approach to composition. The tradition of Bach, Mozart,
Beethoven, Wagner, Brahms, Bruckner, Mahler and Schoenberg knows no
'beginnings’ or 'ends'; the tradition itsalf is that of a constantly
evolving, constantly striving forward, approach to music. It is true
that Schoenderg’s music marks the end of tonal music, dbut in destroy-
ing tonality he necessarily created the factors that will bind together
the music of the future. :

LAURENCE WILLIAMSON

Birmmg}mm Arls Lal/omfog

Artist's studios to let - work in printing, painting, electronics,
music, lights, jewsllery and photography.

Cinems clud « ocutstanding films not available on general release.
Pull feature programmes every night except Wednesdays for three
weeks in every month.

Theatre presentations for one week in each month. Porthcoming
attractionste - :
QUIPUD 16th - 19th December

BRIGRTON COMBINATION in Jenuary
Saund Workshop ~ meets every Wednesdsy evening at 7.0. ¥usic
improvisation seasions and work in electronie sound,

Next concert - 15th December

For full details and applications for membership write toi~
Birmingham Arts lLaborstory, Tower Street, Birmingham Bl9 30Y,
or phone 021 359 4192,
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WHERE HAVE ALL THE TUNES GONE?

I read with interest John Drummond's observations on
tonality in the previous issue of Contact.

I cannot speak with any authority on the condition of
twentieth century men in general, though I can understand that the
trau'matic experiences that composers such as Dallapiccola and
Xenakis have undergone might have significantly affected their
taste in music to the point of rejection of the emotional
posturings of the classical military symphony (whether Haydn 100
or Beethoven 5 or 9).

However as a fellow-composer whose last one-act opera
disappeared even before the watchful gaze of the hawk-eyed sentinel,
I would like to make a few comments Vvis a vis the position of
tonality in the twentieth century.

I would suggest that Mr. Drummond's band of contemporary
tonal composers is not so small as he imagines. Significant tonal
references occur in the works of such avant-garde figures as
Pendere :ki, (the close of both the Stabat liater and the St. Luke
Pagsion) Henze, (second movement of the fifth symphony) and Varese.
(the opening of the final tutti of Arcana). Numerous examples
esould be cited from the lese radical composers of this century.
Originality is not synonymous with being harmonically advénturous.

In most of these c ses (as in the four quoted) the composecx
has used the vocabulary of tonality without the grammar. The com-
posers of the last century discarded the conventional grammar of
tonality in their attempse to expand the expressive possibilities
of their language. Though the grammar was abandoned, the language,
of tonal sounds, remains available for use. : -

The major accusation that the tonal composer faces is that
when audiences wish to listen to tonal music they are perfectly
content with that of Haydn, Mozart and Beethoven.. Composers since
have failed to reproduce their perfect balance of form and content.
‘To try and re-establish the outdated structural relationships of
tonality produces only a pale shadow of the past.

In this century there has been a great expansion in the
vocabulary of musical language available to a composer. I can
see no reason why ary composer should wish to abandon the technical
and expressive opportunities that this increased vocabulary can
offer, in favour of a small part of it.

No-one would dispute that the most basic structure of all
works having artistic pretentions is to establish a context, depart
from it and return to it. In most twentieth century styles this
context is created purely by the composer with the minimum reliance
on pre-existing technical assistance. The composer then has the
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difficult task of extablishing an integrated vocabulary and gram-
mar for each of his works. Not surprisingly there are few com-
pletely satisfactory solutions, as the method ruthlessly exposes

a composers limitations. The enormity of the challenge and the
uncertainty of its outcome can be very stimulating to the creative
imagination. There is some virtue in compositional bewilderment.

Though it must often seem so to the elite with perfect
pitch, tonality or the use of a pitch area is not the only means
of establishing a context. This can be achieved by a harmony

Schoerberg!s Five Orchestral Pieces Op. 16 No. 3), a rhythm A
éVarese's Ionisation), a melodic idea (as in serial technique) or
by an awareness of timbre (as in electronic music)., The 'weaker
brother of the true Impressionist' is not interested only in
superficial effects but in achieving a deeper awareness of the
quality of sound.

We can, today, write for a more attentive and educated
audience who, by means of record or tape, are able to hear a work
many times. The twentieth century composer in his more subtle
use of more extensive musical vocabulary demands a much greater
degree of perception from his listener than did his nimeteenth
counterpart., This in twentieth century music the return to the
original context is usually much more -artfully concealed. Many
composers feel that they can be more ambitious in their musical
~ language and technique. : A T

To promote a greater understanding of his music the com-
poser is sometimes persuaded to describe his techniques in print.
Emphasising 'innovation' and 'originality! enables the composer,
or his analyst, to discuss those aspects of his work that an
audience unfamiliar with his music’would find'most difficult. He
may also promote a valuable exchange of ideas with other composers.
What should really concern composers is Communication.

DAVID 1. COX
John Drummond replies:z-

Since David Cox and I have argued quite fer ociously on nusical
matters frequently in the past, he will I an sure eagerly expect me to
take up the weak points and misconceptions in the agove article.

. The final sentence -~ "what Should re:lly concern composers .is
communication" - is a sentincnt with which I whole-heartedly agree,
although I would add the further words "through nusic" - "what should
really concern composers is communication through music." The fact
that, as Mr. Cox points out, present-day couposers sometimes find it
necessary to describe their techniques in print - and, often, their
nessage~content as well, if Tippett is anything to go by - seems to me
' to be a seclf-confessed failure on their part to communicate in musical
terms. This, curiously, is in spite of the fact audiences today are
"more attentive and cducated". Vhy should it be that composers find
themselves with this failure in communication?
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If two parties are communicating on the level of exchange of
ideas, a communications failure is likely to occur when the two par-
ties either do not use the same language., or when the speaker does
not speak clearly, or when there is no comm-n ground of ideas. For
rational communication from mind to mind, the most basic criterion
is a commorn language. It is argued by most authorities that human
language developed precisely for the purpose of the communication of
information and ideas. Language is composed of two things: vocabulary
- i.e. words which are sound-equivalents to the information.or ides,
sound-equivalents with certain associations; and grammer - i.e, a
méthod of linking words together so that information which is a com-
~ plex of constituent parts can be readily understood. Grammar is a
" method. of .presenting relationships between words so that their mean-
ings become clear. For a meaningful communication of ideas;: vocabulary
and grammar are inseparable - grammar is hardly conceivable as an
abstract divorced from words, while words disconnected from grammar
are inappropriate for the communication of ideas. Tonality is, to my
way of thinking, a complete language. and neither merely a vocabulary
nor merely a grammar, To suggest, as Mr Cox does, that in the nineteenth
century composers '"discarded the conventionel grammar of tonality" and
then to say that "the grammer was abandoned" is not merely logically
suspect, but gives the grossly mislegding impression. that such composers
"~ were able to convey developing ideas with-rut the use of grammar.

Tristen und Isnlde, which might be taken as an example of Mr

Cox's viewphiht,is in fact based up~n ¢ nventi-nal (and analysable)
“tonal grammatical procedures. even if thnse procedures are not immed-
iately perceptible to the ear. (They are mrre perceptible tn a pre-
sent-3ay ear than t- the ear of 1865.) It is undeniable that Tristan
greatly expanded the expressive possibilities »f the tonal language,
but it #8 importont to emphosise that this was not done at the expense
nf grommar. Expressiveness hos never meont abandoning grommar and
concentrating »n inventing new words (with, as Mr Cox points out. a
few 0ld words thrown in for good measure). The freedom to express some-
thing excitingly new is not best served b abandoning all controls, no
matter what the anarchists say. Scoenberg invented a ners language, we
are told - so did the invemtor of Esperanto. But unless Esperanto can
communicate ideas which connot be expressed in English, which has the
benefit of o long traditi-n of developing expressive =ovhistication,
it would seem rather pointless to addrece English peoplei n Esperanto.
And, let us moke no mistake about it, tonality is the language with
which we are most familiar - the musicdl‘language we learn from child-
hood to graduation.

To extend the analogy one step further, I would firmly propcse
thot it is still possible to communicate new ideas through English
vocabulary and grammar. Perhaps these new ideas will require additions
to the vocabulary (words from foreign languages, like 'sputnik', or
words that realign and compress existing words and roots - 'lounderette!,
'mini!) and modifications to the grammar ("Sensational escape bid
from Chinese cookie factory!") but langucges, whether verbal or music:l,
are organic, developmentzl phenomena.,

Mr Cox suggests that some composers are "interested ... in
achieving a deeper awareness of the quality of scund", and quite rightly
rebukes me for flippantly suggesting that Impressionist composers ore
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interested only in superficial effects. My argument above, about
tonality as o grammar-plus-vocabulary, relates to the field of rational
communication. If purely sensory communication is the aim of the
. -composer, then the means of rational communication pey not be applie
cables "The cat sat on the mat" communicates an idea; "cat-mat" is a
word-complex that has purely sensory effect, the ideal relationship
between a particular cat and a particular nat being unimportant.
(Erudite readers: forgive the trivial example.) "Cat-mat" is not
sonething to be understood, it is something to be experienced. Since
sensory effect is never absent from aural communication iwhether,ver-
bal or musical), and, indeed, may be part of the means of attracting
attention to the ideas, it is casy to see how the two may become con=-
fused.

Furthernore, sensory comuunication may become a part of idea=-
cormmnication itselfs the enphasis a speaker gives to different words
in "the cat sat on the mat" nay convey reams of information about the
aninal world, the manufacture of carpets, and the moral benefits of
repose, . Purely sensory comrmnication, however, divorced from idea=-
conmunication, has always seemed to me a rather introverted approach
-to music. For compousers to occupy their time merely comuunicating a
. deeper awareness of sound is as irrelevant to what music is about as
~discussing the attributes of God is to a religious faith, Musicology
-is already in danger of becoming a theology of umusici if the creative
artists of today also indulge in such introspective, exclusive pursui
then I see cevery justification in asking "where have all the tunes
gone?"

L O b W W

THE PRESENT STATE OF JAZZ

: Back in the 1960's I heard one of Britain's best known jazz come
mentators complain that there had been no radical innovations in jazz
since the Miles D&wis Band of 1949-50. My first reaction was that to
~expect a revolution, or even a significant development, every ten years
was pitching it a bit high, even for a music which has evolved as fast
-as jazz. But the truth was that a revolution, more radical than any
previous change of direction; was already well under way, & revolution
which met with the inevitable dislike, incomprehension and hostility,

and which has now resulted in a steep decline in the populerity and
understanding in which jazz gloried in the late 50's. Ten years ago many -
people, myself included, expected the strange new idiom to be absorbed
and modified into a new and more easily acceptable mainstream style, Jjust
as the fresh departures of bebop were clarified and codified in the more
popular jazz of the 50's. And just as bebop itself became more intel-
ligible and more widely-appreciated as a result, so too it seemed likely
thee we would eventually look back on the 'new wave'! or 'new thing! or
'avant garde'! or 'free jazz', as it .. variously called, with more
understanding and greater discrimination. :
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The latter is, I think, true, but the former is not. There is a
widespread feeling, even among the most dedicated of jazz enthusiasts,
that jazz has burnt itself out in some seventy frantic years. Certainly
the new jazz is an interest even more esoteric than the old, and the
idiom has to a large extent simply coalesced with other contemporary
musical movements, in particular progressive pop and what we might call
the straight avant garde.

To understand the New Wave we have to go back to its beginning in
the first recording, in 1958 and 1959, of Ornette Coleman. - Startling as
they seemed at the time, it is clear now how deeply rooted the music is
in many aspects of the jazz tradition. Coleman's complete disregard for
- orthodox pitch was probably the hardest thing to stomach - "Don't you

guys ever both to tune ur', trombonist Bob Brookmeyer once shouted in
desperation - but there was also the fact that the solos seemed to lack
-any structure or musical basis, and to cap it all he played a plastic

- saxophone, a joke instrument, while his musical companion, Don Cherry,
played what was described as a 'pocket trumpet!, a shrivelled-up cornet
© which looked as if it had been left too long in the wash. Michael Frayn
and-Kenneth Tynan heard Coleman during his first season in‘'a New York
Club, and their reaction was typical. Frayn wrote: "Ornette Coleman's
Quartet was making the most extraordinary noises, far out on some limb
of its own. A famous English dramatic critic sitting about two feet in
front of Mr. Coleman'!s deeply disturbed saxophone shouted to me, %I think
they have gone too far.' ‘I think perhaps they had."

Colemants approach had two main features. First there is that
disregard for pitch. Jazz musicians had always placed special importance
on precise shadings and gradations of pitch, but although they delighted
in playing notes slightly sharp or slightly flat, or in slurring and
sliding around the note, they never completely abandoned orthodox intona-
tion: you could pitch a note wrong and make it sound right, but there
was still a wrong and a right. But in Coleman's music there is no
question of correct or incorrect pitch as such: any pitch will do so
long as it fits the particular phrase. One of his reasons for choosing a
plastic saxophone was that it allowed greater freedom in pitching notes,
and it is significant that he prefers to work without a piano. Never-
theless this total disregard of conventional intonation is not without
precedents, 'Poor! intonation was one of the characteristic features of
the New Orleans bands, and although this- is often put down to bad musi-
cianship, particularly where brass instuments are involved, it is clear
that clarinettists in particular make a positive virtue out of missing
their notes. Coleman is reported to have expressed admiration for the
work of George Lewis, who played in the most archaic of jazz styles, and
when one hears Lewis's defiantly and gloriously out-of-tune clarinet one
can understand why. In this respect Coleman had simply jumped 50 or 60
years, back to the roots of instrumental jazz.

The second irportant element in Coleman's music was the new
orientation of the solo line. Typically a jazz solo was built on the
structure of the tune being played. Whether it takes the form of
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thematic or harmonic variation the length and shape of the solo is
determined by the melodic and harmonic structure of the original melody.
This was true even in bebop, where some attempt was made to break out
from the tyranny of the bar-line, to get away from the tradition of
dividing the solo up into simple two and four-bar units. With Coleman,
however, the solo line dictates its own length and shape, so that instead
of shaping the solo to the theme being played, the melodic line deter-
mines its own structure., The solo is constructed linearly rather than
vertisally., Naturally this gives the soloist greut,almost complete,
freedom in building his lines, but at first i.caring such music inevitably
sounds disorganized, We had become used to listening to the solo through
the theme on which it was based, so that at any time we knew by reference
to the melody or its supporting harmonies exactly where we were. But
with Coleman this was not always possible, and his music came to be
called !free form!' jazz. The label is not entirely accurate: in free
‘form jazz the solist has complete freedom, with no restriction placed upon
choice of key, harmonies, rhythps, bar-lines etc, but Coleman has seldom
gone to that extreme. His approach has rather been to work from his
orlglnal melody, usually ba31ng the solo on some thematlc,rhythmlcor har-
,monlc motif with whlch thdt theme provides him,

, Coleman's highly original music provided the main impetus for the

New Wave, but other strands in the new music can be traced back more
easily to the jazz of the fifties. The first leads us to the music of
Charlie Mingus, itself drawing heavily on the traditions both of bebop
and of blues and gospel music. Mingus's apparently chaotic but fund-
amentally controlled and structured music made central use of bizarre
sound effects - what one might call onomatopoeic noises, with saxophones
literally wailing and screeching - and of constantly varying and over-
lapping rhythms. The sound effects take us back to the moans and cries
of the traditional vocal blues; the riythmic complexity marked a further
step on the road which began with the heavy, indecd stilted, beat of
traditional jazz and then moved through the solid pounding stride of early
swing and the light flowing rhythm of Basie inspired jazz to the fragmen-
tation of the rhythm section - drums and piano placing accents against
the even beat of the bass - that we find in bebop. In the 60!'s both
these aspects of Mingus's music - the wild sounds and the shifting
rhythms - were taken further, even to the point of complete cacophony and
the total absence of anything approaching the steady, forward-moving
rhythm typically associuted with jazz.

A second strand was the increasing harmonic sophistic&tion of jazz,.
beginning again with bebop and reaching a climax by the end of the 50's.
This sophistication took two forms, that of increasing complexity leading
towards the experiments in polytonality and atonality that we find in the
work of George Russell and, most strlklngly, ‘Cecil Taylor° and that of
incrcasing simplicity, with Miles Davis introducing solos based on ele-
mentary modes and scales rather than harmonic progressions, and John
Coltrane paring away the harmonic basis of his music to such an extent
that his version of "These are Some of iy Favourite Things" has been
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dubbed "These are Two of My Favourite Chords." With this increased har-
monic sophistication it now became justifiable, within the established
‘jazz idiom, to play virtually any Note against any other note; and onrce
this point is rcached the need for justification itself disappears, and
one is entitled to play whatever one will, “Thus the combination of
Coltrane's complete control over soloing within a harmonic framework,

be it complex as in the Giant Steps album, or simple as on "Favourite
Things"', and Coleman's abandonment of the fixed harmonic structure as
such, opened the door to complete freedom.

Thus in the early sixties we see the boundaries of all the elements
central in jazz - the solo line, the harmonic structure, rhythm, sound
and pitch - being extended. Or to put it another way, the rules govern-
ing the use of thesc . features were oroken and abandoned, and jozz
reached the point where anything went. It is not to hard to understsnd
why Jjazz musicians, especially negro musicians, should have so cmpha-
sised complete freedom, the right to unlimited self-expréssion, and the
nature of jazz as a music which does not conform to the rules of sterco-
types of European music, There is, however, the problem which is being
faced in the fine arts, with particular reference to abstract expres-
sionism, but which has jet to be faced in jazz: ' the problem of how far
free self-expression is of value just in itself, and of how far there is
a need also for communication, for the artist to say something to his
audience. This may be required on grounds not just of commercial, but
also of aesthetic, viability. It is ironic, too, that in insisting on
the freedom, the self-expression, the negritude, of their music, contem-
porary jazz musicians have often fallen for what is, after all, .a white
stereotype of the jazz musician as an untutored savege pouring out his
emotions in a primitive frenzy, which communicates itself directly with-
out reference to accepted musical conventions. I believe this has always
been false, and the cxcesses of the jazz avant garde made: the:point even
more plainly, ' '

: Certainly something of value has been lost in the frantic.experi-
mentation of the last decdde, not just the strengths of earlier jazz
idioms but also the strength implicit in the music of Ornette Colemon,
Charlie Mingus, George Russell and the early Cecil Taylor. Fundamental
here, I think, has been the influence of John Coltrane, an exceptionally
powerful figure both personally and musically. Ornette Coleman, by con-
trast, has always been something of an outsider in jazz, He arrived on
the recording scene as a complete unknown with his musical idiom already
fully formed - his earliest recordings are in many ways his best. He has
not changed his style much as jazz has gone on from his innovations; if
anything he has become more conservative. 4And he has worked almost
entirely with his own groups, having little contact with other major
jazz figures. But Coltrane was right at the centre of the contemporary
jazz establishment, so that when he turned towards free jazz, most
notoriously in his tumultuous Ascenscion LP, the influence was as enor-
mous as it was unfortunate. Archie Shepp is probably the most talented
of those who have followed Coltranc into this dead-end of massed instru-
ments roaring hoarsely at one another.
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Breaking the rules can produce fresh inspiration but it can also
lead to waywardness, and there is nothing so boring as the untrammelled
self-expression of the man with nothing to express. One chaos gets to

sound very like another, and the listener quickly judges, correctly,
_that he has heard it all before., This, I fear, is the point that jazz
has now reached, Instead of capitalizing on the exciting developments

of ten years ago, it has moved into the dead-end of freedom for the sake

of frecedom. We can only wait and hope that the time will pause and

reconsider the many possibilities left unexplored in the frantic race for

greater and greater originality.
DON_LOCKE

C O I T EMPORAR CONCERT CALENDAR

HfJanuary 29th  The Chasm - an offshont of the Osiris Music Group -~

_.present a concert in the BMI. Judith Jones (soprano) ~ Cage: The
Wonderful Widow of 18 Springs; Wolffs Song9 Berberian: Stripsody.
Simon Desorgher (flute) - Boulez: Sonatine; Var&se: Density 21.5;
Anthony Gilbert: The Incredible Flute Music. Peter Lawson(plann) -

- his own Momenta 94. Two electronic scores - Vardse: Poéme élec~
tronique; Simon Desorgher: Film Score.

February 23rd Barber 20th Century Concert. London Sinfonietta
under David Atherton. Schoenberg: Pierrot Lunaire; Boulez: Le
Marteau sans Maltre. i

February 25th Bérber Lunchtime Concert, Paul Patterson: Live

Electronics.
March 1st Barber 20th €sntury Concert. Motet Choir and Instru-

mentalists ~ Stravinsky: Mass. Carl Hickmann - John Joubert: Piano
Sonata No 2 (first performance). New works by John Casken and Jol-
yon Laycock.

" March 3rd Barber Lunchtime Concert. Holst: Savitri - one-act
. opera conducted by Anthony Carver.

March 11th ~  Embarkation. Concert in Carr's Lane Church Centre,

March 24th Barber Lunchtime_Cnncert. Embarkation. -
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INTERVIEW WITH CHRISTOPHER HOBBS

Christopher Hobbs - a composer, member of P.T.0., ex-member of
AMM., editor of the Experimental Music Catalogue - was inter¥iewed
recently by Peter West and Peter EVans.

Could we sturu off by asklng-you something about your musical
education?

I studied bdssoon and piano at Trinity College of Music and
composition and percussion at the Royal Academy. Before that I had
been o grammar school in Northwood.

And you studied the usual kind of music there?

Yes.

‘Did you become less certaln of the Cupabllltlbs of conventional
music while you were still at school? :

It wasn't a matter of becoming less certain of it because we
were lucky in having a music master enlightened enough to play us
records of Cage and Boulez as well as Beethoven ang Holst - and it
became immediately apparent that I preferred the records of Cage
" and Boulez. So you could say that I took naturally to the newer

type of musici though I had to study older music to pass the exam-
inations, of course. ! :

Do you think these examinations have any relevance?

None hhatsoever.‘ I didn't actudlly need togpass any to go to
the College and I didn't take any while I was at the gollege....

That means you're totally unqualified?
Yes.

Then do you think that studies in traditional harmony and
'counterp01nt are totally useless?

I've never found a use for them. It depends what you're
trying to do - for some people it's obviously still very useful.

How ddlyou meke a living at present - is it by conposing?

No,; not by‘COFDOSinh. Througﬁ performing - exﬁerimental and
.commercidl,music¢ I‘vo ‘also done some teachlng at Art Colleges.

You teach art or rrxuslc‘P
Music, - as part of a liberal studies or fine arts-course.

Why did you take it upon yourself to organise the Experimental
Music Catalogue?
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- Because I thought there was not enough outlet for this type
of music¢ through the normal channels. That is, publishers weren't
interested in taking the sort of music which I or the pecple I knew
were writing and yet there seemed to be a growing number of people
who would be interested in perZorming the music if only they could
lay their hands on it. I thought that some sort of centralised
collection was needed which could disseminate this music.

And are there a lot of people in fact buying this music from
the catalogue?

Yes., In the early days it was mainly individuals but now it
tends to be music librarizs and so on. Not very much in kngland;
mostly in America and Burope. It continues to sell, in fact it
flourishes, It would flourish much more if I decided to devote all
my time to it, which I haven't.

Could you tell us something about the objects of the Scratch

AOrchestra, with'which I believe you're involved?

I'm 1nvolved with it rather less nowadays. I don't think it

' has any objects.

Does it aim to give enjoyment to people in the same way as
traditional music does?

I don't think that comes into it very much. Just now there's
a lot of discussion within the: orchestra about aims and so forth,

- but I haven't been for some time., I think everyone's idea of the
. -orchestra is different, which is vhy it's still very interesting.

But the music produced by the Scratch Orchestra is based on
some kind of notation or other, isn't it?

Oh, very rarely nowadays. Most of the concert proposals are

- in the form of statements or quasi-metaphysical intructions, or

whatever. What is done is far less well-defined than it used to
be. ; 5 .

When the Scratch Orchestra play "popular classics" is it
satirizing them?
Nb, not at all, It's simply presenting our view of that

music. - In other words, a lot of people play the music as it is
written and we are showing that there are otheér ways in which to

‘do it. This woy of presenting music might not be without humour

but I don't think the basic intention is humorous. We have a
similar activity in the Promenade Theatre Orchestra, where we make

"ready-mades", as we call them, We take music from the past -
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which has either been medieval or Elizabethan music ~ and make
pieces from it. Just lately we'!ve been using syncopation exer-
cises for this purpose as well., But we make notated pieces out of
this music and perhaps chop it around more than “the Scratch

Orchestra would have done., But there again the aim is not at all
satirical; it's simply regarding it, being music of the past, as
material to be used.

Moving on to your own compositions now, I see that you have
_a piece in the Catalogue called the "Arnold - Wolf-Ferrari
'Orchestra Book'"., Could you tell us something about thls9_

It was one of the first pieces that I wrote after'my‘Word
Pieces, It'!'s a piece for orchestra lasting about twenﬁy-five
mlnutes, oon31st1ng of 250 particles from the works of some ninety

o composers which were chosen and then juxtaposed by random means.

_ Thls 1s ‘also just to show a new way of looking at these old
p:x.eces‘P N

Hopefully, yes.

© In the catalogoe there are quite a few'graphic plecesy
includifng one by yourself - Untitled Graphic.

‘ It isn't in the catalogue at present, though I hope it will
 be eventually. The only difficulty at the mcoment is getting it
prlnted. It really has to be done by computer print-out because
_it's 1296 pages long; 1296 separate drawings which could be very
_easily done by computer programme, though I haven!t got the programme
written ou* yot. .

- Could you tell the difference between, say, your Untitled
Graphic and a page out of Cardew!s Treatise?

I don't think that whether I could tell the difference or
not has ‘got anything to do with it. As I see it, the relevance of
graphlc notation is to act as a stimulus to the performer. If a
performer readlng Treatise receives the same impressions from the
drawing as he does from reading a page of my Unitltled Graphic then
that's not my fault or Cornelius's. It's simply the view of the
_ performer.v‘l didn't have any sonic ideas when I made the piece.

Presumably the purpose of the graphic piece is to divert
the conscious mind away and let the subconsciouS.ces

Well, that'!s your view of it; and that being your view of
graphic notation you could work on Treatise or Untitled Graphic in
one way. But I take a very rational view of it. When I play
Treatise I just read the numbers in the score or something like that,
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.. .. Are you still open to the idea of composing a-piece by the
. systematic use of rigorous methods, .such as folkowing random mumbers?

 'Oh certpinly, yes. Just as I'm élso open to fhéfidea-of writing
a piece by purely empirical methods, ‘ g

So you can either compose with a pure method or not use one
at all?

i Well, no method is pure becouse when you apply it you invariably
make mistakes. Or when youlve written a piece or whatever you're making
from thot method then somebody makes a mistake afterwards in pringing
it or performing it or whatever. No method can be "pure". TFor example,

| -when I did the Orchestra Boek I decided to limit myself to:the number

. of orchestral scores to be.found in the Central Music Libraxry in
Victoria. That wight be considered an. impurity but I didn't feel that
it was, It obviously meant that other people'!s choices affected my
worke. That it, if somebody had decided to tcke out all the scores of
Schoenberg from the library, then none of Schoenberg!s music would have
got into my piece -~ although I wrote it over a period of some five
months and the possibility is that I wquld have got some Schoenberg.

Which of your "musically-notated" pieces for large ensembles
have been performed? -

Czerny's Waltzes, a piece using Victorian piano music, has been
performed., I can't remember what else there ig, actually.....There!s a
piece for strings which hasn't been performed; two books for organ
which as far as I know have never been done in public. = but I keep
~ meaning to play them. Music for the Crumbling Cookie has been played.
And then all the more recent work has been done by the Promenade
Theatre Orchestra - but most of it isn't in the catalogue.

"Could you;teil:qS sbmefhing about the Promenade Theatre
Orchestra? '

- It's a group of four people: John White, Ales Hill, Hugh
Shrapnel and myself, It was formed in the New Arts Laboratory in London
in 1969:and the group gradually coalesced around the summer of the
following year. We play reed organs and toy pianos mainly, but also
some other. instruments like jews harps and swanee whistles, and we
write our. own music for these combinations., Wel!ve done some conceXrts
at Cambridge and at various colleges in London and we were involved in
a broadcast of Cage'!s Music for Amplified Toy Pianos. 4

-Are‘§ou optimistic about the amount of penetration that your type
of music is meking into everyday hearing? :
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Ohy I'n vory optimistic! I have to be, don't Iz _ Certainly
the financial situation as far as the organisation and sponsoring
of concerts is concerned is getting far worse, but the position of
actually writing music and playing it is, I think, far better than
it has ever been before ~ because we have groups like the Scratch
Orchestra, which wasn!'t in existence three or four years ago, and
the Promenade Theatre Orchestra., There arc & lot of people naking

~music in various ways, I think more ways than there have been in
. the past - which is all to the good.

The avant-garde has always>been described as having taken
art to the extreme where it can't go any further, Can you as a
composer see any way ahead?

I think the way ahead as far as the P.T.0. is concerned is
to go backwards. That is, we're now playing and wrltlng music
solely for engoymeﬁt“““ours and other people's. In other words,
we hope that people will enjoy the mu31c, because We thlnk that
the sounds are very enjoyable.

Why is this "going backwards"?

It's going backwards because a lot of “the music of the past
was written solely to be enjoyed by people and by composers,
whereas the view now is very often that of the composer writing
music which the audience 'is often bludgeoned into accepting.

What is your ‘opinion of the Dadaist composers?

" Who writes Dada music nowadays? Very-few people.that I can

think of, Kagel is 8till quite interested in- ‘that sort of thing,

to judfe from some photographs I saw recently. "And I suppose you

could say that Peter Maxwell Davies is, is his use of popular dances

and handwound gramophones and so on. I don't think Cage'!s music was ever
Duda beeausb Doda was acting from.an.enxzrely dlfferent prenise,

But you publish some of these pieces. I've ‘Seen’ some by
Tomas Schmit......

FE Yes, but that “type of music doesn!'t interest me, I must admit,
‘”_*It seems to me very dated and late 1950's-ish. +On ‘the continent
- they're very much more backward in their-musical tastes:than we
ares For them, new music means a concert-of Cage'siSébnatas and
~ Interludes or the piano music of Morton Feldman, which nowadays
~ people don't bother about in America or in England, let alone the
: theatre pieces which sprung up at the end of the 19501g, -~

S0 you think that mu81c is a refleotlon of the age 1t was
written in? R - w4
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Well, I don't know why theatre music should reflect the late
1950's any more than the late 1960's; it simply happened that that
type of music sprung up then.,

Do any of the '"conventional'" composers past or present
interest you?

I get interested in different composers as my own work pro-
gresses. S0 at the moment I'm very interested in hack Victorian
composers such as Ezra Read and Albert Ketelbey, because I admire
the job they were doing and I enjoy their music. But I also enjoy
the music of Satie and Ives and occasionally Mahler.

Are you ever "inspired" to compose by hearing a certain
pioce of music?

Occasionally through hearing about another piece of music
rather than actually hearing it., The word piece in my collection
which uses viBrating surfaces - "Too soft to touch, but too lovely
not to try" - is probably influenced to some degree by Alvin
Lucier's Music for Solo Performer, though I hadn't heard that piece
then. It'!'s the one that uses brainwaves to resonate objects like
gongs and so on. I think it generally is the case that the sound
of another piece doesn't inspire me. :

Can you see yourself ever writing a dramatic piece?

No., I thought of doing that once, but I immediately gave
up the idea, I decided that the time for theatrical music was
paste At one period in hisfory composers might think in terms of
writing theatre pieces and at other times of writing for toy pianos
and reed organs. At the molent I'm mostly concerned with the
latter.

4 Will the general public ever accept those pieces in which
“ it seems to them that "enything goes" as, for example, in some of
Cage s pieces?

i really think we're moving away from that now, you know,
Before Cage, sounds were sounds and gilences were silences and
. while the heyday of Cage's indeterminate music was around things
" were very mixed up. Now we go back to writing normal music again.
We notate pieces - so does Cage. Something like the Harpsichord
Piece is written down and so is Cheap Imitation. He's come back to
writing "conventional music', if you like; and some of us have,
- also. A hostile critic might say that that's because we'!ve gone so
far along the path which we now realise to be a dead end, and so
we'lve gone back to the big wide world of real music or whatever.
And who can say - maybe it is that. At the moment the field of
notated music, to be played by an elite, interests me more than the
type of music that is played by a great many people.
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Do you think that one can write in more than one style at-
once ~ for films and so on?

& T'm sure if one's paid enough that one can. Several people
I know have written guasi-Hindemith type of music for T.V. commercials
or whatever, or for films, where they knew that they were going to
be anonymous. There's nothing at all dishonourable about that. It's
only from a very high-flown view of what art is about that one can
say it's a betrayal or mere dabbling. It's not a question of dabbling,
it's a question of being useful. It's also a question of making money!

. What are your views on pop music?

Well, Terry Riley has always wanted to get onto the pop
music scene and he's now succeeded in breaking through into it.
There'!s certainly more money to be had in it, you know, so good for
him! David Bedford also - he's in Kevin :yers!' group. No, therels
nothing to prevent one from starting up a beat group at all, and why
not do it?

Do you have an interest in any other forms of comtemporary
music? g

Jazz 1nterests me rather more than Pop;, though the whole
deflnltlon of "jazz" is so blurred nowadays, it's really impossible
to tell whether something is jazz or not. I do very little listening
to music, other than perhaps having Radio One on. I still hold on
in an old-fashioned way to the Beatles and the Beach Boys and, going
much further back, to Dixieland jazz and so on, or to people: like -
Django Reinhardt, whom I admire very much. But beyond that, hardly

'anythlng. T don't partlcularly enjoy: listening to music., .
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LOULS ARMSTRONG'S GREATEST YEARS

(The first of two articles about one
of the greatest American jazzmen).

Legend has it that Buddy Bolden first played the blues in
Lincoln Park (or was it the 0dd Fellows Hall?) in New Orleans in
1894. If true the occasion marks the beginning of the history -
of the recorded history, that is - of jazz. Louis armstrong was
born in that same city on 4th July 1900, so for all practical pur-
poses his life may be regarded as synchronous with that of the
music to which his name has becoue inseparably attached.

Jazz has produced several significant figures in its seventy-
five years, but none nore iumportant to its development tha=z Louis
Armstrong. Up to his death, a few days after his seventy-first
birthday, Armstrong had survived all but two of the major contri-
butors to his art, Earl Hines ‘and Duke Ellington., If one cares to
call the roll of just a few of the great creative talents who pre-
deceased hin = Jelly-Roll Morton, Sidney Becket, Coleman Hawkins,
Lester Young, Charlie Parker, John Coltrane, Archie Shepp ~'it is
possible to discern the cxtent to which jazz has been transformed
from its confident, uncomplicated beginnings to-its present’ stateg"
of musical and quasi-political uncertainty. "

Armstrong's role in that transformation was prime, and crucial.
It could, of course, be argued that had Armstrong not appeared he
would have had to be invented. The state of jazz at the time of his
erergence was in any case conducive to such an appearance, Con-
parison between the ealiest aural evidence of traditional New Orleans
ensenble playing known to us - the 1917 recordings of the Original
Dixieland Jazz Band (1) - and a similar type of ensemble in what
nay be termed its !'classic'! phase - the 1923 recordings of King
Oliver (2) - reveal an cxpansion of the two - and four-bar basic
"break! patterns into nmore cxtended solos. Evidence of this is +to
be found in Oliver'!s own cclebrated solos on Dippernouth Blues, in
Dodd's clarinet:work on many titles with the band, and in Armstrong's
own solo (his first on record) on Chines Blues (3) Even stronger
evidence of this transition is to be found in the records by the New
Orleans Rhythm Kings who by 1922 had already cstablished something
close to the ensenble introduction followed by a string of solos
routine. All this lends-.support to the assumption that outside the
recording studios -~ our only real source of infornation - solo
perfornances were already a well-established feature of jazz well
before Armstrong appcared in 1925 with the first of his epoch-making
Hot Five recordings.

If that is the case, wherein lies th@ special importancc of the
Armstrong contribution? The short answer'®in his virtuosity. By
that is mecant not just his technical command over his instrument
(that is something in which Fred Keppard for one is said to have been
his equal) but in the quality of the musical thinking to which he
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harnessed his technique. He was blessed with a fertile nusical
inagination, no doubt largely instinctufl, which drove Liam boyon?
the formal confines generally accepted by his conteuporaries - with
perhaps. the sole exception of Bix Beiderbecke. In later years the
techndque began to show signs of wearing out, but the inegination
never clouded, and we are fortunate that we are cble to exanine
through the uediun of his recordings ‘stretching out fron the first
chorus in Chimes Blue to Hello Dolly! soue forty years later, the
course of that remarkable amalgran of ends and ueans.

. It is scarcely deniable that Arustrong's uost exciting work is
to be found auong the 63 titles recorded between Noveuber 1925 and
Decenber 1928 with suall groups variously entitled the Hot Five,
Hot Seven and Savoy Ballroon Five and discussion of his work is
usually confined to these. These three years were for Arustrong a
period of experinent and consolidation and the siall group format
suited the blossoning talents of the young virtuoso perfectly.

~ Nevertheless, in ny opinion, to concentrate exclusively on
these performances at the expense of his work with Fletcher Henderson
between 1924 and 1925 and his accoupaninents to blues singers is to
 ignore an inportant slice of his apprenticeship. Equally to disniss
quite as casually as sope writers do the period imnediately follow-
ing his departure fron Chicago and the beginning of the long period
of fronting big bands is to reject the final flowering of inagin-
ation and technique which is Arristrong's great contribution to the
- history of jazz.

Arnstrong was invited to join Henderson in 1924 as featured
soloist. He was not Henderson's first choice: that honour was
reserved to Joe Smith, a cornettist of great gifts, who at that tine
felt unable to accept a perunanent place with the Henderson Orchestra.
Arustrong's first records with the band, Shanghai Shuffle and
Copenhagen, already tell us souethlng inportant about him,

' Neither solo is particularly original but both are infused by
a confident assurance and a relaxed style which contrasts strongly
with the stiff arrangenents and the conventional approach of his
colleagues in the band, It is interesting to ebserve how, during
the thirteen nonths of his stay with Henderson, Arustrong's influence
had leavened the luup of the collective Henderson iuagination, and
his last records with the band, Sugar Foot Stoup (a speeded-up
version of Dippermouth), T.N.T., and Carolina Stomp find the band
swinging easily, no longer a carbon copy of Rager Wolfe Kahn but
@ viable. Jazz band.

This was no insiznificunt achievement. Henderson's.vrchestra
was then a powerful sociul influence among Negro musicians and the
black public, and nenbership of it conveyed prestige; but it now
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became an important musical; influence and remained so for most of
the next decade. It is not too great an exoggeration to claim that
- -Arnstrong's residence with Henderson not only influenced the person-

. nel, particularly Charlie Green, Jinmy Harrison, Don Redman and

Colenman Hawkins, but it actively influenced the kind of arrangenents
that Redman, Henderson and others were henceforward to make for the
band. These in turn influenced virtually the entire course of big
band jazz which dominated the field throughout the Thirties and carly
Forties. - -y AT

If Armstrong's influence on Henderson was profound the debt
was largely repaid in the experience he gained from playing with
relatively sophisticated musicians and from the need to play easily
fron complicated arrangenents, It also gave him his first opportunity
to develop his solo style in relative freedon.

The elements of that style, dinly observable in the King Oliver
-records, are now fully illumined for the first tiue., The choice of
notes is invariably apt and their delivery is direct, unencumbercd
by any unsureness of intonation. The tone is rich and powerful, the
“timing subtle, and the accentuation and placement of one phrase
relative to another is so acutely judged that . each strong beat
generates within itself the neximum forward thrust, propelling the
rusic on with unguenchable buoyancy and irresistible logic. And the
. technique by which theso rumokkeble rcaults arce achieved, the infine
ite variations of pressure colourcd by a variety of vibrati, cspe-
cially the cclebrated 'terniial vibrato!, and the use of the choked
half and threce-quarter valve technique which opens out into a full,
upward-rising sound, inspire exciteicnt and adidration.

In narvelling at his brilliance in instruuental nubers it is

‘ sonetiues forgotten that Arustrong possessed a great lyric gift and
. was also capable of discretion and rcstraint in the coupany of sin-
gers where.the 'leading' qualities, for which he was already faiious
by 1925, were in less denand. One is always aware of his presence
in an enseuble, but when he found a singer whose teiperaient watched
his own he could work near-.iracles of taste. Curiously he was less
succcssful with Bessie S.ith than with soue other blues singers,
Perhaps Bessiels genius offered too strong & challenge to his own
individuality; certainly she preferred Joe Suith to accoupany her,

- and he proved to be the perfect foil for her own eleiiental style.
All the sae Louis can be heard to advantage in several of the nun-

. bers he recorded with-Ber while still a nenber of the Henderson band
(4). Particularly notable are the Oliverish 'wa wa! accoupaninent
to Cold in Hand and the enseible work in Sobbin' Hearted Blues and
Careless Love., But the gew without doubt is Beckless Blues where he
is heard .uted throughout filling in behind one of Bessie's wnost
inspired lyric perforiiances and offering a useful corrective to Fred
. Longshaw's lachrynose harconiuiie
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“But it was in Bertha !'Chippie! Hill that Arustrong found his
ideal blues partner. Between Hoveuber 1925 and Noveuber 1926 he
partnered her in a series of classic perforuances beginning with Low
Land Blues and Kid Man (5) which encoupassed the beautiful Trouble
in Mind and Pleading for the Blues, the strident Pratt City, (B Ts
- 8) and ended with Lonesoue Weary Blues. The backing he gave her
-in these recordings were of the kind blues singers dreaiied of and
confirn hin as a waster of the art of judicious understatenent, while
the deft and thoughtful support he gave to singers like Alberta
Hunter, Victoria Spivey, Maggie Jones and Sippie Wallace adds a
touch of immortality to uaterial that rises only a little above the
I_mndane s

Most of these acconpaninents stem frou the Henderson period or
fron the first year of the Hot Five and are in a sense coupleuentary
to that phase of his developuent since they involve hin in the diffi-
cult problen of following and inplepmenting ideas created by soneone
else and irpose upon hiii a stricter discipline even than leadership.

But outside the recording studios Arustrong!s life during the
entire span of the Hot Five - Hot Seven era was doninated by the big
band, the suall groups being asseibled for recording only. He left
New York and Hendersom not to return to the hunme-~town atuosphere of
the New Orleans aggregation but to double in two large orchestras,
-Erskin Tate's Vendone Theatre Orchestra and Carroll Dickerson's

- Dreanland Orchestra., Tate!s orchestra, an under-valued because largely

unknown factor in the iwusical life of Chicago, was a quasi-syuphonic
pit orchestra whose nmenbers were required to play light classics as
well as the thot! nusic enshrined in their recordings (two featuring
Arnstrong as lead truupet, the rest Keppard).

The association with Dickerson is uore closely docuuented. It
was fron the ranks of this orchestra that Arustrong drew the nenbers
of his second Hot Five and with whoui: he subsequently nade several
recordings as 'front! uan, As a corporate body Dickersoun's. orchestra

- presents a better iipression than Henderson did, but the general
effect it created was one of suavity unenlivened by any strong injec-
tion of red corpusvules.

KENNETH DOMMETT £8) 1971

(1) The Orlglnal Dixieland Jazz Band.RCA RD-7919
(2; King Oliver's Jazz Band.Parlophone PMC70%2; also The Immortal
King Oliver, CBS Milestone 63806
3) Louis Armstrong with King Oliver, London AL3504 (10") deleted
E % examples in (a) Fletcher Henderson: A Study in Frustration.
CBS62001 (deleted) and (b) The Immortal Fletcher Henderson,
CBS Milestone 63737 _
4a) The Bessie Smith Story Vol, 1. CBS62377 )
5) in Recording the Blues,.CBS52797
6% in Jazz Vol.4 - Jazz Singers.Folkways FJ2BO4 (°deleted)
(7) in Jazz Sounds of the 20s Vol.4,Parlophone PMC1177 (deleted)
(8; in Story of the Blues Vol.l, CBS66218
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1971 CHELTENHAM FESTIVAL - A RETROSPECTIVE REPORT

- A1l but the most casual of music followers must have become aware
of the” changlng face of the Cheltenham Festival in the last few years.The
. first recent change came in 1966 with the addition of a ‘'second.feature!
- to-supplement the Festival's actual 'raison d'@tre'! - a spotlight on one
country--or-group of countries' music and musicians.In the last three years
‘the festival has come more to resemble Edinburgh or Aldburgh through its
diversity of concerts spread,as they are, right through the:day,from piano
" recitals in the morning,through afterneon chamber music to the maln feature
in the evening,usually an orchestral concert. i f

1971 has seen,amongst other things,SWIBY - for the uninitiated,Scand-
-inavian Music In Britain Year . Several of the names of the composers
represented were new to me;all the music certainly was,although one work,
Blomdahl's Chamber Concerto,has been available here on disc for some years.
Two works by Grieg -~ the Symphonic Dances and Piano Concerto - were the

- sole representatives of earlier centuries of Scandinavian music(Why no

_Berwald ?)so one was left with the impression,however rightly so,that
Scandinavian music for the concert hall began with Sibelius and Nielsen.

" The BBC Symphony Orchestra,under the young conductor Leif Segerstam,gave
remarkably idiomdtic performances of Sibelius' 7th and Nieisen's 5th
symphonies;the young conductor,aerial display simulations apart,seemed in
-control;and in the .phrasing of the Sibelius in particular,one was reminded
of the guasi-definitive performances of Tauno Hanninkainen some years ago.

More recent orchestral music by bcand1nav1ans was also featuvred
although,31nce this periodical did not buy me a 'festival subsciber's
“ticket,TI must confess to not having gone:to all the concerts.One work
which some readers may have heard through two recent broadcasts was Per
Norgaard's 'Luna’'.The composer drew influence for: the piece from Thomas
“Ring's 'Astrological Psychology! .Acoustlcally,the work resembled a similarly
anonymous piece, 'Cloudscapes' by Elizabeth Maconchy,heard at the festival
some years ago.The constant eerie effects.were only occasionally broken by
‘more violent outbursts,the most memorable gesture being the ending.Electronic
music has obviously not been neglected by Scandinavian composers;as well as
being incorporated into his orchestral 'Epltafflo',Arne Nordheim's electronic
creations were heard in the annual concert of tape and live electronics,
presented by Tristram Cary. Nordheim's 'Warsawa' struck one as a sort of
electronic equivalent of Schoenberg's 'Survivor...',yet with more concern
for the actualities of that terror-torn city than Schoenberg's epitaph piece.
The sounds of explosion,falling masonry,weeping children were all fused into
a collage both moving and frightening;my only criticism lay in its lenghhy
reiterations of the obvious terror-filled 'punch-lines',which made the work
as a whole too long.Tristram Cary was represented by a-live piece (assisted
by family)which coupled his own dexterity on the VCSS‘withrhis sons' gelecting
dice.The commissioned piece was David Jenkins' 'The Devil's Dream',made in
the RCH studio,where he is a pupil of Cary. '

Another pupil of his,Simon nesorgher appeared in the Cirencester
School Percuss1on Ensemble's concert under Elis Pehkonen as .guest flautist
in Peter Lawsoén's new piece for flute,piano and percussion (to be published
soon by Edition Peters), 'Valentia Extramaterda! - extramaterial,that is,to
a previous piece, 'The Cavern',similarly drawing inspiration.from the west
coast of Ireland,a favourite summer haunt of the composer.On one hearing,
the work did ot seem as personal as all his previous offerings,but,if
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nothing else,the piece showed off the independant and combined talents

of Simon Desorgher (complete with amplified flute),the composer at the
piano,and the pupils of this widely travelled group of young school
children.The conductor,Elis Pehkonen,was represented by his 'Music of
Paradise',recently commissioned by Farnham;it brought together a choir
and small instrumental ensemble in addition to the percussion,in settings
of lines from Dante.Piecés by David Bedford(Fun for all the family),
Christian Wolff('Toss'),and John Cage ('First Construction in Metal!')
made up the rest of this refreshingly different concert.

One would have preferred the British works in the more major concerts
to be as refreshing.The opening concert celebrated Sir Arthur Bliss' 80th
birthday with a performance of his 'Morning Heroes'.However relevant this
work must have been between and after the World Wars,its dated choral
writing made it sound very dull,indeed,bearing in mind that it is practically
contemporary with 'Belshazzar's Feast'. The most successfully invigorating
passages were the purely orchestral ones,where one was given a glimpse of
the composer of the ballet scores,which could never be called pedestrian
or dull. The 'dullness' of the performance does not reflect on the Festival
chorus,or the spirited devotion of Charles Groves,the conductor.How much
more poignantly lahler's 'Kindertotenlieder' expresses the melancholy of
lost loved ones,especially given the dramatie intensity of John Shirley-
Quirk in the solo part.

Amongst the new British works,Nicholas Maw's 'La Vita Nuova' failed
to get written in time (nay,started at all) .Martin Dalby's 'Concerto Martin
Pescatori'only confirmed my present opinion of this composer(the St.Martin's
Academy looked as uncommitted as the misic sounded). while the premidre of
the new Fricker piece found me in a local hostelry! With such a dearth,one
was more than thankful for the visit of Reginald Smith Brindle.'Apocalyse'
his new orchestral work,breathed a little fresh air into an oppressively
hot Town Hall,albeit with rather pessimistic overtones. The composer's
programme note spoke pessimistically of Man's future and 'the means of mass
extinction',but more importantly,of 'the extinction of Man as a poetie,
creative,spiritual being'.'Where are the Leonardos and Michelangelos of
tqday ?,Smith Brindle asks. The fresh new sounds and their assembly in this
music only confirmed my first impressions of the composer on hearing his
'Amalgam' for chamber ensemble some:years ago at a festival - that here
we have one of our most individually exciting composers in Britain today.
‘Hearing this work in the context of other British works in the week,one
was led to-speculate whether,perhaps every British composer should breathe
the latin air to blow the stiffling Saxon cobwebs from his mind,and hence
his musical . 1anguage (That a composer,other than Brindle,mentioned above
spent some years in that air and returned to write the music he has,needs
no further comment.from.me.)

(If the music of the present day was disappointing at Cheltenham
this year,it was more than compensated fom by performances of Mozart by
alfred Brendel,of exceptional guality.However relevant Mozart is to the
modern world,T fear a discussion of the six piano concertos heard at the
festival does not come within the primary aims of this periodical.)

PHILTP LANE -
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REVIEWS

Birmingham Triennial Festival 1971

"The main impulse behind the work came from seeing
Sam Peckinpah's film 'The Wild Bunch'. ... It was not the vio-
lence of the film that so impressed me ... but the extraordinar-
ily satisfying, thoroughly musical shape of the work. The way in
which the opening part impelled the film inexorably forward
through the various intervening parts to the final section -
which was a powerful outburst - communicates to me the contin-
uity of life. After the final culmination of events, there is
a near-epilogue in which it is suggested that because life is
what it is, and because human nature is what it is, it will
happen again somewhere else. Naturally, in my music I've inter-
- preted this feeling in my own way ... so that in the long rum,
the only really strong influence from the film that remains is
the overall shape of the work and, more particularly, the fact
that it ends with the same phrase with which it began. It seems
to me that this sounds both the same at the end as at the start,
and yet different, which is exactly what I wanted to do."

Such was the odd mixture of naive philosophical cliché
and 'Pseud's Corner' material quoted in the programme note as
the thoughts of John McCabe on his Second Symphony, given its .
first performance by Louis Frémaux and the CBSO on Saturday, -
September 25 in the Birmingham Town Hall. It strengthens my
scepticism as to the helpfulness of composers' opinions about
their own music. In this instance the unwary listener could
“have been misled sufficiently to miss what seemed to me to be
the basis of the work - a struggle between staticism and dyna-
mism rather than an inexorable forward movementi . McCabe here
attempts to build a symphonic structure by combining and con-
trasting the two opposing poles of contemporary musical thought,
This he achieves with a certain amount of success. The basic
five sections comprise a basically static opening pair, fast -
slow, the former having a foreground of increasingly violent
rhythmic ostinati, succeeded by three contrasted movements,
fast (scherzo-like) - slow - fast, in ,Which we seem to be more
in the symphonic world of Walton. Thevhapplest' stroke structur-
ally speaking (its emotional effect seemed aimed at catastrophe)
was the series of" violent chords at the end which led to the
recall of the opening staticism.

~ McCabe's handling of the orchestra was virtuostic, and in
return the playing of the CBSO under Frémaux reached its now
habitually high standard. There was perhaps insufficient indiv-
iduality in the musical material - too much reliance on post-
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Stravinskyian rhythmic idioms and glittering Tippettian counter-
point, One also felt that the basic idea of the structure did not

 need five movements. to express it; in particular the fourth move-

ment seemed redundant and never took wing melodically. All the same,
the work deserves further hearing - the only sure way of assessing
its worth. Luckily it is being played in the CBSO's Thu,.sday series
on March 9, 1972,

The remainder of the concert consisted of a very fine per-
formance of Strauss's 'Don Juan' (with enrapturing playing by
horns and strings),-and an altogether over-precise, underpowered
account of Rachmaninov's second Concerto with Aldo Ciccolini as
soloist. ' )

The premiere of another large-scale work commissioned for the
Festival attracted a larger audience: John Joubert's oratorio 'The
Raising of Lazarus', given by the City choir and the CBSO under
Maurice Handford with Janet Baker and Ronald Dowd as soloists. I must
admit at the outset that the whole evening appears in retrospect in
the reflected radiance of Janet Baker, whose singing of Mary's solo
in Scene 3 seemed more beautiful than any I have heard.

The text by Stephen Tunnicliffe tells the story of the 'Raising'
as in John's Gospel with additions which attempt to convey the
atmosphere more strongly through choral descriptions and through more
sharply drawn images of Jesus and Mary; it is divided into three

- scenes, 'The Arrival', 'The Raising' and 'The Departure'. I was at

first unconvinced of the textual plan as explained by Mr Joubert in
'The Musical Times', but the final couplet of the closing chorale-like
verse provides the answer as Christ, entering Jerusalem,

"Faces now the hour appointed

A1l mankind to save." ‘
Thus a parallel is drawn, and in the midst of triumph the suffering
to come looms. There was here a happy correspondence between Joubert's
often bitter-sweet harmonic and melodic style and the gpirit of the
events described. Thus Mary's song in Scene 3 expresses the central
theme "with tears of joy and sorrow'. o7 :

The work as a whole both benefited-and sufferedlfrom its ess=~

:Vehtial simplicity and directness. The text was often too explicit to

allow the composer imaginative freedom, its imagery. da'gerously naive,
its: expression stolid. Joubert's music was generally effective

(like McCabe he is a natural writer.for the orchestra), and, as

often with Britten, the presence of a text helped to offset his
sometimes over-repetitious technique. I was a little disappointed

in the music given to Jesus, but the orchestral portrayal of the
'Raising' itself was certainly the most imaginative piece of writing
I have heard by Joubert. A simple chorale-like melody (accompgn}ed.
symbolically by the organ).expressed orthodox Christian aspiration

at the close of each scené; I hope I may be forgiven for finding

the final quiet version rather predictable! The orchestral playing
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was on the whole suPerb, but the choral writing did not always come
over as effectively as it might - a larger choir seemed to be required,
The warm recepti-n given to the performance showed that there is cer-
tainly a market for this kind of work. What price a text with a truly
contemporary impact?

ANTHONY CARVER

Fringe Events. arranged by the Birmingham and Midlend Institute

ds Cnncért in St Chad's Cathedral arranged and conducted by
John Tavener

20th September, 1971

In a concert of mixed works and mixed enjoyment given by the
London Synf onietta Chorus, Margaret Lensky (mezzo-soprano), Delia
Ruhm and Frederick alsh (flutes) and Harold Lester (harpsichord),
there was most interest and the best performances in two works by
Tavener himself.

Responsorium in memory of Annon Lee Silver, who was to have sung
in the concert, was given its first performance. A short effective
work for two flutes, two sopranos and chorus, it consisted of a simple
5-note canon sung by the chorus, forming an accompaniment to the Latin
Responsorium sung by the sopranos interweaving with the flutes in
quite thrilling juxtapositions of notes.

Nomine Jesu (1970) part of a long work called Ultimos Ritos -
Tavener seems much concerned at the moment with religion and ritual -
used two flutes, organ, harpsichord, soprano and two choruses, with a
group of parsons as speakers, The composer intends a meditation on the
name Jesus, and as a constant background, one of the choruses intoned
the name rhythmically on a single chord but in different European
languages. This was punctuated by short, florid passages on the solo
instruments. and by the solo singer, and also by the other chorus,
who interjected at times the name of Jesus in Negroid and Asiatic
languages. The other element was a reading of (I think) Matthew 1:21
~ in English, Latin, German,Italian and Frex®h in turn by the clergymen,
‘usually after a soprano solo. The work had considerable unity, helped
by the pedal effect of the intonation of "Jesus", and some force, with
some interesting climaxes on solo instruments, and aroused interest in
the rest of the work: which, one hopes, provides contrast to this
sectinn which was certainly of the exact length to extract all possible
interest from the idea.

2, Concert of chamber works by John Joubert given by the Tunnell
String Trio with Susan Tunnell (piano) :

27th September, 1971
It was an interesting idea to have four chamber works by one

composer illustrating his development and also to give a concert of
instrumental works by a composer whom one is inclined to think of




as primarily a choral writer.

I had heard none of these works before, and wondered if the
composer would have succumbed to the English tradition of string-
writing of the post-Elgarian kind. But no, Mr Joubert is aware of
the more unusual possibilities of music-making on such instruments,
as investigated by Bartok, and it was with that composer that I
found myself comparing these works in a concert absorbing from be-
ginning to end, That comparison in no way belittles Mr Joubert's
compositions, for I felt he has taken the ideas of Bartok only asg
a starting-point; he has gone on in his own way.

We had the most recent work first, the Kontakion for cello and
piano, Opus 62, was composed for this concert. It is based on a Russian
liturgical chant which provided the main theme of the work and gave
it a sombre, modal flavour. The cello writing was strong and meaty,
but from this one hearing I thought the piano part at times insipid and
wispy and hard to reconcile with the two main ideas of the composition.

The rest of the concert eohsisted of a Dmo for violin and cello
Op 65 (1969-70). the early Sonata for viola and piano (Op 6), and the
String Trio, Op 30 (1960). In all of these Mr Joubert gave the instru-
mentalists plenty of strenuous work to do of some technical and A
rhythmic difficulty, but allowed them to enjoy what they were playing,
and this communicated itself to the audience, which is surely the
point of intimate chamber music.

HILARY BRACEFIELD
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18th October: Queen Elizabeth Hall, London.

VConcert of new music by young British composers given by
the Music Now Ensemble directed by John White,

v ] "The 1mpetus that led me to my present musical activities was,

_in common with many other people, a profound dissatisfaction with the
existing musical establishment; not just with "modern music" but with the
whole musical climate which begets it." (Hugh Shrapnel) Not new sentiments,
of course, but the sort of thing that many musical revolutionaries (and a
few quacks) have said before and will doubtless continue to say. The
dissatisfaction is I think, in this case, genuine and does not express
itself in a negative way. Stlll more, the method is startlingly new
(although it must be seen to take its place among the overlapping styles
‘and aesthetics of recent music and has obvious predecessors).

Let me explain, The New Music -~ the latest $o come from the
centre f the British avant-gerde in London - is diatonic, or at least
based on diatonic roots. The concept is fairly free, of course, but the
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fact remains true, ind not only this, dut it is &lss Beautiful Music, "“estful
resd-srgans. tinkling t~r planocs, soocthing rsalieries, suave swanee whistles,
Jolly Jaws harps - FO nisy electronies! (Just the joB for that lazj Sunday
afternwﬂn"" {(from advert for PT2) In fact, the readeorgans and t tay pisn-s
(two of the principal purvey-rs of the New Jusic) were not much in evicence
in this concerty but this, afier all, was rot & lazy Sunday afterncon with

the Promenade Theatre Orchestras., (See the interview with Christopher Hotbs

n page 17 of this iasus.)

Pirst performances of nine works by e’zht composera wore featured

ir this programme, PFor special mention I would single out the two pieces by
- Christopher Hotbs - “Pilobaireachd Ixercise” based on bagpipe sounds (o:nes

- eoming very near to the real thing), and "55 Indirgs from 66 chorale-
improvisations in 8 major keys" based on Yarg-Flert's Chorale Improvisations
for organ, 2P, €5. In this letter piece Fodbs sets & single chorale ending
for wind and string group followed by four endings played simultansousir on
- four reed-organy ot the back of the stsge, This process iz rereated until 55
endings have been used, The descripiion may scund simplistic; the ef’ect af
the piece is bewitching and very deautiful, bkl

Toqn Yhite {the father figure behind the Yew lusie) conducted some
of the pieces in his own inimitable fashi-n -(enormous gesturea using a -aton
of positively Boult-like proportions)~ and provided a fascirating piece of
his own called "Autunn Countdown Yachine" which divided the players ini:> four
groups cenired arsund metrinomes and involving a very informal performance
practice, including stoppring to change sgpeed, to reassess the situatisn as
the comp-ser says, and the occasisnal calling -ut ~f instructi-sns ¢5 ore
an~ther,

I considered -nly one piecs - Hugh Shrapnel's Zlegy = 1+ be & i-tal

failure: an excessively doring 11 minutes of music based on a8 single d-"mward
- scela. And T was not altogether happr with Cavin Bryarts "1,2,3.4" either.
It started off very differently from any of the other pieces in the programme -
prp=-influenced, with everyone wearing bright-red earphones tn pick up musice,
vhiech we couldn't hear but which was supposed to be used by the performﬁ.s,

and I think it was Howard Skempisn singing - very funny. It later lapsed into
-8 pingularly amorphous, regative sound which was closer in style to that of

many of the other pieces in the concert but had nane of their inventive melodic
ar harmonic qualities, it showed well the dangers inherernt in writln; ris kind

of . musiec,

Bnt for the moat part it was a beautiful concert and a very harpy
evening; very restful and untortured - one of the best evenings I have spent
in 8 concert hall for some time. As the first major showing of the Xew Tusic
it augure well for the fuiture and I advise everyone, and especiall" thos
who don't like "modern muaic", to try it.

L""?"“‘F Fooyopn

N de e bdkA
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20th Jctober: <Sarber Institute of Fine ATts {University of Birwingharn'

.

Lunchtime concert ~f works by Elgar, Tippett and
Vaxwell Davies, given by students from “irming%am
University conducted by Keith Potter _ P

Blgar's 3Serenade £or Strings is one of those works which, fora”
succesaful performance, requires the production »>f that smosth string t«nc
snly produced when all the instruments are playing exactly together, Alinsugh
- the orchestra was able to produce tzis s>rt of tone for ‘imuch of the wbr»
~its disintegration in certain emposed passages did spoil the perfarmance
A 11ttle. ”evertfe‘ess, it was general r soldd an’ qtite aﬁ ﬁyable.5 '

~ The success in performance of the two ”iﬂpe+t madrigals lay in
direct rroportion 4o ‘the musical strength of the twy comprsitione thexselves,
“T“he ¥indhover", full of rather excessive fuzzy counterprint with toco much
attention paié to wordepainting snd insufficient regard for ach;evina a
sturdy overall structure, was not as well per;ormed ag "Phe Source™, a far
more direct and forceful work,

Judging from its position on the progranme, the work by Peter
Vexwell Davies was, I presume, meant {fo be regarded as the principal work
of the concert, If this was so, ther Davies'! Seven In Momine proved to be
a miserable anti-climax, Davies' basic problem, like that of meny other
contenporary composers, is nhis misurdasrstanding of the function of sounterpoint,
Counterpoint 18 meaningless unless it is the means of providing comprehensibility
to the harmony. If the harmonies of a work are deliverately controlled there
is no structural need for a contrapuntally controlled texture. In this context
counterpoint tecomes irrelevant and artificial, Davies proves %o de a sheep
in wolf's clothing, & conservative masgquerading as a& radical. His counterpoint
ohscures the simr‘e. quite unexceptional tonsl and modally influenced harmony,
rether than give cozprehen g}biliﬁy t5 & complex harmoric structure.

AT o
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Some thoughts on Cﬂntempora:y “i o Jusic
sromnpted by two recent recitals

In the space of four dsys I had the unisue opportunity of hearing
the major pilana works of the two moet important single figures of the asvonte
garde in music today, (m November Ttk I heard Aloys Yontarsky play the c~xplete
plens pleces of Ctockhausen {in London, ales, not in Sirmingham). 4ind on the
£0llowing Yednesday the young American-born pianist Richard Zermss playec
Cage's Sonatas and Interludes for prepared piano, preceded by two short +-rks
by Srahan Zearn and Richard Orton, in a recital at the Barber Instituis,
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It is significant that these piano works, both of considerable
importance in the history of 20tk century music, were writien in their
respective composers! earlier years: Jonatas and Interludes in 1946-48
and Stockhausen's Klavierstucke mainly during the early fifties, That is,
during the period when both composers were writing totally determined and
chiefly conventionslly notated zusic, Cince then, of course, both have "gone
indeterminate”, although it is perhaps not generally realised that they have
since returned to fully-notated compositions.

o 'Yay we therefore expect further solo pianc works frox these compccers
along similar lines to their earlier works? Stockhausen's eleven piano pieces
were, after all, originally conceived as part of & projected set of twentr-one,
abandoned after the compeserts difficulties in completing IX and X and nis
desertion of total serialism per se, However, I see the possible new works

as being radically different from the earlier ones, end by no means simply

-

_a return to earlier technisues and practices, I think both comprsers will

£ind undretored use of the keyboard too limiting for their expresaive neazds -
elthough I hope I may be proved wrong, Soth eomposers are too strongly creziive
musicdans to sink to the naive itwangings and thumpings of the inside of the

piano which characterise so much contemporary piano music - but then genius

has a2 way of using hackneyed and even unpromisirg material in new ways,
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- : ~The use of electronic manipulation holde out more promisge, I
think. although Stockhausen's recent "Mantra™ for two pianos is &

. - d4sappointing work - due partly to its strange lack of resource and

“wariety in the use of electronic manipulation of piano sound., (Ring

- modulators by themselves become boring after a surprisingly short time,)
The promised mesmeric effect of this work just was not achieved as far

as I was conccmed; thus the above criticism would seem to hold good.

" Contonporary piano mio. o put 1t bluntly, needs a good kick
_4n the pants and a composer of exceptionsl talent to take stock of the
problems - limitations, implied conventions ‘and all -~ and create something
really startling {and probably quite simple in its basic idea when we &l l
get to thinking about it), ifter all, the 1960's was prodably the first
deceds in the history of the plano in which ro work of any lasting
significance was written for it as a solo instrument,
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That new music for the piano is not completely dead was, however,
proved by the inclusion of the pieces by Hearn and Orton in Richard Bernas!
Birmingham recital. The former's Piano Piece II, a musical graphic score,
can be played in many different ways. Mr. Bernas chose to play it softly
and serenely and revealed his very personal identification with the piece,
which, like the Orton, was written for him. Orton's "Pi8ce de Résistance"
was a magical exploration of simple and occasionally chromatically altered
chords and melodic fragments in a very tonal F major, in which each chord
progression, each crescendo and diminuendo, was crucial and sometimes
devastating - an exploration of subtle nuances and the gradual evolution
from a static state which characterises much of the New Music,

KEITH POTTER

11th November: St. Francis Hall (University of Birmingham)

Lunchtime concert of works by Christian Wolff,
LaMonte Young, David Jones and Keith Potter

Keith Potter!s Improvisation Group gave us another concert on 1lth
November in St. Francis Hall., That location enables the audience to sit on
three sides of the performers, thus producing "greater intimacy'", although
I felt just as remote as at their concert in the Elgar Room last May where,
seated on stage, the players were separated from the audience by a moat
sometimes called the "orchestra pit!,

For their first piece, Christian Wolff'!s "Stones", each musician,
six in all, was in possession of stones, either in polythene bags, being
rolled and jostled on the floor, or their resultant sounds being explored
through contact with microphones. There was perhaps one moment when the
piece gelled and the players began thinking together.

LaMonte Young's "X for Henry Flint" is one of those tedious pieces
in which the same chord (in this instance an elbows-cluster on the piano,
played by Keith Potter) is repeated in strict tempo as many times as to
concern, disturb, amuse, irritate, disgust and finally exasperate any but
the most patient or mindless of audiences. Now come on LaMonte! This is
what some people would construe as the influence of Satie (in particular,
"Vexations") on avant-garde thought -~ nothing new., There followed an
innocuous "Fluctuations" by David Jones, in which all the instruments were
conmnected to emplifiers (including the strings and clarinet).
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Keith Potter's own piece - "Piano Music" in premiere - was
played by Hilary Bracefield. It included a narration spoken by the pianist.
Mr, Potter quoted freely from Schubert, Mozart and the classical
repertoire, Debussy, Ireland etc. in, I presume, an attempt to illuminate
the spoken text (of unknown authorship - Hans Keller,. perhaps?) which
made several bold and semi-serious presumptions of which. the most puzzling
was "In Mozart's time, everybody was avant-garde and nobody had to say
so", It was obviously a healthy state of affairs, as Mozart discevered.
I fail to understand what Mr. Potter was attempting. The work itself,
consisting exclusively of quotations, was pastiche which drifted nebulously
through many semi-descriptive, bodyless pieces, whilst outlining a
facetious diatribe only egualled by Ogden Nash's poems for "The Carnival
of the Animals" or Milhaud's settings of the agricultural catalogue. As
an illustrated lecture I fear that Anthony Hopkins is more lucid, Besides
which the old speaker-performer bit went out with Edmundo Ros.

My last point (I did not stay for the second performance of the
Christian Wolff)’is that Mr. Potter is beset with the problem of a group
who cannot play their instruments., I do not object to untrained violinists,
clarinettists,or whatever, having a go and being delighted with the effects
produced with, or without, microphones. However, for concertipurposes,
every work demands an element of virtuosity or vivacity which was lacking
here. The group accordingly killed "Fluctuations", as-did Hilary Bracefield
kill the quotations of Keith Potter. Furthermore, this lack of acquaintance
with ensemble-work (a problem which the group should have solved for itself
by now) kept "Stones" ~ the non-instrumental piece ~ well and truly on
the ground throughout. Let us hope that the resourcefulness:of Mr, Potter
will conquer these odds in years to come,

HOWARD C. FRIEND . =
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