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PETER YATES

This season my friend and musical associate Lawrence Morton
succeeded John Bauer as Director of the Ojai Festival, for which
again, as previously, he wrote the informative and witty program
notes. The writing of program notes is a literary accomplishment
not easily come by, in which enough exact information must be
mingled with only a sufficient quantity of musical analysis to charm
the ignorant and please the learned, the whole tossed up with a
measure of personality, savored with mild humor and oiled with
only the very minimum of necessary unction. Lawrence's program
notes are such a salad, crisp and a little curly with endive, a trifle
sharp with the provincial herbs and a superior vinegar. This year,
under his direction, the composition of the Festival resembled that
of the program notes.

| was among those critics who came late and so missed the
Friday afternoon, but | stayed to the end. The first program, for |
shall not miss a relevant detail, was made up of the Concerto
Grosso in D minor by Vivaldi, from the original version; two early
Pieces for String Orchestra by Aaron Copland; the Concerto in D
for String Orchestra, known as the Basle Concerto, by Stravinsky;
the Serenata Notturna (K. 239) by Mozart; and the Suite in B Minor
for Flute and Strings by Bach, to which David Lichine had composed
an innocent ballet. It was, as a whole, an innocent program, which
deserved to be enjoyed.

If the audience responded as | believe it should have to this
program, it did not respond at all as it should have, or as | should
have wished, to the Friday evening program, which had for an intro-
duction the Adagio and Variations by Mozart and the Fantasia in F
minor by Schubert for piano duet (two players at one piano) and
for its principal occasion the song cycle of poems by Rainer Maria
Rilke, Das Marienleben (The Life of the Virgin Mary), set to music
by Paul Hindemith, in the original version (1924).

Piano duet is not a concert medium. The players crowd each
other side by side dodging elbows, hands, and fingers, but Mozart
and Schubert wrote some of their best keyboard music to be per-
formed in this manner. | have never heard it said that Mozart's
piano duets are lost symphonic writings, as is often claimed of Schu-
bert's. Piano duets are composed for the enjoyment of two players
who wish to share music at a single piano; they are intended for
the players. Mozart wrote them to entertain certain of his better
pupils and poured into them as complex patterns as ever went into
his symphonies and quartets. Schubert wrote them, as he composed
a great part of his best music, for companionship and because his
publishers would print them. Schubert's piano duets, if they are
lost symphonic writings, have not been improved by the attempts
that other composers have made, in default of Schubert, to orches-
trate them. Ingolf Dahl and Shibley Boyes performed the Variations
and the Fantasy with the sort of dry, careful, musicianly excitement
that is the best the non-participating listener can expect from this
sort of music. To enjoy it as it was meant to be enjoyed one has
to play it.

Hindemith wrote the first version of Das Marienleben in 1924 at
the very peak of his genius. Growing older and more querulous he
produced, in defiance of Schoenberg, a defensive system of twelve-
tone diatonic harmony and engaged his mind, after the manner of
early German composers, in musical philosophy and symbolism. The
harmonic system, for all its merits, does not attempt to solve the
problems which directed Schoenberg's attention to the liberation of
the dissonance but rather to extend the diatonic harmony as far as
it will not go within the confines of what may be, academically,
described as dissonance but not atonality. Having produced his
system he made of it what Schoenberg, in spite of many self-
constituted disciples, did not claim his method to be, a system of
composition. To this system he sacrificed his chief masterpiece,
rewriting Das Marienleben to accord with his new rule—such an
error of taste as if Schoenberg had recomposed his song cycle The
Book of the Hanging Gardens according to the Method of Conipos-
ing with Twelve Tones. Having so arbitrarily begun, Hindemith went
ahead to devise a pattern of musical symbolism, using one tone for
Mary, another for Jesus, and so on.
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Instead of this perverse, if consecrated, version, Nan Merriman
and Ingolf Dahl chose to present the gracious and eloquent original
and performed it so well that the audience should have risen from
its seats to cheer them. This hour-long cycle of continuous singing
at full vocal range is more demanding, Ingolf Dahl assures me, than
any operatic role, except possibly the name role of Strauss's opera
Electra. For those of us who have had experience of this cycle—
alas, too few in this audience—Nan Merriman’s rendition was a
continuous triumph, marvelously full and eloquent as sound, punc-
tilious to note and text, and delivering the most obscure meanings
of the music, intensely emotional yet perfectly controlled. Following
the music with the text in English and German | read the poems,
and heard them, as | had never before known them. In this per-
formance Hindemith's music as nearly equalled the power of Rilke's
poems as it is ever likely to do; the deficit of music to text lay only
in its subordination. The music is not necessary to the poems, which
have their own abundant music; without the poems the music cannot,
for so long a period, support itself without strain.

Hindemith set out to compose the entire cycle of poems without
removing or altering a word. The achievement, in this version, is
as prodigious as the intention. But when the text is sung in German
to an audience that must rely for comprehension upon a synopsis
of the words, the poems are effectively removed, and the audience
must depend for its pleasure almost entirely on the succession of
vocal tones. No matter how richly and accurately these are sung,
and they could scarcely have been more so, the esthetic effect of
the combined words and music is vitiated—perhaps even more the
more adequately it is sung. The music will seem a grandiose shell
when the ordering of the words and music together cannot be under-
stood. This is especially true of the very long second poem of the
cycle, a passacaglia of twenty-two variations that symbolizes as it
describes the vast proportions of the Temple at Jerusalem. For these
reasons the performance, succeeding beyond expectation for a few,
failed for the remainder of the audience, who were bored by its
length and distressed by its incomprehensibility.

Two translations of Rilke's text are needed, one for the earlier
and another for the later musical setting. For my choice the later
version should be retired to the shelves as a psychological curiosity.
The natural genius of Hindemith has been twisted, gnarled and
wayward by the ambition of his talent.

Not the music itself but the musical illumination of the verses
stays in the mind, coloring the page with Rilke's small, clear vision,
like the Book of Hours he himself chose ior a symbol, a mysticism
as precise in detail, as suggestive or physical presence, sharp as
the small panels of the early German painters, as it is vague in
larger reference. Rilke's theology is miraculous and occasional to
the incident. This, Rilke persuades us of the Marian legend, this
exactly is what happened:

“the tree that hung motionless above ihem . . .
it bowed. The same tree

whose garlands tor eternity

shelter dead Pharaoh's brows,

bowed. It felt new crowns

blooming. And they sat as in a dream.”

The precise and the vague, the same but more musical in German:
the music brings this out as its color makes presence. There are
plinges through human nature into vision:

“And should a thornbush

suddenly flume up, out or which even
the Lord might call you: cherubim,

iv they deigned to walk alongside
your herd, would not surprise you . . .

The poetry is small, of a tragic intensity in the Piéta, but nearly all
pathetic-happy throughout. Rilke's imagination, which like Mahler's
essayed prophecy, saw best with the eyes of an innocent woman
or a child.

Now let us go on to Saturday afternoon, such an afternoon of
warm gardens and quiet roads looking out through hills as Ojai
brings back to me. We critics have lunched at four tables in such
a garden and late in the afternoon we return to Nordhoff Audi-

*Translations from the Poetry of Rainer Maria Rilke: The Life of the Virgin Mary,
translated by M. D. Herter Norton.
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torium, the pretty plaster auditorium of the Valley School, where the
Hollywood Quartet will play for us. First, in memory of Elizabeth
Sprague Coolidge, the Fairy Godmother, as we like to call such a
practical woman, of American chamber music. Her only quartet,
neatly contrived, individual, and not to be despised by anyone
who has endured many offerings by serious composers of her gen-
eration. After this two sets of pieces by Gian Francesco Malipiero,
dedicated to Mrs. Coolidge, Rispetti e Strambotti followed by Stor-
nelli e Ballate. Malipiero deserves our especial gratitude for his
performing editions of Monteverdi—but there are twenty of these
little pieces, every one spaghetti. And after these vermicelli! The
Quartet in B flat, opus 130, by Beethoven, with the mocking second
finale that Beethoven wrote to please and in their pleasure to con-
found all listeners who, then as now, cannot stomach the Great
Fugue. But squeezed out, the whole quartet, in a thin paste of little
sound, the counterpoint subdued or done away with, so that the
Cavatina, Beethoven's tears in four parts if ever he shed them, is
made another Ave Maria by Bach-Gounod, a murmuring accompani-
ment directing attention to the sickly-sweet solo violin. Let us go out
quickly and hope there will be better tonight.

And better we do get: the Chamber Concerto for Violin and Piano
with 13 Wind Instruments by Alban Berg and the Trauer-Ode by
Bach, the first the better performance, the other by far the better
music. Berg wrote his Chamber Concerto, completing it on his own
fortieth birthday, to honor belatedly Schoenberg's fiftieth. The
thematic material consists of letters drawn in sequence from the
names of the three composer-friends, Schoenberg, Webern, and
Berg. The three instrumental types, piano, violin, and winds, are
carried through three movements in various formal combinations of
three. At the beginning the three themes are introduced successively
by piano solo, violin solo, and the winds. The first movement then
becomes a piano concerto, ugly-begotten with the most uncouth,
ill-sounding piano part ever a composer wished on a pianist. The
second movement is a concerto for the violin, exquisitely turned in
every phrase and miraculously performed on this occasion by Eudice
Shapiro: During this movement the pianist, again Ingolf Dahl, sits
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silent and enviously listens, knowing that in the third movement he
must reenter with his discord. But now we understand the ill-fitting
piano part; it was designed to return as an obbligato to the violin
in the third movement. Robert Craft, recently returned from con-
ducting in Italy and Germany, directed the Concerto to the full value
of every note.

Here you will have to allow me a brief digression about Eudice
Shapiro, one of the great violinists of our generation, equally at
home as concertmistress, where she is sometimes the only woman
in the orchestra, as leader for twelve years of the American Art
Quartet, and as soloist. Neither she nor the quartet will travel more
than a day's journey from home. Why should she—or they? What
is the fame of the traveling concert artist? |s he—or she—a better
artist for the fame? Sacrificing home life, does the wandering pur-
veyor of Brahms, Beethoven, and Tchaikovsky have a better time
of it? Damned if | don't believe the wise master musician of the
future will stay at home, cultivating his own garden. Not many good
players mature as they grow older; the note to note precision of
their playing degenerates until it becomes a point to point attack,
slither, finish. Not so with Eudice. Every year she plays more
unusual music and plays it better. No other violinist in a Mozart
sonata for piano and violin offers so fine an obbligato to the piano
soloist. An obbligato, he says, say you! When the violin plays, it
is always soloist. Have it your own way: for Mozart, for Beethoven,
and for the contemporary composers, no matter how difficult, in
orchestra, in quartet, in chamber music, with piano, she is my
violinist. | may admire others, more famous, each in his style, but
none more than her. Her staying at home is your loss, but | am glad
of it because | can hear her the more often. And you should see
her on the stage, calm, poised, her attention a lesson in musician-
ship, able to hold the eye and able to defer it.

So on to the Bach Traver-Ode, homage to a queen who did not
rule but was beloved where she lived. The opening chorus, unless
my ears mistake, is a Bach sketch for the Kyrie of the B minor Mass.
A Bach sketch is seldom less well worked than its later outcome,
only less thoroughly thought through. Bach did not usually rework

new Case Study House
MODULAR HOLLOW CLAY BLOCK

. chosen for its ease of design and detail, its light weight and
low handling cost, and for its structural simplicity combined with
great strength. The natural beauty of the Davidson hollow block
(found only in a burned clay product) together with its modular
form, provides architects, designers, engineers and builders with
a sturdy, low cost, permanent building material, aptly fitted to

blend with all contemporary designs and materials.

DAVIDSON BRICK CO.

4701 Floral Drive Los Angeles 22, California ANgelus 1-1178
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the same subject several times as El Greco did a painting but
rethought the material of it upon a more fulfilling subject. So he
who most joined manner and subject was most free of them, the
craftsmanship independent of the inspiration, the inspiration of the
craft, each able to work with or separately of the other. The Ode
is a public work consisting of a succession of recitatives and arias
interspersed with choruses. The whole was well performed by a
chorus from the Pomona College Glee Clubs, with Patricia Beems,
soprano, Katherine Hilgenberg, contralto, Richard Robinson, tenor,
and James Standard, baritone, conducted by Robert Craft. | wish
someone would revive the cultivation of boy altos, for whose high
voices these alto parts were written, instead of the dusky contralto
of a low woman's voice.

And the last program, Sunday afternoon, a gloriously trans-
mogrified band concert in the park. Canvases had been suspended
from the drooping trunk of an immense sycamore, which leaned
above them against the sky, a live proscenium arch. The stage was
a concrete platform. For the audience chairs were set on the facing
slope, and the general admission public sat on the sparse grass.
They had the best of it, however, because the grass was shaded,
whereas the chairs were in the sun and hot. It was a good audience
but a tough concert for the best audience.

To begin there was a little boyhood Divertimento (K 187) by
Mozart for, believe it or not, a mounted band with kettle drums,
flutes and trumpets. Did you ever hear a mounted band? Neither
have |, but | have seen pictures of them. Kettledrums up front in
pairs, and the winds behind. But our impresario let us down this
time. If he could not have horses, he might have put the kettledrums
in front and not called them tympani in the program. The whole
music is written around the four pitches of the drums, which are the
only bass. It is music to watch and incidentally hear, not to hear
tooted by a little clot of players hidden behind the conductor, who
is unnecessary in the first place, even if he is Robert Craft. If he is
indispensable, let him mount a chair and ride it over to one side.

The remainder of the afternoon was his. And what a program!
The Symphonies for Wind Instruments, in Memory of Claude Debussy,

by Stravinsky. In the middle of the twelve minutes the ground shook
with an earthquake, but | could give no thought to it. Earthquakes
are more common than performances of the Symphonies for Winds.
This was the later version for small orchestra, divided from the
original composition for large orchestra by more than 25 years.
Impressionism at its nearly atonal extreme has been removed by the
more spare orchestration to bring out the diatonic skeleton in sharp,
cross-contoured hatching. And the change, though marked, is not
done by invention of a new system, by entering into a new or out
of an old harmonic method. It is the result of a more decisive
accuracy in the choice of instruments and orchestrated notes. Stra-
vinsky is not the more original, as some proclaim, nor his genius
the more imaginative that it prefers to work within the confines of
historic rule. His art is not simply an esthetic economy, to be praised
as if it saved someone money. Among the composers of the half-
century Stravinsky is the most practical, the most skilled in making
music for the occasion and an occasion of the music, as Moliere and
Shaw did for their plays. Hearing this bare, quick music which does
not appeal to any dramatic sentiment or textural sensibility one is
aware how far the cultural evolution must still go before the athleti-
cism of this composer’'s mind may be domesticated, as we have
domesticated Beethoven. It is music of a trained athlete, who dis-
penses with unneeded gestures, who wins the game quickly, without
display. Audiences accustomed to the Stravinsky ballets have not
yet accepted the abstract Stravinsky.

Then Lukas Foss came out to play Stravinsky's Piano Concerto,
the day after its thirtieth anniversary. Stravinsky, the great showman
of his art, | mean the master of stagecraft, who adapts each means
to its direct purpose, a presented rather than a philosophical or
lyrical genius, performs his music as it is written—straight. He com-
posed this Concerto for his own use; he played it not to exhibit him-
self as a pianist but to be present. Audiences were interested in
him, wished to see him; here at the piano he could show himself,
state his case. Lukas Foss is also a composer, but as | remarked
lately in dispraising one of his compositions he is a natural pianist.

(Continued on Page 30)
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in passing

All of us are in some degree artists and to some extent
educated through art. The measure of our achievement
will depend, moreover, upon where we live, what we
do and the kind of people we are.

Wherever we are and whatever our condition, we
have in common our humanity and our potentialities for
creative expression, whether we paint a fine picture
or make a first sketch.

Yet there ore degrees ard kinds of creative expression
so that, as in other human activities, we make a con-
venient distinction between the specialist and the ama-
teur. My present concern is not with the professional
training of the specialists, but with the art education
of the adult in general, with those referred to in the
Declaration of Human Rights as having the right to
enjoy the arts. Of the millions who make u= the world’s
population, relatively few in fact are enabled to assert
this right.

Art still tends to be readily available only to com-
paratively few, although, from the historiccl point of
view, presumably more people today have opportunities
for appreciating art than ever before. But apart from
those who lack opportunities, there are these who do
not avail themselves of the facilities which exist.

Enjoy is a word that, at first glance, evokes the idea
of easy pleasure. Admittedly, many things can be enjoyed
intuitively with oppaorent ease, for example, pleasurable
effects to be found in nature such as a brilliont sunset.
But enjoyment in art is something which has to be ac-
quired through experience and that means some form of
education. Possibly much of the inability of the average
adult to enjoy art is the result of faulty education rather
than an innate defect. We are by nature endowed with
the faculties for creative expression, but all too often
we have been either ill-educated, so that other faculties
were developed at the expense of the creative ones, or
we have been deprived of the facilities, materials and
opportunities for their full expansion.

In these respects, there is evidence enough to show
that, fortunately, many thousands of children now being
educated will not be able to make such comgplaints when
they reach adult life. But there is also, less happily,
plentiful evidence that enlightened approaches to edu-
cation though the arts are by no means universally
accepted and encouraged by educational authorities, even
for children, and are far from being sponsered in the
cducation of adults,

Of the various agencies which engage in adult crt
education, there are in the first place such obvious and
major ones as press, theatre, music, film, radio and tele-
vision organizations which exercise an enormous influence,
not always necessarily consciously directed to educational
ends and, indeed, more often than not, activated by
commercial rather than cultural motives. MNow that by
means of television, the visual imag=z can be taken to
the spectator wherever he may be, this influence may
become immeasurable for goed or ill, by reasen of its
indiscriminate diffusion.

Adult art education strictly addressed to individuals
rather than to mass audiences is often sponsored by
universities, colleges, evening institutes, art museums,
libraries and art schools.

There is a general tendency in the provision of thase
art courses for the academic institutions to sponsor studies
in appreciation, and for the practical art schools to ar-
range activities in techniques; but progressiva irstitutions,
such as some art museums, often arrange for both types
of course. Indicative of the nature of the two approachss
are such titles in the syllabuses as, on the one hand,
The Lives of the Great Artists” and, on the other,
"Practical Leathercraft for Beginners’.

In principle the idea of such courses is excellent; in

practice they may suffer from unfortunate defects, in
part due to a prevailing idea that the arts are not
serious subiects but marginal frills in the curriculum,
but also arising from the attitudes and qualifications of
the teachers and the attitudes and aptitudes of the
students.

Tutors in the academic types of course may find it
difficult, after @ number of years of ringing the changes
on the few topics within their competence, to keep their
lectures fresh and alive. Practical instructors usually have
to tzach regular students in the daytime ond so arrive
too fatigued by evening to give their amateur pupils
the lively attention they need. The people whe attend
these courses consequently often begin in genuine desire
and enthusiam, continue year after year out of force
of habit and end in disillusioned despair.

Of recent years many employers have arranged for the
part-time education of their employees and many pro-
fessional and trade organizations undertake similar re-
ponsibilities for their members. Such typical groupings
as trade unions, nationalized enterprises, cooperative so-
cieties, agricultural federations and so on, frequently
sponsor art education programmes which include lectures
and recitals, exhibitions and excursions as well as classes
in practical instruction.

Here again, the quality of these ventures depends on
whether or not trained leaders are employed. Firms and
organizations which could net conduct their normal busi-
ress with the aid of amateurs may nevertheless find
these sufficiently suitable for directing the cultural welfare
of their emplcyees.

Probably the best of all agencies for adult art education
are those which are created by people for themselves
in response to their own needs, such as clubs and com-
munity groups. These are of various kinds, often primarily
social in nature, and the arts may form bul one aspect
of numercus activities, as for example, very frequently
in the programmes of youth clubs. The leaders have
to cover o wide range of interests and may not be
specialists in any particular field of art. The urgent need
of such groups is for good instructional books and leaflets,
and in some countries these are produced by head-
guarters orgonizers in consultation with exgerts. Thesa
are better tnan nothing, but there are many educational
dangers inherent in the “how-to-do-it"” type of booklzt.
Nothing can replace good personal teaching and direct
participation.

Just as there are vital and moribund kinds of practical
art so also there are moribund and vital ways of ap-
preciation, and the last of these, creatively arranged can
be one of the best ways of conducl‘ing adult art education.

Creative expression and appreciation are necessary foi
everyone as forms of healthy personal experience.

The true arguments in faver of more adult art educa-
tion are those which lay emphasis on the health in art,
on the value of creating in all kinds of communities
groups of people who are aware of the virtue in art.

They should act as the reconcilers and vivifiers in the
community. Though their art resources may be initially
limited they can help to increase them. Many places
are completely lacking in public collections of original
works of art.

In those countries where the standards of education
are low, where new programmes of basic education are
being promoted, sometimes with potential dangers to
traditional forms of art and crafts, there is a sheer
necessily to encourage the people themselves to retain
and develop their natural, intuitive modes of artistic
expression. The right te enjoy the arts is an abstraction
unless people themselves can claim it and give it «
tangible reality.—~TREVOR THOMAS
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