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Only a few years ago, the  idea o f  pub l i sh inga  
"Denkmaler der Tonkunst i n  Canada" would have 
been laughed a t .  I t  i s  a s ign o f  the ma tu r i t y  
o f  musicology i n  general i n  t h i s  country and 
i n  p a r t i c u l a r  the  study o f  Canadian music 
h i s t o r y  t h a t  a h i s t o r i c a l  ser ies  i s  now under- 
way and t h a t  i t  i s  t o  be taken ser iously.  Not 
t h a t  the  music o f  t h i s  f i r s t  volume o f  The 
Canadian musical her i tage / Le patr imoine 
musical canadien i s  i t s e l f  "serious". I t  i s  
salon and popular music f o r  piano o f  no 
weighty pretensions, but  i t  i s  nonetheless an 
important  p a r t  o f  19th century musical l i f e ,  
and w i thou t  i t s  a v a i l a b i l i t y ,  our h i s t o r i c a l  
view o f  ourselves must be incomplete. 

The volume contains the k ind o f  scho la r l y  and 
c r i t i c a l  apparatus t h a t  i s  establ ished prac- 
t i c e  f o r  h i s t o r i c a l  sets. There i s  an 
" E d i t o r i a l  aims and methods" t h a t  sets out  
the  c r i t e r i a  f o r  se lec t i on  and presentat ion 
o f  ma te r ia l  i n  a mult i-volume series. The 
c r i t e r i a  are  c lear ,  but  commendably f l e x i b l e ,  
so t h a t  music o f  a l l  kinds w i l l  be included, 
and considerat ions o f  h i s t o r i c a l  and soc ia l  
importance w i l l  weigh equa l ly  w i t h  aesthet ic  
value. A lengthy  " In t roduct ion"  by the volume 
ed i to r ,  E la ine K e i l  l o r ,  inc ludes biographical  
informat ion,  and some observations on s ty le ,  
publ ishing,  and s i m i l a r l y  r e l a t e d  matters. 
F i n a l l y ,  the  " C r i t i c a l  notes" g ive  a l l  the  
known publ i c a t i o n  informat ion,  l o c a t i o n  o f  
copy used as a source, and tex tua l  e r ro rs  and 
cor rec t ions.  The music i t s e l f  i s  reproduced 
i n  f a c s i m i l e  from the o r i g i n a l  p r i n t s ,  except 
manuscript pieces, which have been re-copied 
f o r  t h i s  pub l ica t ion .  

I t  i s  s ta ted  t h a t  the  p r i n c i p a l  des i re  o f  the  
E d i t o r i a l  Committee " i s  t o  provide c l e a r  and 
l e g i b l e  t e x t  f o r  both the performer and the 
scholar". Unfor tunate ly  t h i s  i s  sometimes 
n o t  rea l i zed  f o r  the  performer i n  t h i s  f i r s t  
v01 ume. S t a f f  l ines sometimes disappear o r  
become so f a i n t  t h a t  the music i s  d i f f i c u l t  
t o  read. There i s  seldom a problem i n  ascer- 
t a i n i n g  the co r rec t  p i tches a f t e r  a moment's 
considerat ion,  bu t  most o f  t h i s  music i s  l ess  

t o  be studied than i t  i s  t o  be played through, 
and i t  i s  f r u s t r a t i n g  t o  stumble over unclear 
tex ts .  The f a u l t  seems t o  be i n  the p r i n t i n g  
process, and n o t  w i t h  the reproduct ion o f  o l d  
copies, because the problem occurs a l so  i n  
pieces which have been newly prepared by a 
modern copyist .  The volume i s  bound i n  s t i f f  
paper covers, and a t  a glance i t  looks as i f  
i t  would e a s i l y  separate w i t h  much use, bu t  
t h i s  reviewer can s ta te  t h a t  so f a r  i t  has 
survived a c t i v e  serv ice  a t  the  piano. Some 
o f  the  i n t e r n a l  margins are very small, though, 
and, rebound i n  s t i f f  l i b r a r y  covers, the  
v01 ume w i l l  l i k e l y  have more value on a desk 
than on a piano rack. 

The in t roduc to ry  notes are informat ive,  but  i n  
f u t u r e  v01 umes i t  might be useful  i f  e d i t o r s  
gave some a t t e n t i o n  t o  the s i ze  and nature o f  
the  repe r to i re  from which the choices were 
made. Someone coming f resh  t o  t h i s  pub l i -  
ca t ion  o f  fo r ty - two pieces da t i ng  from 1817 
t o  1866 would l i k e l y  have l i t t l e  idea o f  the  
s i ze  o f  the  r e p e r t o i r e  o r  i t s  geographical 
d i s t r i b u t i o n .  Only i n  an i nc iden ta l  remark 
can we lea rn  t h a t  there  were "more than one 
thousand Canadian piano pieces examined f o r  
t h i s  volume", and a1 though the re - f s : .a l l uS i~n  
t o  publ ishers developing outs ide Toronto and 
Montreal, a l l  bu t  f i v e  o f  the  pieces publ ished 
i n  Canada come from those two c i t i e s .  

The music f a l l s  l ess  under the se lec t i on  c r i -  
t e r i o n  o f  a r t i s t i c  m e r i t  than i t  does under 
h i s t o r i c a l  o r  soc ia l  s ign i f i cance,  but  i t  i s  
no l ess  worthy because o f  tha t .  The on ly  
odd i t y  i s  the  opening Canadian dance, publ ished 
i n  Phi ladelphia,  and composed by G .  P f e i f f e r ,  
who i s  n o t  known t o  have had any personal 
associat ion w i t h  Canada. One i s  tempted t o  
see an al l-too-Canadian t r a i t  i n  i n t roduc ing  
a ser ies  on Canadian music w i t h  a work pub- 
l i s h e d  abroad, and composed by a fore igner .  
Thereafter, however, the  composers a l l  have a 
s o l i d  associat ion w i t h  the country, through 
s e t t l i n g  and l i v i n g  here, o r  by b i r t h ,  i n c l u -  
d ing i n  the former category such f i gu res  as 
Theodore Mol t  and George Strathy,  and i n  the 



l a t t e r  such celebrated expat r ia tes  as Laval l6e 
and Mazurette. While much o f  the music i s  

reasonably simple t o  play, a few pieces make 
some demand on the player, and would probably 
be su i tab le  f o r  the  advanced amateur i n  the 
drawing room, o r  even a t  pub l i c  musical 
evenings. Others, such as several pieces by 
Laval 16e and Mazurette, are concert mater ia l  
appropr iate t o  mid-19th century mixed prog- 
rammes o f  songs, ar ias ,  miscellaneous i n s t r u -  
mental pieces and sentimental o r  showy keyboard 
pieces. The l e v e l  o f  imaginat ion var ies  from 
the near-simple-mindedness o f  the  rhythmical l y 
cons t r i c ted  pieces o f  J.P. Clarke (Canada's 
f i r s t  Mus.Bac.), through the unaffected Royal 
welcome waltzes o f  Brauneis, t o  the p i a n i s t i c  
and accomplished min ia tures  o f  Laval l6e. O f  
h i s t o r i c a l  i n t e r e s t  f o r  the  musical views 
they represent are the "danse sauvage" by 
Ernest Gagnon c a l l e d  Stadacon6, an evocation 
o f  na t i ve  music, and the ambit ious bu t  com- 
monplace Joy and n r i e f  by George Strathy,  a 
work i n  the ve in  o f  piano solos by Schubert, 
Schumann and Mendelssohn. Both show attempts 
t o  fashion pieces n o t  in f luenced by the b a l l -  
room o r  the m i l i t a r y  march, and r e f l e c t i n g ,  
however modestly, the  s t y l e  o f  the character 

pieces so comnon i n  the middle o f  the  19th 
century. E n t i r e l y  l ack ing  are attempts a t  
la rge-sca le  sonata-form, a s i t u a t i o n  which 
probably i s  re la ted  t o  the r e p e r t o i r e  o f  con- 
c e r t  programmes o f  the  day, where such works 
seldom appeared bu t  where endless fantas ias  
and va r ia t i ons  were heard i n  abundance. 

I f  one i s  tempted t o  dismiss t h i s  c o l l e c t i o n  
on t h e  basis o f  t he  s l i g h t  aes the t i c  mer i t  o f  
i t s  contents, i t  might be sa lu ta ry  t o  remember 
t h a t  such a cons idera t ion  has seldom bothered 
the compilers o f  more i l l u s t r i  ous musical an- 
t h o l  ogies which have revered p1 aces on l i b r a r y  
shelves. This i s  an important  ch ron ic le  o f  
Canadian l i f e ,  and we are i n  the  debt o f  the  
general e d i t o r s  and o f  E la ine K e i l  l o r  f o r  t h i s  
f i r s t  volume o f  what must become an extensive 
ser ies  o f  pub l ica t ions.  And i f  some o f  the  
music might b r i n g  an unintended smi le t o  the  
p laye r  o r  l i s t e n e r ,  a l i t t l e  e f f o r t  a t  adopt- 
i n g  a 19th century p o i n t  o f  view w i l l  b r i n g  
the reward o f  much innocent pleasure. 

-Car1 Marey 
Facu l ty  o f  Music, U n i v e r s i t y  o f  Toronto 
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While prepar ing t o  review t h i s  book I was 
s i t t i n g  i n  our l i v i n g  room l i s t e n i n g  through 
most o f  the  ava i l ab le  recordings o f  Pent land's 
music. A f t e r  about an hour my w i f e  came i n t o  
the room and remarked, " t h a t ' s  no worse than 
most o f  the  o ther  s t u f f  t h a t  you l i s t e n  to". 
I r e c a l l  having expressed a l a c k  o f  enthusiasm 
f o r  t he  task o f  l i s t e n i n g  t o  the dozen o r  so 
ava i l ab le  recordings. By the t ime I reached 
the end o f  the  records and the book my f e e l -  
ings  about i t  had a l t e r e d  considerably. But 
more about t h a t  l a t e r .  

The f i r s t t h i n g  t h a t  should be sa id  about the 
book -Earbara Pentland by She i la  Eastman and 
Timothy J. McGee i s  t h a t  i t  i s  we l l  w r i t t e n  
I n  a l u c i d  and engaging s ty le .  R ight  from 
the f i r s t  chapter the authors '  evident warmth 
and enthusiasm f o r  the composer and her music 
makes one want t o  go out  and l i s t e n  t o  some 
o f  her music. I n  fac t ,  I t h i n k  t h a t  the  best  
way t o  read the book i s  t o  f i r s t  go out  and 
buy, beg, borrow o r  s tea l  as many o f  the Pent- 
land records as you can l a y  your hands on and 

then l i s t e n  t o  the pieces as you run i n t o  them 
i n  the book. Many o f  the  works ava i l ab le  on 
d i sc  are discussed f a i r l y  ex tens ive ly  by the  
authors. (Appendix B contains a discography 
which was publ ished too e a r l y  t o  inc lude the  
exce l l en t  recording o f  her S t r i n g  qua r te t  no. 
4 performed by the Purce l l  S t r i n g  Quar te t  on - 
C&trediscs 0782. ) 

I n  s p i t e  o f  t he  authors '  ev ident  sympathy f o r  
the  composer, by the  end o f  t he  book one i s  
l e f t  w i t h  the impression t h a t  Pentland i s  a 
somewhat abrasive, hard-edged person. Much 
i s  made i n  the e a r l y  chapters o f  Mother Pent- 
l and ' s  oppos i t ion  t o  her  daughter 's des i re  f o r  
a career i n  composition. While t h i s  may we l l  
be t rue,  i t  seems a b i t  over-emphasized i n  
view o f  the  f a c t  t h a t  Barbara's parents 
f inanced composition s tud ies  f o r  her i n  both 
Montreal and Par is.  Besides, one has t o  have 
a c e r t a i n  sympathy f o r  parents saddled w i t h  a 
grown daughter who both refuses t o  equip her- 
s e l f  Do >earn a reasonable l i v i n g  ( s t i l l  n o t  
very poss ib le  i n  composit ion) o r  t o  ca tch a 



man t o  take her o f f  t h e i r  hands. What i s  one 
t o  make o f  a person who a l l eded ly  walks out  
i n  themidd le  o f a  concert o f  music by a sup- 
posed1 y c lose f r i e n d  and co l  l eague because 
she c a n ' t  stand t o  l i s t e n  t o  "nineteenth 
century music". On the o ther  hand she i s  
described as being "good company - l o t s  o f  
fun" by the same f r iend.  The reader i s  l e f t  
w i t h  a con t rad i c to ry  p i c t u r e  o f  the  composer's 
character. Perhaps t h i s  i s  accurate - I have 
no way o f  knowing. I doubt, however, t h a t  
Pentland i s  very enthus ias t ic  about t h i s  
p o r t r a i  t o f  herse l f .  

The book i s  w r i t t e n  i n  a way t h a t  seeks t o  
i n t e g r a t e  the character and pe rsona l i t y  o f  
t he  composerwith the ana lys is  o f  her music. 
While t h i s  i s  an admirable goal, I t h i n k  t h a t  
i n  the music-analysis aspect the  book goes 
o f f  t rack .  The assumptions t h a t  are made 
about Pent1 and ' S  fundamental musical thought 
processes a f f e c t  the  way the authors present 
Pentland as a person. She i s  presented as 
someone who i s  anxious t o  be considered a 
hard-core avant-garde composer: her work i s  
presented as having a r igorous evo lu t ionary  
development t h a t  gathers a l l  the  newest com- 
posi  t i o n a l  techniques and in teg ra tes  them 
i n t o  the c o n t i n u a l l y  newer and b e t t e r  Pent- 
land s t y le .  While there  i s  undoubtedly an ac- 
c r e t i o n  o f  new composi t i o n a l  techniques i n  the 
chrono log ica l  sequence o f  Pent land's works, 
I don ' t  t h i n k  t h a t  t h i s  always resu l ted  i n  
b e t t e r  music. I f ind ,  f o r  example, t h a t  her 
1957 S-mphony f o r  t en  pa r t s  i s m o t - t o o - s u c -  
cessfu l  i m i t a t i o n  o f  Webern' S Smphonie op.21. 
I thought t h a t  t he  xylophone " l i c k s "  i n  the  
f i r s t  movement sounded l i k e  Pentland t r y i n g  
t o  break out  o f  her 12-tone cage. I t h i n k  
t h a t  she does break out  i n  her piano Toccata 
o f  1958. This sounds t o  me much more l i k e  
genuine Pentland w i t h  i t s  aggressive d r i v i n g  
rhythms a1 te rna t i ng  w i t h  t r a n q u i l  tone pa in t -  
ings, which are  l i k e  a gent le  P r a i r i e  evening - 
cool ,  qu ie t ,  and re f resh ing  t o  the s p i r i t .  A 
good c lue  t o  the i n t e r i o r  o f  Pentland's 
musical pe rsona l i t y  i s  found i n  her  own des- 
c r i p t i o n  o f  her Concerto f o r  ~ i a n o  and s t r i n q s  
(p.80). I n  an i n t e r e s t i n g  b i t  o f  soph is t ry  
she gives the audience the "programme" f o r  the  
Concerto wh i l e  denying i t s  v a l i d i t y .  This 
double-ta l  k i s  understandable i n  the context  
o f  the  50's when no forward- looking composer 
would openly admit t o  a weakness f o r  progra- 
mat ic musical ideas. I n  my view, Pentland 
occas iona l ly  got  side-tracked f rom her own 
personal mode o f  expression by such th ings 

as her 12-tone experiments. I t  i s  fo r tunate  
t h a t  she d i d n ' t  ge t  stuck i n  these concei ts 
but  was able t o  re tu rn  t o  a more personal and 
f r e e r  s t y l e  which i s  character ized by l y r i c i sm,  
a senseof space and wonder,and tone p a i n t i n g  
from nature and remembered sounds. 

The major problem w i t h  t h i s  book i s  t h a t  i t  
does no t  s u f f i c i e n t l y  recognize the under ly ing 
character o f  Pentland' S music. The analyses 
repeatedly describe her as a composer o f  
" i n te rva l s " .  I n  the ana lys is  o f  Piano sonata 
(1945), f o r  example, the  authors make a page 
o f  remarks about i n t e r v a l  content  which cu l -  
minate i n  the non-informative statement t h a t  
" the three movements are re la ted  on l y  on the 
l e v e l  o f  the  mo t i f :  the  i n t e r v a l s  o f  a second 
and a t h i r d  are present i n  a l l  o f  them." F i r s t  
o f  a l l ,  the  mere presence o f  a given i n t e r v a l  
doesn' t  make i t  a mo t i f :  i t  a l so  needs appro- 
p r i a t e  rhythmic d e f i n i t i o n ,  and secondly, i f  
one takes seconds and t h i r d s  w i t h  t h e i r  i n -  
versions, one has two-thi rds o f  a l l  poss ib le  
i n t e r v a l s  w i t h i n  the octave - hard ly  a 
s t r i k i n g l y  d i s t i ngu ish ing  feature,  espec ia l l y  
since fou r ths  and f i f t h s  a l so  creep in .  I f  
you l i s t e n  t o  the work, I ' m  sure t h a t  y o u ' l l  
be s t ruck  by the prime importance t h a t  har- 
monic organizat ion plays i n  t h i s  work as wel l  
as i n  many o ther  Pentland compositions. While 
I haven't done any de ta i l ed  ana lys is  o f  her  
scores, I f e e l  t h a t  Pentland's harmony, espe- 
c i a l  l y  i n  her neo-classical  works, i s  very much 
an extension and development o f  t r a d i t i o n a l  
harmonic prac t ice .  This i s  denied by the 
authors, who ho ld  t h a t  the  harmonic organi- 
za t ion  i s  "according t o  i n t e r v a l s  r a t h e r  than 
the t r a d i t i o n a l  concept o f  t o n a l i t y " .  A t  best  
t h i s  i nd i ca tes  an extreme1 y narrow view o f  the  
concept o f  tona l  i ty .  

However, t h i s  i s  qu ibb l i ng  about de ta i l s .  The 
rea l  problem i s  t h a t  the authors don ' t  get  t o  
the core o f  Pentland's ideas. What i s  missing 
i s  a desc r ip t i on  o f  the kinds o f  musical ideas 
and fee l i ngs  t h a t  Pentland composes, and an 
ana lys is  o f  the  s t ruc tu re  t h a t  makes them 
t i c k .  For example, the f i r s t  theme o f  the  
second movement o f  S t r i n q  qua r te t  no.1 i s  
described as "a wandering s i n g l e  l i n e ,  t rea ted  
i n  a contrapuntal fashion". This theme i s  
on l y  character ized by the authors as "wan- 
dering", bu t  t o  me i t  gives the impression o f  
lone1 iness t inged w i t h  melancholy. Why? I t  
i s ,  f i r s t ,  played by a v i o l i n  solo, muted - 
g i v i n g  a so f t ,  d i s t a n t  aloneness t o  the  sound. 
Then, t he  harmonic s t ruc tu re  o f  the me1 ody is 



very i n te res t i ng .  The ascending po r t i on  i n  
the f i r s t  seven bars i s  b u i l t  on a s e r i e s  o f  
four minor t r i a d s  each a pe r fec t  f o u r t h  above 
the previous one ( the  f i r s t  s t r u c t u r a l  t r i a d  
i s  probably diminished, but  the  f i f t h  i s  
missing o r  perhaps delayed). The descending 
p o r t i o n  i s  a lso  based on t r i a d s ,  ending w i t h  
a dominant seventh chord reso lv ing one bar 
a f t e r  the e n t r y  o f  the second voice. One 
could view the whole opening theme as an ex- 
tended dominant chord. This tona l  s t ruc ture ,  
together w i t h  the subt le  a l t e r n a t i o n  o f  duple 
and t r i p l e  meters gives the passage i t sme lan -  
choly, suspended fee l ing .  This i s  a t r i v i a l  
example picked a t  random, bu t  i t  i l l u s t r a t e s  
what I f i n d  lack ing.  Not t h a t  the  authors 
should dupl i c a t e  my p a r t i c u l a r  a n a l y t i c  eccen- 
t r i c i t i e s ,  but  a f t e r  reading an ana lys is  o f  a 
piece o f  music, I would l i k e  t o  f e e l  t h a t  I 
know something about what k ind o f  musical ex- 
pression the composer intended, and why and 
how i t  does o r  doesn' t  work. The analyses 
given here are o f ten  s t e r i l e  and I don ' t  f i n d  
t h a t  a f t e r  reading them and a f t e r  l i s t e n i n g  
t o  the music t h a t  they are p a r t i c u l a r l y  en- 
l igh ten ing.  

I f e e l  t h a t  the  rea l  Barbara Pentland i s  the  
ten year o l d  who wrote Twi l  i q h t  and Dawn; the  
54 year o l d  who wrote Su i te  boreal i s ,  who a t  
age 68 w r i t e s  her S t r i n g  quar te t  no. 4, which 
e l i c i t s  t he  descr ip t ion :  "It s t a r t s  i n  a mood 
o f  q u i e t  mystery - l i k e  dawn. .. o r  l i f e  - 
breaking i n t o  a c t i v i t y  w i t h  some suggestion 
o f  b i  r d  sound and themes.. . " ( record  jacket  
notes, Centredisc 0781). Barbara Pentland may 

we l l  "compose w i t h  i n te rva l s " ,  bu t  t h a t  i s  o f  
minor i n t e r e s t .  What i s  o f  i n t e r e s t  i s  t h a t  
the  best  o f  her music d i s t i l l s  i n t o  soun'ding 
forms the essence o f  a p a r t i c u l a r l y  Canadian 
(perhaps i t s  more nor thern  and western) sen- 
s i b i l i t y .  I t contains the breadth and inward- 
ness, the t r a n q u i l  i t y  and violence, the  lone- 
l i n e s s  and f r i e n d l i n e s s  o f  t h a t  p e c u l i a r  
landscape. 

I n  summary, t h i s  book i s  readable and worth- 
while, i n  t h a t  i t  br ings t o  our  a t t e n t i o n  an 
important  Canadian composer. While I f e e l  
t h a t  the  analyses are l a r g e l y  s u p e r f i c i a l  and 
don Y t e l l  me much o f  what I would r e a l l y  l i ke 
t o  know about Pentland's music, they do pro- 
v ide a s t a r t i n g  p o i n t  f o r  study and discussion. 
I n  any event, i f  you r e a l l y  want t o  know what 
Barbara Pentland i s  about - go and l i s t e n  t o  
her music. 

A f t e r  I had f i n i s h e d  reading the book and 
l i s t e n i n g  t o  the ava i l ab le  Pentland records, 
I was by chance approached by a colleague who 
was in te res ted  i n  p u t t i n g a  work by a Canadian 
woman on her next  concert, b u t  who was un- 
w i l l i n g  t o  spend the e f f o r t  t o  l e a r n  a sub- 
s t a n t i a l  new work unless she could f e e l  t h a t  
i t  was a "masterwork" worth the e f f o r t .  I was 
happy t o  be ab le  t o  t e l l  her t h a t  she should 
look a t  some o f  Pent land's pieces, and t h a t  I 
f e l t  she would f i n d  what she was l ook ing  f o r .  

-Paul Pedersen 
McGi l l Urii vessi t y  

A I  te rnat i  ve voices : essays on contemporary vocal and choral composition. By 
I s t v a n  Anhal t. Toronto: U n i v e r s i t y  o f  Toronto Press, 1984. ( x i  , 336 p. , $35.00) 

be t  me say, from the very beginning, t h a t  I 
t h i n k  t h i s  i s  a very valuable book, r i c h  i n  
d e t a i l ,  f u l l  o f  o r i g i n a l  observations and i n -  
s ights,  which should serve as one o f  the  
pr imary sourcebooks f o r  people w i t h  any 
i n t e r e s t  a t  a l l  i n  the  complementary f i e l d s  
o f  poe t i c  and musical compositions f o r  voice. 
Anhal t  has d e f i n i t e l y  been very thorough i n  
h i s  research, and a1 though one can disagree 
here and there, the disagreements are, f i n a l l y ,  
j u s t  quibbles; a d i f f e r e n t  take on what i s  
s i g n i f i c a n t  doesn' t  mean t h a t  what the o ther  
perscn' s chosen doesn ? have s ign i f i cance   to^. 
The book i s  not, on the o ther  hand, an easy 
read. You' r e  going t o  have t o  work f o r  what 

i t  has t o  o f f e r ,  and work hard. Unless you ' re  
a reader who can menta l ly  f i l e  references t o  
numerous compositions (references which are  
used t o  f u r t h e r  an argument o r  a l i n e  o f  rea- 
soning) under the  general heading o f  "TO-BE- 
LISTENED - TO - WHEN - I - FINALLY - GET - THE-TIME" 
you' r e  going t o  have t o  pause f requent ly ,  
l oca te  a recording o f  t he  work i n  quest ion ( i f  
you can; some o f  them have never been recor-  
ded), and then l i s t e n  and read and l i s t e n  and 
read and l i s t e n ,  etc.  This problem i s  a l l e -  
v ia ted  somewhat by Anhal t ' s  i nc lud ing  se lec t ions 
o f  some scores under discussion ( n o t a b l ~  dur ing 
h i s  very de ta i l ed  examinations o f  Berio's 
sequenza 111, L i g e t i  ' S  Nouvelles aventures, 



and Lutoslawski 's T ro i s  nn'Pmes d l i en r i  Michaux) 
bu t  since, as Anhalt h imse l f  po in t s  out, most 
o f  the  scores d i f f e r  i n  performance from t h e i r  
notated forms ( i n  some cases very substant ia l -  
l y  due t o  performer-  con t ro l l ed  var iab les  t h a t  
are b u i l t  i n t o  the composition), your imagi- 
na t i on  o f  the  sound o f  the piece may d i f f e r  
w i l d l y  from i t s  performed sound. To some de- 
gree you have t o  be f a m i l i a r  w i t h  the issues 
and compositions under discussion f o r  the book 
t o  make any sense. And t h a t  i s  n o t  t o  contra- 
d i c t  what I said  i n  the opening sentence. Any 
book on music has the same problem. The more 
" d i f f i c u l t "  the  music under discussion, the  
more " d i f f i c u l t "  the book about it. And Anhal t  
has n o t  s e t  out  t o  w r i t e  a popular introduc- 
t i o n  t o  the  f i e l d .  H is  express purpose i n  
w r i t i n g  the book i s  t o  answer the question: 
"Given the cont inu ing growth o f  t h i s  reper to i re ,  
and i t s  very considerpble d i v e r s i t y ,  do we 
nave i n  i t  a development o f  l a s t i n g  importance?" 
What t h i s  review w i l l  attempt t o  do, then, i s  
t o  see whether o r  no t  Anhalt has answered t h i s  
qwotten, 

I n  asking the  question, the  reader would assume 
t h a t  Anhal t  i s  asking whether o r  not  these 
a l t e r n a t e  approaches t o  vocal and choral com- 
p o s i t i o n  are o f  l a s t i n g  importance t o  music. 
This was c e r t a i n l y  what I assumed, and I read 
every th ing t h a t  fo l lowed i n  the l i g h t  o f  t h a t  
assumption, i .e. are these approaches i n  f a c t  
expanding the a r t ,  increas ing the range o f  
what i s  t e c h n i c a l l y  possible,  adding th ings 
o f  l a s t i n g  value t o  the c r a f t ?  Reading 
through A l te rna te  voices the answer would 
have t o  be a resounding "yes". I n  a com- 
p a r a t i v e l y  sho r t  span o f  t ime an i nc red ib le  
range o f  techniques and formal ideas have 
been introduced and/or re- introduced i n t o  
westernmusic, so much so t h a t  i f  w i l l  probably 
take a few centur ies  t o  absorb them a l l .  Some 
o f  these ideas and techniques are ove r l y  
i d e n t i f i e d  w i t h  p a r t i c u l a r  composers a t  t h i s  
p o i n t  i n  time, but  t h a t  w i l l  change, indeed, 
i s  changing, as more and more composers f i n d  
ways t o  incorpora te  these elements i n t o  t h e i r  
own works. But Anha l t ' s  argument i s  o f  a 
d i f f e r e n t  order: "I regard t h i s  group o f  
works as an important  r e p e r t o i r e  by v i r t u e  o f  
the  i n t r i n s i c  mer i t s  o f  i t s  best  pieces and 
a l so  on account o f  the i n s i g h t  i t  provides 
i n t o  many face ts  o f  the  human pe rsona l i t y  and 
the human condi t ion."  And, i n  the c los ing  
paragraph of the  book, goes on t o  add: "The 
compositions ad the re la ted  ideas discussed 
i n  t h i s  book can be looked a t  as c o n s t i t u t i n g  

but  minute d e t a i l s  from the broad, imperat ive 
perspect ive o f  man's s t rugg le  f o r  su rv i va l  
and persistence. Even so, they have played a 
useful  p a r t  and thereby have made a c o n t r i -  
bution." The s l a n t  o f  h i s  argument (which 
r e a l l y  has t o  do w i t h  t h a t  o l d  question o f  
"s ign i f i cance")  i s  p a r t  and parcel  o f  h i s  
heavy borrowings from var ious theor ies  o f  i n -  
d i  v i  dual and group dynami CS ( soci  01 ogi ca l  , 
psychological, etc.) t o  "explain" what's 
happening i n  c e r t a i n  pieces. H is  explanations 
are always i n te res t i ng ,  but  as regards the 
more abs t rac t  compositions I ' m  n o t  sure they 
have any more s ign i f i cance  than a recording 
o f  one's own response t o  a Rorschach tes t .  
Cer ta in ly ,  when the piece i t s e l f  i s  rooted i n  
a c l e a r  n a r r a t i v e  s i t u a t i o n  (as i n ,  say, R. 
Murray Schafer's ADocalyDSi S )  then Anhal t i s  
on f i r m e r  ground, bu t  even here what h i s  ap- 
proach b o i l s  down t o  i s  thematic l i t e r a r y  
c r i t i c i s m  app l ied  t o  music. The problem w i t h  
such an approach i s  simple: bad a r t  i s  about 
great  themes too. Thus t o  say t h a t  these 
works are  important  because they are  about 
important  th ings i s ,  f i n a l l y ,  t o  say nothing. ' 

The whole question o f  what, then, makes them 
b e t t e r  than bad a r t  about the same themes i s  
bypassed, subsumed, as i n  t h i s  case, i n  the 
term " i n t r i n s i c  mer i t " .  ( I t  a l so  does n o t  
g ive  enough weight t o  the f a c t  t h a t  what we 
tedd t o  see as the "great"  r e p e r t o i r e  i s  
governed t o  a l a rge  degree by p o l i t i c a l  
questions, i.e. those bodies and i n d i v i d u a l s  
who have the power t o  choose the r e p e r t o i r e  
we are most exposed t o  ( i f  I ' m  choosing 
what's "great"  from a l i s t  o f  100, t h a t  has 
a good chance o f  being a d i f f e r e n t  choice 
than i f  I ' m  choosing i t  from a l i s t  o f  1000), 
nor does i t  def ine what cons t i t u tes  t h a t  i n -  
e f f a b l e  q u a l i t y  "greatness"). But through 
the e n t i r e  book Anhal t shows us t h a t  the  re- 
p e r t o i r e  under discussion 3 o f  l a s t i n g  im- 
portance t o  the a r t  o f  vocal and choral 
music p rec i se l y  because o f  what i t  al lows 
the human voice t o  do and say, because o f  
the  sense o f  p o s s i b i l i t y  i t  opens f o r  com- 
posers, performers and audience. Since 
Anhal t  does p o i n t  t o  these very q u a l i t i e s  
over and over again i n  h i s  book ( i .e.  I ' m  
tak ing  my argument aga ins t  Anhalt's conclusion 
from h i s  own t e x t  and from h i s  obvious passion 
f o r  the  works mentioned, Anhal t versus Anhal t 
as i t  were), i t ' s  troublesome t h a t  he doesn't 
deal w i t h  the question ra ised i n  the beginning 
i n  a more s t ra ight forward manner. I suspect 
the  problem i s  twofold. 1) I t  & a  book o f  
essays. The cons t i t uen t  pa r t s  were not  



o r i g i n a l l y  intended as one long argument. 
Thus the tacked-on fee l i ng  o f  the  conclusion. 

That 's  a l so  why you can ignore what Anhalt 
concludes and s t i l l  ge t  such a tremendous 
amount from the book. The book i s  no t  r e a l l y  
s t ruc tu red  t o  conclude. 2 )  He got  l e d  as t ray  
by the seductive nature o f  symbolism. The 
problem w i t h  t h a t  k ind o f  reading i n t o  a t e x t  
i s  t h a t  a l l  those wonderful meanings begin t o  
appear before your eyes, and, as i n  a trance, 
you j u s t  f e e l  you have t o  say them. I must 
add that ,  as a f i n a l  ncte, I not  on l y  argued 
w i t h  the conclusion, I was surpr ised by it. 
I n  the bul k o f  the  book Anhal t refuses t o  
draw conclusions. He opts ins tead f o r  the  
str ing-of-quest ions technique. I.e. " I s  i t  
t h i s  way? I s  i t  t h i s  way? O r  i s  it, f i n a l l y ,  
maybe perhaps t h i s  way?" (Gerneral l y speaking, 
i n  the str ing-of-quest ions technique the 
reader i s  l e f t  f e e l i n g  t h a t  whatever the l a s t  
quest ion po in ted t o  as the answer i s  the  rea l  
fo rmula t ion  o f  what the w r i t e r  th inks .  But 
you c a n ' t  be sure.) Anhalt seemed t o  be re- 
s i s t i n g  the whole no t i on  o f  conclusion, o f  
summing up i n  t h a t  sense, and, as a technique, 
t h a t  seemed very re la ted  t o  a l o t  o f  the com- 
pos i t i ons  he discusses. I had thought, i n  
fact ,  t h a t  he was p o i n t i n g  towards a conclu- 
s ion which, t o  some degree, would negate the 
whole no t i on  o f  concluding. Hence, I thought, 
h i s  ins is tence on the word "Essays" i n  the 
t i t l e .  

But I said  I was qu ibb l ing .  The f a c t  t h a t  I 
can argue w i t h  Anhal t ' s  concl usion i s  because 
h i s  book has al lowed me t o  organize my th ink -  

i n g  i n  the f i r s t  place. The l i s t  o f  compo- 
s i t i o n s  and the b ib1 iography are worth the  
p r i c e  o f  admission a l l  by themselves. And i t  
i s  p rec i se l y  the breadth o f  Anha l t ' s  scholar- 
ship t h a t  a1 lows him t o  draw from such d iverse 
sources. H is  i n t e r c u t t i n g  between var ious 
d i  s c i p l  ines  and modes o f  composit ion permi t 
the reader t o  see the very r e a l  connection 
between the work o f  a Ber io  and the work of ,  
say, a Ku r t  Schwi t t e r s .  I would've been i n -  
terested, from my side, i n  seeing something 
about Raoul Hausmann's no t i on  o f  optophoneti- 
cism, o r  some discussion o f  Ann Southam's 
work w i t h  Sean OIHuigin ( t h e  longest-running 
co l l abo ra t i on  between a sound poet and a com- 
poser t h a t  I ' m  aware o f ;  and ava i l ab le  on 
record too),  bu t  then t h a t ' s  the  po in t :  you 
begin t o  t h i n k  o f  o the r  th ings  you'd l i k e  t o  
hear I s t van  Anhal t ' s  comments about, and t h a t  
t e l l s  you you ' re  g e t t i n g  a l o t  ou t  o f  the  
book. I c a n ' t  imagine a student o f  vocal and 
choral  composition who wouldn' t  b e n e f i t  by 
reading the book, and I know a l o t  o f  sound 
poets f o r  whom P a r t  I 1  would be extremely 
useful .  One o f  the  n i c e s t  th ings f o r  me 
about reading the book was t h a t  I found my- 
s e l f  w r i t i n g  sound poems f o r  s i n g l e  vo ice  
again, something I haven' t  done i n  c lose t o  
s i x  years. It r e a l l y  does get  you th ink ing.  
As I sa id  t o  begin w i th ,  I recommend t h i s  
book h igh ly .  Jus t  remember t o  draw your own 
concl usions . 

-bpNi chol 
Toronto 

Sonances: revue musicale qu6b6coi se .  Ed. by Jean-Mi chel Boul ay, Urbain B1 anchet , 
Irene Bri sson, Jacques Boul ay, Pierre  Lapalme, Yves Pr6fontaine. Quar te r ly .  V .  1, 
no.1, Oct. 1981. Subscription: Sonances, 857, av. du Chanoine-Martin, Sainte-Foy, 
Qu6bec G 1 V  3P6. Individual : $12/year; i n s t i t u t i ona l  : $17/year. 

Sonances ( t h e  t i t l e  means something l i k e  
"Soundings") was establ ished 3 years ago t o  
fill what the e d i t o r s  saw as a need f o r  a pub- 
l i c a t i o n  addressed t o  musicians and music- 
l ove rs  which would be Que'bec-based and y e t  
"ouverte sur  l e  monde". I t  has there fore  i n -  
c l  uded repor ts  on events i n  Que'bec (the McGi l l 
organ conference, the ARMuQ conference on the 
s t a t e  o f  Qu6bec music archives) and a l so  des- 
c r i p t i o n s  of musical v i s i t s  t o  Prague, Haydn' s 
Aust r ia ,  the  USSR, and var ious European sum- 
mer f e s t i v a l  s. Among the-!ar t ic les there  have 
been ser ies  on such widely-ranging top i cs  as 
the  h i s t o r y  of the  Le ipz ig  Gewandhaus, baroque 
music i n  France, the discography o f  Mahler, 

and aspects o f  Que'bec's musical past. The 
e c l e c t i c  i n t e r e s t s  o f  the  e d i t o r i a l  group, 
which i s  centred i n  Lava1 and the  Qu6bec Con- 
se rva to i re  have been f u r t h e r  r e f l e c t e d  i n  ex- 
aminations o f  the  music o f  Schreker, o f  Busoni , 
and o f  young Rumanian composers, and, i n  the 
Oct. 1983 issue a l ong  i n te rv iew  w i t h  Gyorgy 
L i g e t i  , by a former student, Denys Boul iane. 

Most pieces are  w r i t t e n  w i t h  enthusiasm i n  a 
s t ra ight forward and accessible s t y le .  They 
inc lude a mix ture  o f  summaries o f  and r e f l e c -  
t i o n s  on es tab l ished research, and o f  repo r t s  
o f  o r i g i n a l  work; they are  occasional l y ill us- 
t r a t e d  and always well-documented. 



Up t o  one-quarter o f  the magazine i s  occupied 
by reviews of recordings, w i t h  a concentrat ion 
on 20th-century music, o r  on recordings of 
e a r l i e r  r e p e r t o i r e  t h a t  have some unusual 
f ea tu re  (e.g. a Canadian performer). Book 
and score reviews appear from time t o  time, 
i n  much smal le r  numbers, and w i t h  no such ob- 
v ious ra t i ona le .  And a small column o f  news 
i t e m s -  organ iza t ion  events, concerts, deaths, 
compet i t ions - again appears t o  be chosen 
i d i o s y n c r a t i c a l l y .  F ina l  l y, sp r i nk led  as 
" f i l l e r s "  a t  the  ends o f  pieces, are para- 
graphs, u s u a l l y  i r o n i c  i n  content, excerpted 
from b iograph ica l  pub l ica t ions ,  from 1920 t o  
the  present, under the rub r i cs ,  "Ce que l e s  
grands musiciens o n t  pens6 des aut res  grands 

musiciens" o r  "Sour i re  en musique", and under 
the heading "Perles de c r i t i q u e s " ,  b i t s  i n  
t r a n s l a t i o n  from Slonimsky's Lexicon o f  musi- 
ca l  i nvec t i ve .  While these fragments are  
perhaps m i l d l y  amusing, t h e i  r appeal , and 
t h e i r  relevance t o  the issue a t  hand, f r a n k l y  
escape me. 

With s lender resources, and a l i m i t e d  audience 
( i t  i s  p& a fanzine o f  the  Music maqazine type) 
Sonances has maintained an engaging v a r i e t y  o f  
content, and an admirable consistency i n  ed i  t o -  
r i a l  po l i cy ,  t imetable,  and i n  i t s  sober y e t  
a t t r a c t i v e  format. 

-Ka t h l  een McMo rrow 
U n i v e r s i t y  o f  Toronto 
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