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(Lddress given at the annual meeting ol the 'innesHota Music Teachers?! hssccia-
tion, Minneapolis, November 2, 1942)

Whenever a composer is teaching at a liberel erts college, there is
some epprehension likely to develop lest he may overemphasize the significance
of creative endeavors and give the music department thet famous conservatory
slant which seems to many college people particularly distasteful, Hias true,
of course, that o composer in @& teaching position will be especially keen in
observing end stimulating creative abilitles in his students, for 1t is there
that he expects most immediate rosponse and most satisfactory rasults. lIlore
than anybody else active in the field of music the composer is passionately
interested in the perpetustion of the art, for only if the art of rusic ig to
survive as a powerful factor in the intellectual and emotional life of men-
kind, can he be reasonably safe in expecting from posterity that recognition
which no composer of consequentirl music hes carned from his contemporeries
during several centuries. He will instinctively try to educate spiritual
heirs to his ideas, pupils who will form the nucleus of lerger groups which
eventually will prepare the mind of the public st large for & better under-
standing of his message. While it does not mean thet 21l his pupils heve
actually to write music, it is obvious that the teaching composer will turn
his particular attention to thosc who doa It is his netural conviction that
the life of the art is inseperably tied up with an unceesing flow of new cre-
ation. Through the reculier mentelity that developed in the 19th century,
many people ceume 1o believe--although they mey not have mede it conscious to
themselves--that we sro so wonderfully blessed with masterpieces of earlier
periods thaet we can practically dispense with new additions to the well-tested
reportoire; snd the greater portion of present day's musical life is obviously
being menaged eccording to this belief., This is & very dengerous falleey, for,
whether the everags concert menager and concertgoer believe it or not, the
art lives only as long as there are creative impulses at work. If no new
music were written, thc old one would soon petrify end become a mere curiosity,
like Egyptian mummies, or sone other product of a venishad civilizations Therc
nmust be constently people who belisve firmly in the possibility of creating
new forms of the ert, for their faith clone keeps the elorious past alive, in
spite of the philistinc assumption that the new experiments tend to destroy
the scknowledged beauty of olden times. In feet, it is just the other way
arounde.

There is snother contradiction which I have to mention at this

point. DNobody is more eware +hen the composer of the fact thet there is en=
tirely too much composing going on, not so much for the triviel reason of com-
petition, but ebove all beceuse he exneriencss peinfully the inferior quality
of ninety nine percont of what is being written. And yct, he is the ons who is
houndlessly optimistic ebout the crestive ebilities of his fcllowmen and fecls
like encoursging everybody to try his hend at writing rnusic. Strangely enough,
it is usually the unmusical pcople who don the pessimistic attitude of the oor-
fectionist end would like to nip in the bud eny impulse that does not promise

a sccond Beethoven or Brahms. The composer has a different viewpoint, because
he never pives up hope thet he mey discover telent which wes not recognized or
waich had not recognized itselfe. Anc then, whet is more import-nt, hs knows
that the great genius is 2 unique phenomenon, sent to us by the grace of God,
but he will grow only in a soil prepersd for him by the loving lebor of ine
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numerable anonymous workers. The great masters of the past alweys appeared
in a community soaked with musical thought ard full of musical teeling, L
needs the thankless enthusiacsm of thousands and thousands of amatsurs and
would~be ccmpesers whose works are coomed to oblivion as they originste in
order to pavs the wey for one Bach or Beesthoven. Ard the better prapared
these anonymous workers are, the higher the level cf their--iltimately fu-
tile--efforts, the more likely the emergence of one genius of really momen-
tous significance, The composer kno#s all that ani therefore he attends to
any exercise of each of his studente with the same seriousness as if it were
& masterpiece of ultimete import--because potentiglly it may be one. I

think this should clarify sufficiently the attitude of the teaching composer, .
He is {ree {rom the childish decire of turning out hosts of genuises, of
which some of his adversuries accuse him. PBut he hLas a deep-rooted respect
for even the humblest attempt to create musical formations, and he feels a
binding obliigation for helping anybody to do the very best on the basis of
his talent, no matter how small or how big it may be.

Let us now turn to the methods available to the teaching composer
for carrying out his task, His main vehicle for conveying his ideas is
known as teoching theory. Frequently the theoretical part of the musical
curriculum is looked upcn as something whicn has to be therec for the sake
of completeness; and theory courses as a sort of necessary evil of which the
rnusic student has to take a carefully chosen minimum. I think this i1s part-
ly due to the unfortunate term "theory" which we still carry along from
ages past, It sounds as if this branck of musical instruction would deal
with certain esoteric espects of the subject, which reslly should belong
to the specialist. The composer is naturally of a different opinion. To
him what goes on in the theory courses seems to be the most practical ap-
proach to music that can be imagined, for what could be more practical
than the actunl making of music? :

There are three ways of dealing with music: the creative, the
analytical and the reproductive way, end every musician should participate
in all of them, with differences in emphasis and intensity, according to
his individual talents. The creative way should naturally be considered
the most vital epproach, It deals with the writing of music and secures

‘the future of the art in the most immediate manner, as I pointed out before.
If ever the day should come when no new music is written, music would cease
to be studied as well as to be performed. The snalytical way involves the
study of the history of music and the understanding of the musical process.
If 1t seems to be less vital for the existence of the art, it is an absolute
necessity for the artist, be he a composer or a performer of music, for
without it he will remain a dull, unenlightened craftsman, relying on a few
tricks picked up here and there, unable to give his work dignity and signifi-
cance, which can result solely from his seeing himself in a proper historical
perspective. The repreductive way is the field of the performer, or inter=-
preter, which is so natural & correlative to the action of the composer that
it needs no further elucicdation. The term "applied music" usually bestowed
upon these activities always strikes me as particularly silly, for it seems
to imply that music, existing somewhere all by itsclf, is being Mapplied"

by the performer to some extraneous purvose, I wish we could find a more
consistent and more telling terminology for the academic classification of
rusical studies than we have now, I am sure it would remove —ary miscon-
ceptions now blurring the simple facts,

In regard to his own particular department of teaching, the theory
course, as it is c~lled vow the composer is sspacially iwnuessed hv the
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fact that he is practically the only one among his colleagues in the liberal
arts college who has to be prepared for dealing to a great extent with i11lit-
erate students, as far as the rield of music is concerned. For practically
any other kind of studies the student is equipped with some sort of rudiment-
ary kreswledge, even if he should not have elected that particular subject in
high school. If he has not studied Physics in high school, he probably has
read some populer technical books and has examined car engines or taken apart
e radio. If he has not studied mathematics, he knows the multiplicetion
table. If he has not studied a foreign language, he has, at least to some
degree, become acquainted with his own language. For almost any subject of
his collegiate studies he has acquired & few, albeit very elementary tools.
Only among music students we are likely to find a substantial number of those
who have not even the faintest idea what has to happen before music can fill
the local drugstore with questioneble din -~ in meny cases the only musicel
experience in the pre-college life of our students.

The breaking-in process to which such students must be subjected goes
on usually in something called "First Year Harmony" and maskes of this course
a sort of musical kindergarten far below any howsoever leniently defined col-
lege standards. I have great respect for anyone who teaches this course suc=-
cessfully, for it is not easy to instruct people approaching maturity in a
subject matter intellectually within easy reach of nine or ten year old child-
ren, without meking them feel silly. Naturally these ridiculously elementary
affairs are more difficult to master for growing adolescents who are directed
in other courses to approach the subject matter with a relatively advanced
intellectual apparatus, than they are for children, and therefore Harmony is
known among many students as & stiff course. I am afraid that college music
will be of a really collegiate grade only when we succeed to make the elements
of music an obligatory subject of the grade school.

Now since Harmony is such a "stiff" course, many people, including
some teachers, believe it is about the maximum of what a normal music student
should take in theory. For many reasons counterpoint is believed to be far
too difficult a subject for average students, and I know of a number of schools,
even such with acknowledged high standards, which make counterpoint a subject
of graduate studies. One of the reasons is the general attitude towards theory
which I already have tried to refute: mnamely the vague idea that music is one
thing, whatever it may be, and theory another, which can be left to the speci-
alist. I hope I have succeeded in showing that music without the creative
approach embodied in the so~called theory courses is a dull trade, for the
creative approach -- the first-hand experience in trying to do what a composer
does ~- can alone afford us a real understanding of the creative process,
and no matter in what particular way we ultimately want to be active in music,
we will not get anywhere without that understanding., Ne¢t emphasizing, but
curtailing theory creates the unwanted conservatory atmosphere, Another reason
for the gingerly attitude toward counterpoint is the idea that counterpoint
is a mathematical curiosity left over from the Middle Ages and unnecessary,
possibly even harmful to the modern composer., That idea seems to have become
more articulate in the impressionistic period and has many followers today
among the admirers of French and Russian music. I do not know how true it is
for the impressionistic type of composition, but I do know that a great part
of studies in harmony still being considered an indispensable necessity by
most educators becomes impossible of being carried out properly if it is not
supported by contrapuntal practice. That is the four-part chorale harmon-
ization, pride and joy of any harmony teacher, and his main problem child at
the same time. No wonder, since the chorale style of Bach is an extremely re-
fined and highly advanced product of finished contrapuntal mastery combined
with perfect harrmonic technique. In spite of its being based onthe modern cqcepts



of harmonic functions and tonality, the Bach chorale style is an outgrowth of
the contrapuntally oriented model polyphony of the 16th century, and therefore
nobody who has not studied counterpomnt will be able to write really elegant
chorale harmonizations.

Hermony is indeed difficult, if it comes before counterpoint. Act-
uvally counterpoint is pedagogically much easier to handle, for it can be put
more completely, in fact almost in its entirety, into unmistakable rules. The
treatment of harmonic muterisals requires artistic judgment at a comparatively
early stage, when the student is hardly prepered to uss such judgment, where-
as the training in counterpoint develops the pow:r of artistic discerimination
almost without the student's noticing it. There ar: already a few enlight-
ened educators, such as for instance Carl Bricken ot the University of Wis-
consin, who begin their theory course with counterpoint instead of elementary
harmony. The chief obstacle against wider sdoption of this plan scems to
be that most college curricula allow the music student to get away with two
years of theory, or even less, and if he would start with counterpoint he may
not get far enough in order to teke in romentic hermony, which is so cherished
by meny teachers becauss it supposedly deals with the material with which the
student is most familiar. Of course it should not be possible in the first
place to elect music as & mejor field end spend two years or less on theory.
Secondly it is not necessary to dwell for more than one yeer on modal counter-
point. I heve devised a one year's course which includes thorough training
in two, three and four-part counterpoint, with all the more advanced features
of double counterpoint and canon, and tlie writing of motets usinpg all these
devices. This course has been taken by sophomores and even freshmen with
onthusiasm and complete success it follows in general the methods outlined
in two excellent books Dubllohbd in recent yeers, one by the Danish music-
ologist, Knud Jeppesen, the other by thc Hervard man, Arthur Morritt. Mr. Mer-
ritt has levelled some severe criticism against the Jcppesen method, &s those
of you who attended the theory meeting at the MTNA couvention lastChristmss
in these rooms will remember. I do not think it necessary to go into the
dotails of that controversy, since for practical purposes a combination of
the view points involved in both methods has proved very satisfactory. Both
areo based on a thorough enalysis of the 16th century style, particulerly
that of Pelestrina, and aim at a complote command of that style on the part
of the student. It has been objected agrinst this scheme that the nmusical
language of the 16th century is as dead as Latin or Greek, thet it has been
completely superseded by the tonal idiom of subsequent centuries and thet
there is no point in training students in e revival of such an obsolete lang-
uvages In my opinion the obsoleteness of this style is the very reason why
it should be chosen &s a preferred treining ground. It is precisely becausse
that style belongs definitloy to the past, that we can describe its technicel
features in unequivooal rules, something that cannot be done with sny more
rocent style since there are too meny links with present problems involving
decisions of conscience, taste and artistic judgment. On the other hand, the
rules governing this espproesch to counterpoint erc derived entirely from the
anelysis of living music of the first megnitnde, and therefore the 16th cen-
tury modal counterpoint is far superior to the method known as "strict"
counterpoint, which actually is based on no music at all and consists of a
purely arbitrary ccrpus of rules that every 19th century writer on counter-
onint felt entitled to modify and to adjust to whatever privite wr-ierences



and biases he hade If there is a point to be made, I would say that I am not
in favor of limiting the study of modal counterpoint to the period of Palest-
rina, because his is a very special, highly refined and almost mannerized
styles His extreme restraint in the treatment of dissonances mgkes his style
a nenplus ultre of elegance and poisc and recommends its study for the sake
of technical discipline, but the inclusion of the sreat masters of the 15th
century=-Dufay, Okeghem, Depres~~who had more boldness end imagination and
fewer inhibitions in regard to dissonance and rhythm, might make those
studies still more rewarding than they are &s things s“and nowe One resason
why this cannot be done at once is that these earlier styles have not yet
been analyzed for practicel purposes as thoroughly as the 16th century

idiome There is a field open for extensive research, which has to be car-
ried out by composers.

The third reeson to be advanced for sssigning a brosder space to
counterpoint early in the theory curriculum is thet many young people now=-
adays heve & more immediate sense for counterpoint than they have for harme
onye This is nothing to be wondered &t by the teaching composer, for he
knows that the truly modern idiom of our own times is egain permeated by a
fundamentelly polyphonic conception of music, just as the idiom of the
Middle Ages had been. We live in & period in which the predominantly harm-
onic wey of musical thinking of the last three and o half centuries has
come chiefly to en end, and the most talented of our students tend quite
naturally towards counterpoint and polyphony. It is no lenger true that the
late romentic idiom is most familiar with the students, and that their the-
oretical training had therefore to select that idiom as a point of depart-
uree It is familier to everybody in a purely quentitetive sense, because
most of the music which we hear in concerts and over the redio belongs to
that style. However, creative music--which, as everybody knows, has & very
negligible place in those institutions-~has teken & different trend, and
this trend is naturelly living in most of the talented young musicicians
even without their knowing it. If you tesch counterpoint, you would be sur-
prised to notice how easily this trend cen be sctiveted.

A well-rounded theory course necds to be supplemented by proper
historical informetions The teaching of history should of course include more
thon e boresome eccumuletion of figures and names and the vain demonstration
of constant progress, working irresistably from the barbaric depths of the
Dark Ages up to the proud heights of Grieg and Tschelikowskye Whet the stud-
ent should learn from history is the loving anderstanding of how the musi-
ciens of eech period strove for the fullest oxpression of thought accessible
to them on the grounds of their owm assumptions. Only then he will be pre-
pared to look upon the mutatiocns of the musical idiom in our ovm time, which
he witnesses and of which his own svolution is & part, with sympathy instead
of supercilious znd unfounded criticism, as he is apt to do when he is led
to beliove thet everything past was just an imperfoct, preliminary effort
in order to reach the pesk of 19th century perfection.

Historical studies of this kind require inspcetion of first hend
source matericls It is well-nigh impossible to get n helfwey adequate pic~
ture of medievel end Renaissanco music i1f you know it only in the very few
specimens which ere floating eround in modern, so-celled practical errenge-
ments, isolated from tieir context, transposed, cdapted to romentic conven-
tions by arbitrary hendling of alterctions, and rhythmically completely
ilgtorteds TImegire that ert students would know the peintings of Rembrandt
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gnd Michelengelo only in versions menufactured by some of our more talentod
ertoonists in order to fit the rcquirements of newsprint. And yet, musi-
cians go on being setisfied with such imsges of the glorious past of their art.
The scme is true with tho history of theory of musice We are by far
too much relying on books written sbout other books written ebout more bLooks,
instead of trying to teke & look at the original books themsclvese I for in-
stance hove written a small book on the theory of the Twelve-Tone Technique,
ond I should hate to heve it known five hundred yocrs hence only from sixth
to seventh hend intcrpretetions. I do hdpc that anybody who then might be
interested in 20th century theory will tcke the trouble to consult my own
texte Should we not grent the seme privilege to the 13th and 14th contury
theorists? I heve mede my owvm excerpts cnd snnotantions from some of the
0ld texts, =snd compering my own conclusions with some of those sot forth
for instonce in the Oxford History of Music, I find that they differ in vari-
ous importent points. From this fact I don't derive eny criticism against
the euthors of this excellent and most velusble monument of scholarship.
But cs « composer of today I o guite naturally looking for things differ-
cnt from those thoat inbterested the musicologist forty yecrs cgo and I am
applying different viewpoints and criterise I think we heve not only the
right but also the duty of interpreting the sourccs according to our own
lights and culling from thom whatever wisdom we scem to necd, provided only
thet we are roally doaling with first hond evidencc. Prodigested food may
bo casy to swrllow, but it is ncither nourishing nor testy.

o

Tho problem is how to get hold of the sources. As far es mgic is
concerned, the grect monumentel editions of old music ere few wnd far be-
tweene tnfortunstuly not many libreries cercd to buy thcam, ¢s long as the
buv'ng wes good, and now they connot be had for love nor money end no one
knows whether they will be ecveilable ggein at nll, end when. EHowever, the
device of microfilms comes in gs o really heave spnt help. ¥You can got
microfilms of elmost any of the importent editions of medievel and Renais-
sence music from some of the big libreries thet own them, at e ﬁe"lipible
prices All you necd to have is o projoction machine that will throw the
picturcs on . screen, cnd any aumber of p\ ople, according to the size ol
thc sereen, con study the music &s well es if they had the book in their
handse :

)

As to the litcraturc, we heve to . hope thet some publisher will soon
underteke an inexpensive reprint of the two stenderd collections of medieval
treatises, Gerbort and Coussemckcer, which at present sre es littlc cvaileble
as thc music to which I rcferreds The publisher will be found os soon &s
the and for those texts bceomes imperative. It will becomé 350 as soon
&8 owr studsnts will heve s reading knowledge of Latine. Yot very much is
nccded, since medicval Latin hes o rather limited voerbulcry and not too
sophisticated a syntex. I do not wish to go here into the wholc issue of
classical lengucges in collegu eduestions As & fTorvent believer in the
inostimsble velue of humenistic training I am of the opinion that cvery
college student should be able to read Letin, if not Greek, no mattor whet
his specicl field mey bee Aside from thet, every student of music should
heve o reading kmowledge of cither French or German, bocruse many of the
importent books on music writtcn in these lenguages heve not yot boen tirens-
letode

At this point I fcel that meny of you ere bbCOWlng e little im-
baticnt a0t orly because I have spoken long cnough, but tlso because they



think that all I have snid mey be well and gond but that these are rather
fontastic end unrealistic pipe drcems, typicel of o newcomer from some

high brow Eazstern college, in view of the fecy thet most of our music stud-

ents are working for nothing more thean & teeacherts certificate, and for this
purpose they don't need a«ll that advenced stuff. I wish to cssure you that

I have spoken all the time with exnctly this foct in my mind, and it is my
conviction that enybody who works for nothing more then ¢ teachorts certif-
icatc is not worthy of gotting onee He should indecd put #ll his pride into
saying "I em working for nothing less than tho legitimation of being a teacher. "
The very best should be just good enmough for thet profession, or else we will

be forever frustreted in our cttempts to meintein o recl musicel culture
throughout the netion. He is & very poor teacher who thinks he nceds to know
no more¢ then whet he is supposed to hand out to his pupils. Only if he knows
ten times as much, will he be cble to sclect with sovereignty and responsibil-
ity the proper meaterial for his teaching

5o  But even the amount of fochual
knowledge is not the renlly decisive elemente The mein thing is the spirit
by which his tecching is snimeted, and tho right spirit cenmot bo acquired
unless the whole field is diligontly ponetreted from beginning to cnd, un-
less the candidate has learncd to oversee it from on cxelted vantage point
which a2llows him a complete cnd unbinsed view and enebles him to drow his
own conclusions from en immediate expericnce of first hand evidences .If the
idea should proveil thet e porson who is supposed to give elementary instruc-
tion does not nced more than clomentary cquipment, this very minimum of ins
formation is inexorcbly bound to dwindle, es time gocs by, cnd to vanish
into nothing soonor than we thinke It is precisely the teacher who should
have at least the same amount of cducation as eny other musicien, or rather
more of it, or clse it will be true thal only sccond-rete musicinns become
teachorss We heve every rcason indeed to contredict the scornful soying
thet those who can, do, and those who coan't tecch. It is our busincss to
sce to 1t thet thosc who tecch cen also do, and thet only such who can do
are cdmitted to tenchs I pointed out in the boginning why hordly any musi-
cien is as pessionately interested in the problems of teaching music as the
composer, and thercforc he considers it o spocial privilege to reise his
voice whenever the cause of music educstion is ot stoko.



