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PETER YATES

DYLAN THOMAS, AARON COPLAND, AND EMERY ON ORNAMENTS

In the valley of tract houses he stood up like a mansion, the first
poet since Yeats.

Opening him was like entering a crowded bus, among his words
all sharp-elbowed strangers. Now the best of it goes hiking lonely
up mountain ridges among the erect trunks and impeding branches
of a direct genius.

He was Dylan Thomas, and | didn't like his poetry or his looks.
| was a long time, too, before liking Yeats. In a hazy moral sense
| objected to the way these men played the poet. Henry James tells
how Tennyson, when urged to recite after supper, put on the seer
and the bard. | had the same feeling about Yeats and Thomas.
As did many of us.

"The fascination of what's difficult
Has dried the sap out of my veins, and rent
Spontaneous joy and natural content
Out of my heart . .. "

All of us arrived there together with Yeats, sooner or later. The el-
der poet had learned to sing from his tower war songs of our age
fiercer and with more of history in them than survives from the
unremembered debris of our front pages. We read the headlines
as if these were all that mattered: ground gained or lost, battlefield
or gridiron. Thucydides, Julius Caesar, Ibn Khaldun, Ulysses Grant,
and Churchill tell of diplomacy and warfare they witnessed and
commanded. A thousand or a hundred thousand men die of perse-
cution or in battle and are forgotten, but one poem is not. The
enduring war was in Yeats and came out classical or furious.

What afterwards | most admire | come to usually first of all with
an objection. Too charged! Too thick! Too dense! | being self-
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constituted a poet am as intolerant of other poets, the best espe-
cially, as musicians who amaze me are intolerant of the best music.
| must break through my own idiom and then through and into the
idiom fresh presented. These objections are finger touches working
upon style; and for all the breadth of my taste in music | do not
receive style easily. If | may seem overriding after my mind has
been made up, take my word for it that | have already, in myself,
lazy and unwilling to wrap around into a new shape, overcome the
more obvious objections. Though | have hated him before, then |
will fight for him.

Take this Dylan Thomas who died unexpectedly in New York on
his way out West. He was coming to visit Stravinsky among others,
and when before a concert Bob Craft told me he was dead, | could
not feel the loss. It wasn't mine yet. But with a sense of guilt in me
that | couldn't get rid of, | went back to read the poet.

"'After the first death, there is no other,'" he had written. There
were the poems on the shelf, looking as they had. | opened them,
and he was

** .. .young and easy under the apple boughs

About the lilting house and happy as the grass was green . . .
And honored among wagons . . . "

I think it was that last image turned me the most. If | could still
question whether there are not, after the first death, many others, as |
question ‘‘Beauty is truth, truth beauty, these alone . . .,"" | could
not question the authority of the wagons, among whom a young
man, a boy then, he was already honoring with fresh vision, making
weighty and massive the fundamentals of his origin. ‘‘Inscape,"”
Gerald Manley Hopkins called this inward spiritual vision of the
outward object.

Edith Sitwell tells of his voice, seeking poetic symbols of lions
and blood to make us hear him read. Mollie Panter-Downs writes in
The New Yorker of the London evening when, in his memory and to
raise money for his wife and children, speeches were offered and
sections of his works were recited. At the end, over a bare stage,
from a record of his reading his own voice rang.

"“And death shall have no dominion . . . "
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It is after a poet is dead, then, that we know if death shall have
dominion over him. Whether his houseless poems will die or live.
Though there may be other deaths, he has survived this one. Then
gently, looking for no contradiction, we offer him the word,
“Genius."

““Not for the proud man apart
From the raging moon | write . . .
But for the lovers, their arms
Round the griefs of the ages,
Who pay no praise or wages
Nor heed my craft or art.”

Formerly, while he was living, | rejected him; but his art does not
reject me. So | learn from his example the love of the creator.

This more than technique, this love makes final judgment among
artists. Is it a paradox to insist that the love cannot be without the
technique? From Rosamond Tuve | can learn in how many forms the
word “manna’ appears in medieval and renaissance iconographic
imagery and in George Herbert. In Thomas it is "the stars falling
cold," ''the drifting bread,” and becomes ''the hand folded air"
(how neatly, by the elimination of a hyphen, smoothing the rhythm
to enfold sacramental meanings), ‘‘the engulfing bride,” ‘“‘white
seed,” all of these being also images of snow, '‘the lamb white
day.” The long line made up of images, deft repetitions, displace-
ments of the vowel, shifting of the consonants, to admit by a swift
change of the immediate word more meanings. The syllabic accu-
racy, always varying the harmony, turning upon rhymes that do not
stop but lead. An eye that sees

' .. . the drifts of the thickets antlered like deer."

He had an ear out of Joyce and sometimes a litte precious with
it, but oh, he could sing back to the thing seen, felt, known, the
word that in the motion of its meaning will not be forgotten,

“The force that through the green fuse drives the flower . . .

For me one poet comes alive at one time. | cannot say this of
music, except sometimes at the piano or listening. But a poet is my
own kin to be argued with, subject to gossip and criticism, like my

nearest friends. | cannot read poetry out of a book. | must be the
poetry or not, as if | were the writing elbow of the man that made it.
| read of his psychological imagery that it was Freudian. My own
reading tells me of his religion, more nearly related to the equations
of Einstein than to the ceremony of churches. But his language re-
called the ceremonial tradition:
“‘Nothing | cared, in the lamb white days, that time would take me
Up to the swallow thronged loft by the shadow of my hand . . . "
In a generation of betrayals he betrayed no one, not even him-
self. If he had temporal, political opinions, he transformed them
into ritual. Poetry is a form of ritual, if one so reads it. It can also,
but that is not needed, entertain.

* * -

Aaron Copland has been caught between the poles of technique
and entertainment. In his first published composition, The Cat and
the Mouse, written at the age of nineteen, the two were joined. The
musical interest lay in the technique, the audience appeal in the
musical characterization of the cat and mouse. For every perform-
ance of the Piano Variations, his most concentrated keyboard work,
The Cat and the Mouse has been played a hundred times.

Copland is, to my knowledge, the solitary American who makes
his living by composing serious music. He is not naturally light, as
his piano blues testify, and never frivolous. His scores for motion
pictures have been consistently as grave as attractive, perfectly
resigned, balanced, finished as it were in low relief to maintain
their place in the onlooker's attention without distracting him, yet
so eloquently chased as to provide full musical enjoyment when
relieved from the obligatory restraint of non-distraction. He has set
standards of esthetic decency that are still remembered in Holly-
wood, while giving repeated examples of how the good thing can
he done creatively without concessions. Wherever he is and what-
his problems, his influence has been unfailingly benign, outgoing,
and magnanimous.

For several months, while discussing other topics, | have been
nibbling at the subject of Copland with little remarks that were both
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C°"'1P|imenrary and unfair. The determination to take Copland
seriously has had a good effect on the morale of some American
composers. He is not too far beyond them in ability or method;
they can talk his language. The difficulty has been to praise Cop-
land highly without putting him on the same level, imaginatively,
as Stravinsky or in the large frame of reference, conceptually, that
is filled out by Schoenberg or by Ives. His admirers are inclined to
set up standards that impose upon Copland, in relation to Stravinsky,
a permanent one-two position; and those methods of Copland or
Stravinsky which can be thus double-checked are imitated and over-
praised. When either composer goes off the road and starts across
country in a direction of his own, their mutual admirers emit a
mutual gasp. This assumed equivalence not so much of style as of
method safeguards the admirers against losing themselves among
the nebulae of larger conceptual ideas: design that is too big, sub-
ject that is too pervasive; rhetoric too grandiose or too religious;
and revolutionary attitudes that dispense with notational and har-
monic directness, music that is to say which must be heard before it
can be comprehended, then comprehended afresh when it is heard.

Copland's own critical statements on various occasions have
tended to follow the same line. He may be, like Hindemith with
Gebrauchsmusik, the source of the attitude as well as its victim. He
admires the conceptual composer and worries about him; he inclines
to overvalue the composer who is as methodical as he is inspired,
who does not like Schoenberg evolve the method after the inspira-
tion but keeps in mind at all times the need of bridging in his music
the gap between art and audience. Copland protests, like Hinde-
mith, that in this regard his terminology has been applied too lit-
erally to his own work; that he is not an ambivalent composer; that
he does not divide his creative workmanship between two audiences,
present and potential, preparing for each a distinct sort of music.

Copland believes in a music which speaks the vernacular of
its time and country. With this in mind he has studied and experi-
mented with jazz and made himself a master of the folk-tunes of the
larger Americas. The jazz component has become in his use, as it
will whenever there is not as in Stravinsky's jazz pieces a feeling
of deliberate parody, abstruse and technically assimilated, a classi-
cal device, shaping harmony and counterpoint. The folk-tune com-
ponent has remained romantic, only partially assimilated and for
that reason easier to recognize. The two similarly vernacular sources
beget unlike conclusions, again emphasizing the apparent ambiva-
lence of his creative mind.

Copland is at his best when he is most direct, when his art speaks
immediately to the listener. He can be long but not large. This
may be to some extent the result of a natural affinity for those French
disciplines, against which such a French composer as Messaien has
reacted violently by becoming, like Vincent D'Indy, both too long
and too large. When Copland aims at largeness he loses personal
force and becomes rhetorical; the vernacular component, though it
may be imbedded in the writing, is lost in the technical effort. He
has not yet gone the distance of Messaien in trying to justify the
rhetoric by supplying it with extra-musical explanations. On the
contrary, his best music does just what it says: Quiet City, Billy the
Xid, Rodeo, El Salon Mexico: whereas Messaien's, even at its best,
is always announcing, like the lesser Mahler, what it wishes to do.

This explanation would be simple enough, and it is sometimes put
forward to explain Copland's popularity, but it does not explain his
very best music: Music for the Theatre, the Piano Variations, the
Piano Sonataq, the song-cycle for voice and piano on poems by Emily
Dickinson, or the settings of Old American Songs, an expert selec-
tion which in the handling of another composer ‘would be trite or
arty. In these Copland is a composer to be judged not by levels of
experiness or even by comparative quality of imagination or con-
ception: the way is his own. You can no more deny its style, its
power, its simple complexity, its ability to move a reasonably accept-
ing audience, than you can rate it by comparisons. This music has
the style that makes style, not only by imitation but by robbery.
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In Appalachian Spring all these strongest elements of Copland’s
ability come together, though they do not quite fuse, to make a
work of art that is at once abstract and self-explanatory, folkish
and rhetorically moving, dry, economical, not uninhibited yet fully
emotional, deserving the most careful study as a score yet thoroughly
satisfying for a popular audience.

Copland has been called a composer of the city, an urban mind
that goes out visiting in search of country notions and brings them
home to work them up. In fact he is one of the least cityfied of
American composers; except when he is trying to impress the big,
formal audience or letting go some trifle for piano, his mind eschews
the urban commonplace. He is more American, more continentally
American, than Gershwin, almost entirely free of the Jewish European
origins of melody that have made Gershwin a sentimental best-seller
to the neglect of his most strikingly native American quality, his
rhythm. Listen to any Gershwin night and observe how every deriva-
tive element of Gershwin has been sentimentally exaggerated, how
bravura has been substituted for jazz. Listen to the old Gershwin-
Whiteman record of Rhapsody in Blue and compare it with today's
best-selling versions. Gershwin was urban in the same way that our
big cities are full of still unassimilated Europe. You don't find this
sort of thing in Copland; even the early Piano Trio, Vitebsk, is more
American than Russian.

When | look at the picture of him at the front of the new biog-
raphy by Arthur Berger*® and see the long, stooped, ranging, melan-
choly shape of him | think of America, as | think of it in Abraham
Lincoln. Or the lank leading men who ring the bell year after year
at the motion picture boxoffice. Berger, by the way, has done a
poor job of it, an exterior, critical, parsing job, with the wrong sort
of praise and the wrong sort of reservations. Lawrence Morton dis-
posed of the book in several pages of The Music Quarterly, offering
at the same time a few thoughts that said more in understanding
and genuine enthusiasm than the whole of Berger's effort. Not that
Berger fails entirely: he is too well drilled a critic to miss every point.
This sort of book drags along after the composer's reputation, leav-
ing the creative problems unexplained.

Copland himself has done better, in his last book Music and Imag-
ination. Why shouldn’t a composer be his own best critic? Copland
doesn't answer this. In his usual way he rambles along, speaking of
one thing and commenting upon another, as if the natural facts of
music were everlastingly interesting to look at but writing a book
about them, or in this instance a set of Norton lectures for Harvard
University,** isn't particularly his job. He starts thinking aloud, cover-
ing a wide spread of information, stirs up good and bad personal
opinions, lets them go, tries to mention favorably one way or another
every composer he has met: but you get no absolute bang of con-
firmation or disagreement from his gentle low. One doesn't feel
ihe incisive mind biting gritty reality or find the convinced prejudices,
the great style of discourse of Stravinsky's Musical Poetics.

As a matter of fact, except the economy and some related atti-
tudes towards high-falutin superlatives of emotion and style, Copland
and Stravinsky are utterly unlike. Stravinsky knows to an extraordi-
nary degree exactly what he wants and has an extraordinary capac-
ity for discovering new wants, for exploring new experiences one
at a time and to the bottom.*** Copland knows what he likes and
likes what he discovers and talks about it or turns it into music in
his own agreeable and competent manner.

No one can predict what either of them will do next; each has
produced a series of creations that are landmarks, surveyor's stones
in contemporary music. Both are optimists, to revive an abused word

*AARON COPLAND by Arthur Berger: New York; Oxford University Press; 1953.

**MUSIC AND IMAGINATION by Aaron Copland; Harvard University Press, Cam-
bridge; 1952.

“**More impressive to me than the music of Webern, at the rehearsal for our pro-
gram of his music last spring, was the experience of watching Stravinsky, with the
scores before him, take Webern in. Only once did he break concentration, to come
over and ask whether, at the concert, we could not perform each piece twice.
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that is nowadays messed up with wrong connotations; apart from
their music, they can lead a crowd by sheer personality. They are
distinct personalities: you can't learn much about one from studying
the other. The difference is in the vitality and compelling force of
the mind when it gets down to creative attention.

Before Copland's mind is always the question, which he has
answered variously at different times: ""how are we to make contact
with this enormously enlarged potential audience, without sacrificing
in any way the highest musical standards?'’ | doubt whether such
a question has ever seriously troubled Stravinsky. Both are great
showmen, but for Stravinsky the show must follow the latest turning
of his art. For Copland there appears to be always the humbling
consideration: is he big enough to swing it.

| have written so often and so furiously about the misuses of orna-
mentation in the older keyboard music that my readers may be
happy to see at last a few words of praise. Bach's Ornaments* by
Woalter Emery is a little book (150 pages) that reduces a big subject
to practical size and scope. Emery is aware of other matters, such
as altered rhythm, that bear on this subject but avoids discussing
them because, first, he doesn’t believe the musical public is ready
to receive them and, second, to try to take them up would double
the size of his book. This is not the big book that may bring together
in practical manner, some day, all that we know about performing
the older music; but it is a very useful book for anyone who wishes
to know how Bach's ornaments should be read and what are the
choices among various uses of these ornaments.

Emery is not dogmatic. He states his opinions, with alternative
opinions where advisable, and leaves the decision to the reader,
saying, very wisely, ‘“The player should put aside all ideas of abso-
lute rightness, and aim instead at an attainable goal—a consistent
personal style of ornamentation that will serve, like his phrasing and
tempi, to distinguish his Bach-playing from other people’s."” This is
of course easier to say than do with Emery’s book in hand a good
beginning may be made.

| was especially impressed by his solution of one puzzle that has
troubled all of us, the various types of the shake. He finds four
types: the Trillo, a term he uses to describe the regular long or short
shake from above with various styles of beginning and termination;
the Pralltrill, a slightly delayed shake from the main tone, tied over
from a preceding upper note that serves as appoggiatura and
played slightly after the beat; the Schneller, a very quick ‘‘inverted
mordent’ from the main tone; and the Imperfect Trill—this is the
one generally overlooked by experts on the subject—in which the
beating of the shake is delayed according to the taste of the
player, usually in a legato or cadential relationship. In a great
part of modern playing the schneller has taken the place of all
other types; in Chopin schnellers, written out in notes according to
the instructions of C P E Bach, are placed side by side with regular
shakes indicated by sign, a distinction almost universally disregarded
by performers.

| cannot understand why, in these times when exact note playing
has become a fetish of performance often to the exclusion of the
music, there should still be so strong a resistance to learning how to
read and interpret correctly the correct ornaments. The example of
Landowska has encouraged many players to read with at least a
fair attempt at correctness the indicated embellishments of Bach's
Goldberg Variations. No one nowadays would be able to get away
with omitting these ornaments entirely, as the organist Rheinberger
did in his edition, and few players would think of trying it. Yet the
same player, when the ornament is not indicated, will read the notes
as bare of the embellishments expected by the composer, indicated
by conventional note-positions and note-relationships, as if this were
all that was wanted.** | do not know of any text that makes a serious
effort to explain the common usage of these unwritten conventions.

Mr. Emery has done a fine piece of work in reducing many
examples, all from original sources, to a minimum of explanatory
text, eschewing long quotations and putting his discussion in plain
words. This book should be the preferred standard text to be used
by teachers and performers who lack time, interest, or patience to
master Dolmetsch's treatise for themselves. It is certainly the best
book that | know of for the use of students.

*BACH'S ORNAMENTS by Walter Emery, Novello and Co. Lid., london; 1953.

**For example a recen! recording of the big set of variotions, La Capricciosa, by
Buxtehude.



in passing

THE SCULPTOR IN MODERN SOCIETY - HENRY MOORE

| have been asked to address you as a sculptor
and it might therefore be appropriate if | began
by trying to give you some idea of my own atti-
tude to the art | practice. Why have | chosen
to be a sculptor, or why has the art of sculpture
chosen me as an exponent of its special aims?
If | can answer that question satisfactorily |
may be in a better position to answer some of the
specific questions which are before this con-
ference.

Some become sculptors because they like
using their hands, or because they love particu-
lar materials, wood or stone, clay or metal and
like working in those materials—that is they like
the craft of sculpture—I| do. But beyond this
one is a sculptor because one has a special kind
of sensibility for shapes and forms, in their
solid physical actuality. | feel that | can best
express myself, that | can best give outward form
to certain inward feelings or ambitions by the
manipulation of solid materials—wood, stone,
or metal. The problems that arise in the manipu-
lation of such materials, problems of mass and
volume, of light in relation to form and of vol-
ume in relation to space, the problem of con-
tinually learning to grasp and understand form
more completely in its full spatial reality, all
these are problems that interest me as an artist
and which | believe | can solve by cutting down,
building up or welding together solid three-
dimensional materials.

But what is my purpose in such activity? It
might, of course, be merely a desire to amuse
myself, to kill time or create a diversion. But
then | should not find it necessary, as | do, to
exhibit my sculpture publicly, to hope for its sale
and for its permanent disposition either in a pri-
vate house, a public building or an open site
in a city. My desire for such a destination for
my work shows that | am trying, not merely to
express my own feelings or emotions for my own
satisfaction, but also to communicate those feel-
ings or emotions to my fellowmen. Sculpture,
even more than painting (which generally speak-
ing, is restricted to interiors) is a public art, and
for that reason | am at once involved in those
problems which we have met here to discuss—
the relation of the artist to society—more partic-
ularly, the relation of the artist to the form of

society which we have at this moment of history.

There have been periods—periods which we
would like to regard as ideal prototypes of
society—in which that relationship was simple.
Society had a unified structure, whether com-
munal or hierarchic, and the artist was a member
of that society with a definite place and a def-
inite function. There was a universal faith, and
an accepted interplay of authority and function
which left the artist with a defined task, and a
secure position. Unfortunately our problems are
not simplified in that way. We have a society
which is fragmented, authority which resides in
no certain place, and our function as artists is
what we make it by our individual efforts. We
live in a transitional age, between one economic
structure of society which is in dissolution and
another economic order of society which has not
yet taken definite shape. As artists we do not
know who is our master; we are individuals seek-
ing patronage, sometimes from another indi-
vidual, sometimes from an organization of indi-
viduals—a public corporation, a museum, an
educational authority—sometimes from the State
itself. This very diversity of patronage requires,
on the part of the modern artist, an adaptability
or agility that was not required of the artist in
a unified society.

But that adaptability is always in a vertical
direction, always within a particular craft. One
of the features of our industrialized society is
specialization—the division of labor. This tend-
ency has affected the arts, so that a sculptor
is expected to stick to his sculpture, a painter
to his painting. This was not always so. In other
ages—the Middle Ages and the Renaissance, to
mention only European examples—the artist's
talent was more general, and he would turn his
hand, now to metalwork or jewelry, now to sculp-
ture, now to painting or engraving. He might
not be equally good in all these media, and it
is possible, that we have discovered good rea-
sons for confining our talents within narrower
bounds. There are certainly painters who would
never be capable of creating convincing works
of art in three-dimensional forms, just as there
are sculptors who could not convey the illusion
of three-dimensional space on a two-dimensional
surface. We know now that there are specific

(Continned on Page 30)




HILLSIDE HOUSE
by

Richard Neutra

This house on a pine-studded hillside was de-
signed for a couple who wished also a guest
apartment below. In spite of a seemingly rural
character in the midst of the coniferous woods,
the site is centrally urban. The sharply curving
steep street permits only a restricted entrance
both for cars to the two-car garage and the
visitors' entrance. Guests can reach their apart-
ment from a stair leading down the side-front.
The upper story contours to the west; kitchen and
dining area to the south, with the living quarters
giving on a full front deck which widens toward
the southwest corner. The northern living room
wall of brick masonry contains the low, wide
fireplace against which is backed a barbeque.
To the east a windowed stair hall leads down to
the private quarters containing three rooms and
two baths.

The structural timber frame is largely enclosed
by glass and redwood. The northern front is
cement plaster. The interior color schemes have
been governed by the redwood of the ceilings
and the natural blond wood paneling which sets
off various plastered areas.
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